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Dear Delegate

CONFLUENCES 3 is the third international conference combining the disciplines of
dance and music to be held at the UCT School of Dance, and we welcome those of
you who have travelled from abroad to attend this prestigious event. We extend our
warmest greetings to you, as well as to those local delegates who are demonstrating
their interest in and support of their art by making presentations, being part of the
proceedings or working in the background.

The Organisers wish to thank most sincerely those organisations and individuals who
have contributed financially and personally towards making this conference possible.
Our sponsors include:

The National Arts Council

The City of Cape Town

Syfrets

The National Research Foundation

The UCT URC Conference Grant

The UCT School of Dance

The UCT Visiting Scholars’ Fund

The UCT Students’ Fund for Visiting Speakers
The Western Cape Cultural Commission

The Danish Centr: for Culture and Development
The French Institite of South Africa

The Royal Netherlands Embassy

Pro Helvetia

Cape Tercentenary Foundation

The Balletomanes

We trust that the three days of the conference will prove to be stimulating and educa-

tional, but above all, entertaining, and that you will leave in the knowledge that you
have been among friends who share your love of dance, chorepgraphy and music.

ELidell 7 ey aard f,
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Introduction:

As a contempary dancer, teacher and choreographer [ must search for words that are
capable of describing and sometimes even defining, the most profound and intimate
experiences my body has given me over the past 40 years. Experiences that were pri-
marily non-verbal, encountered while teaching, moving and creating.

Moving with the spirit has taught me all [ know, and all I know is that ecstatic move-
ment is empowering and healing and honest and soulful. For me there is no other way
to dance, to be, and to create. I also had to find the ability to live with the vastness of
what I do not know and that which I cannot control.

The physical sensation of dance is inseparable from the heart and soul that calls us to
live fully, in this body, in this world.

Therefore as choreographers or creators of beauty we cannot separate spirit and mat-
ter. Our dances would lack the vitality and fire of the physical, and expressions of our
creativity would be cut of from the depths of our hearts and meaning of our souls.

Since the beginning of mankind dance served as a connection between two worlds.
The physical and non-physical. Dance was in ancient times more so than today, an
"intensely activated expression of the soul." An integrated part of our ancestor’s daily
rituals.

Something has gone missing. Too much emphasis is being placed on the outcome or
the final picture today. Somehow the process has become less important in today’s
choreography. Somehow soul and real passion no longer form a part of the final
expression. We seem to loose some of the spontaneity of a dance in progress, in the
final product.

It’s almost as if our choreography today has been coded, patterned into an excepted,
predictable and souless vocabulary.

For a moment, before rushing out to choreograph our next dance, we should pause and
reflect on the real reasons why Martha Graham and Isadara Duncan, broke away from
the restrictions of formalized dance during the end of the 19th early 20th century.

They returned to soulful, spirited dance — but what has happened in the meantime? A
century since then choreographers seem to have fallen into the same mould from
which Martha and Isadora freed themselves. The Mind and the Ego are fast taking
over our Modern choreography - with no acknowledgment of the true nature of the
dance — it’s soul essence.
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Isadora said:

"For me the dance is not only the art that gives expression to the human soul through
movement, but also the foundation of a complex conception of life, more free, more
harmonious, more natural."

Teaching and observing the Isadora Duncan company in New York recently, it struck
me how they almost "under play" their movements. Almost with a sense of mystery,
holding back so ever subtly that which transcends them taking them into another
realm-in contrast to the often harsh, dances we sometimes see out there to "tmpress

and woo the audiences” which uitimately become ego-centric boring, vulgar and
empty.

We need to assess the situation seriously. We need to search ourselves before we

attempt yet another repetition of the sameness. We need to decide what is important
here.

Integrity, commitment and passion are a good start.

But being truthful to oneself as the creator of a beautiful work of Art is perhaps what
the soul "demands" of us. |

Unfortunately, there is of course always the element of fear. Fear of being judged, of
being ridiculed, of being labeled as non-worthy. Anything done with love and con-
viction, against all odds, without holding back or restricting oneself, — is worthy, is
true art-coming from within. We should trust ourselves, and the dancers we work with,
not just their physical bodies, but the potential they have to bring their individuality
and uniqueness to the dance. We should allow for that to take place and stop trying to
be so clinically perfect. The real people, the non-dancing audience, cannot identify
with something like that. They want to be included in the beauty that they are drawn
into — they want to become part of it. It is our responsibility to find that balance
between technique (the mind) and freedom of expression (the soul}.

The Art of the Dance

Dancing is a language that transcends ordinary communication, just as poetry is on a
higher level than prose, and music is another realm from conversation. The art of the
dance stems from the attempt to surpass the laws of gravity that binds us to the earth.
The dancer is not one who treads the ground as everyone else does. The dancer moves
in some special dimension, with one eye on the stars, for the stars suggests release into
freer and more inspired realms.

The Art of Creativity

All (art is true art, and all art) has a spiritual basis or message. Spirituality comes from
within and is brought out through creativity. Creativity is the essence of art. Everyone
has the ability to be creative, and everyone has a soul or spirit. It is a person’s ability
to utilize their spirit that will enable them to be creative and therefore to create art.

True art is not in the eye of the beholder. It is in the soul of the creator, which is ini-
tiated by the spirit. It is the soul that takes over and creates.

Creativity is a process. A process of listening to your spirit and bringing the spirit’s
message into a picce of art or dance.

When I create a dance, there isn’t a time when I don’t use my spirit. 1 always go
through a creative process to create a dance. [ need to feel a rhythm inside myself and
the let that rhythm go into my spirit and create. | then visualize my spirit dancing. I
need to listen to messages brought into my spirit that enables me to create the dance;
my personal spiritual meaning is being transcended through my body and into my
dance. My dance always holds a spiritual message. Dancing should be a spiritual
experience, for it is the soul and spirit that enables us to dance — not the mind.

Divine Energies

Dancers and Choreographers are vessels for very special "divine energies" - that 1s an
essential part of us from the time we could probably remember. [ cannot imagine what
it must feel like to be without that.

Even when 1 am not in the studio — just moving in my garden, these energies are
always present- because I am a dancer - there is no separation — one cannot be with-
out the other. It is a partnership.

When we create we are divinely assisted by these energies — we should acknowledge
them — know that they are there — respect them, and let it work for and with us. We
should trust them more deeply and let them show us the way to create truthfully,
deeply and honestly. And not be intimidated by another’s work or creations.




The challenge lies in not letting our thought processes be "intimated" by the influences
of others. We can begin to doubt the very core of ourselves once become. Afraid to
expose who we really are, instead of trusting our divine energies and soulfulness.

Form _without Formula

We are often reluctant to let the moments of our experience unfold in their own way
to simply watch what life presents, without struggling to make it different — the same
principle applies to creating a dance. We tend to shroud the living moment in motion
with "activity". We focus on the end product, rather than the process of unfolding.
"Perfection” is found in the stil] moments brought about by participation in the cre-
ative process. In other words — learn to let the "dance" take you there. It takes on a
soul of its own after a while. Step aside. See what it is trying to tell you and trust the
process. Creativity literally means "to form art from nothing". Tn my work, I always
look for ways to approach that nothingness, the void from which all life and wisdom

spring, - the still-point of the dance. Creative work is a doorway which leads into that
source of mystery.

The Creative process teaches us how to live. It offers a glimpse of the life energy
which sustains us, at our deepest core. Through dance we find a new kind of whole-
ness in being, in acceptance, in the acknowledgement of our own timeless perfection.

Soulful-Chorcngraphy

To me soulful choreography is above all warm, full and grounded. Its richness can be
grounded in earth, enabling great power in dancing and allowing more meaningful
contact between dancers which brings an immediate compasstonate quality on stage —
a case of sharing and caring between the moving bodies. The emphasis need not be
placed on pleasing or impressing an audience out there somewhere. You can’t fool an
audience and audiences respond to authentic, honest movement.

Soulful choreography need not necessarily be clever and inventive like so much of
what we see in professional modern Dance in the late 20th Century the beginning of
this century. Its source is not the individual intellect and its goal should not be awe
others, but to magnetize and include them. Souiful choreography, like true spirit-
filled dancing takes place somewhere large and timeless. There is always substance
and connectedness to this kind of soulful creation and above all weight. There exists
a mysterious and subtle connection between weight and substance and meaning,

Therefore soulful choreography has "meaning" a lived reality rather than an intellec-
tual idea.

The Mind and Creation

For me, the mind’s organizing abilities are used to bring order to what is being per-
formed or viewed, but this order is not it’s significance. We call this technique
always the means but never the end to truly great work.

The end for me is always in a larger realm than the one in which we li‘ve and work ar'ld

go about our daily lives. That realm can only be reached by tapping into soul or spir-
. . esent

it, and when dance is truly glorious, both are present. ’ . ’

i-have a very personal sense of the power that the relationship of the human body with

these two powerful and subtle realities, soul and spirit can bring to dance.

Soul and Spirit Energy

Soulful Dances:

I feel that soul energy inhabits my lower body and spirit energy my upper k?ody.
Downward moving encrgy within the body is related to the feminine Powerlw1th1'nh1:15
and upward moving energy, the masculine. All these aspects comes into play wit 1tr_1
the creative process. A soulful dance has a more grc)l.mded,. c.lownvsrard energy - a rooo
edness in the earth or in the ancient past (or in what is familiar or in anothe? per;on 1_r
in a group of people.) Above all it offers the oylooker an.d the da.ncef a pr? oun cont
nection and a sense of both safety and belonging. P.hyswally tl.ns klnd. 0 mc;lver?;nn
consciously celebrates the weight of the body and an interplay with gravity, rallt er tha
a denial of both of these. The body loves to fall and often slowly, when sou lflc‘)ssess‘—
es it. Imagine all the possibilities of new movements that could be created in this way.
Slow turns and spirals also have their source in soulfulness.

Spirited Dances:

On the other hand spirit motivates movement that is upward b01.1r_1d and desires a f;ee—
dom and a discovery of new territory. This is always very exciting to explore and to
discover. It celebrates the spontaneity and joyfulness of the dancer.

There is often a sense of weightlessness, clarity and speed to spirited p?ovement.s. Tg
soulfullness there is always a density and a sense of depth. To spirited motivate
movement — a brilliance. Both have fullness, richness and an ease.

To sing our song fully — we need both. The danger here is that_we often set‘Fle for En
imitation or substitute of soul and of spirit, and not the real thing. Something to be
aware of, when the mind and ego wants to dictate.

The Ego

The ego causes most of our pain. It is full of constant c%atter, judgemenst, denial, I};)lp:-
lessness, excesses, fixed beliefs, the need to control things. Egos don t_ dar;clze. T; y
are unable to move, to breathe, or to explore. They.are dull and preéhctaf ;. ! el:y
keep us from being who we are. They sap our creative power. It h.as 1}131; 0 1.111121‘:S Sy
been many choreographers downfall, which resulted in boring, predictable, sou ,
clinical work.




You have to "free" your body to experience the power of being. Your body is the
ground metaphor of your life, the expression of your existence. Everything that hap-
pens to you is reflected in your body. Your body tells me everything when you move.
Your body knows, it never lies. Dances should be created with that in mind. The body
tells its owns story. We just don’t listen long enough to hear.

So, the body is where the dancing path to wholeness must begin. Only when vou truly

inhabit your body can you begin the journey to the ultimate creation that goes for
dancer and choreographer,

Adrenaline Or Spirit?

In today’s world T feel there is an enormous hunger for spirit and freedom. Instead of
arriving at these, I see a great deal of professional dance that has latched onto a very

busy self-engrossing substitute. Unfortunately, 1 sense confusion between adrenaline
and spirit.

The driving intensity I so often see today on our stages and in our studios has to it an
unrelenting and addictive feeling. I seldom see real joy and freedom. To me the force
behind the movement seems soulless and lacking in spirit.

It never seems to nourish either dancer (or viewer), certainly not on a deeper level. In
this type of dance the human faculties of will, control, novelty and inventiveness are
celebrated above all else. This is fine, but to me these qualities to the exclusion of

others, actually block completeness and the lush fulfillment the body is capable of
giving us.

There is s0 often a sense of the body in isolation, with the self-conscious individual
kept constantly busy. Deep vulnerability seems to be consciously avoided.

The Final Destination:

The ability to isolate and see clearly what the intellect is so gifted at doing, is of
course, pait of training and creating. But the journey must be taken to some sort of

destination. In the end everything must be put together in order that the sum become
greater that the totality of its parts.

This is exactly where soul and spirit enter in — where mysiery meets science, where
detail meets wholeness — maybe, even where "particle meets wave".

[ a dancer desires to be an artist and not sim
move into that powerful area where it
the universal.

ply a wonderful mover he or she must
is possible, that take us from the particular to

about. Saying that there is something large, a force actually behind what we are doing,

does not make us pretentious or superior, that is, better than anyone else. It simply
allows for more deep trust.

This is not in any way pretentious if the dancer is conscious of what power is really all

8

When soul and spirit dance dancers become instruments, not slaves: To be driven is a
force of slavery — the possession unhealthy and never satisfied. This in not true when
soul and spirit arc motivating the body.

These great forces are above all magnificent, both in their prot.ection (soul), and in
their creativity (spirit). This has always been so (soul) and I believe that we can look
forward to this forever (spirit).

The Essential Balance

To me all true dance movement is both sensual and spiritual. There needs to l?e (;10 ss:t;’)—
aration or duality here. It is in fact dangerous to oppose t}{e body to thef mind to 1 j
sexuality and spirituality. When this is done, the life force is actually. bemig tampe1de
with. There is bound to be trouble or disappointment when an esgentlal ba ancehan‘ a
certain wildness is denied. The only separation_ that I do recognize, and Ider;llp 1aS1ze
enormously in my teaching, is the one tha_t exists b.etween the upper an t1 e tovxifler
body. I feel there exists for us an opening in the waist where spirit and soul actually
meet on a subtle level.

What is lacking today in professional dance for me personally is, "trust" and a "true
inhabiting of the body". Modern dancers have historically followed the ballet where

control, flexibility and facility reign supreme.

A somnewhat limp and artificial or in some cases arrogant_ kind of welgh‘[lessnelss hzfs
coloured the whole style. Today modern man or woman in dance wants to feel more
emotional strength and deep reality, as well as more personal relevance.

The Sacred Landscape

So many of us are not in our bodies. We live in our heads, in our memories, in our
longings.

It is time to put the theatre and the human body back into the "S.ac.red Lan-dscape;
where they belong. The real issue is whether we as dancers are willing to give lip

certain amount of control in order to move to a diffe?ent realm where transfor;na 1.0.1:
can take place. There is an enormous intensity alive in the body-when sou.l anb splrtj
are working there. Most of us who have performed have e.xpenen.ced going eypr:

ourselves while on stage. We must recognize this for whaj[ it truly is — and entel; ﬁn 0
a realism of greatness that has nothing to do with personahty' or talent and (afe}"y 112‘111g
to do with acknowledging the greatly invisible forc_e - E():a(l:ll it ;fove;h(ilorcrll,yst?é;/frs 3

igence, Spirit — whatever you prefer. The moving body offers
;rellﬁ}iliiiuion. gMYSTICAL PARTICIPATION INTO THE SACRED LANDSCAPE.
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Preface

During Dance Umbrella 99, 1 observed the South African dancer and Choreographer
Vincent Sckwati Mantsoe’s performance, which demonstrated a typical contemporary
African dance approach. His choreography embodies practice of traditional African
ritual and music combining them with qualities of Western contemporary dance forms.
In his performance of Gula Matri The Bird, Mantsoe’s birdlike movements and vocal-
izing response diffuse through his entire body.

Mantsoe believes that a dancer should be ‘lucid’ and his work is an example of this.
Musically his material is at home with Ghana’s Pan African Orchestra as it is at home
with Pianist Keith Jarret ... {, w)hether he uses dancers to assimilate birds in flight for
Gula Matri, or uses set and costume to contain yet bustling energy that permeates his
work. (Mabanga, 2000}

Mantsoe was brought up in Diepkloof, Johannesburg where dance was part of social
interaction, before coming professionally involved. As he lives in Johannesburg, a
cosmopolitan city, his own style of dance is informed not only by social dance forms
but also by the diversity of the cosmopolitan Johannesburg where more traditions co-
exist side by side.

Mantisoe combines his own style of dances from different cultures all over the world
to create new work. The innovation that has taken place in the representation of this
particular piece showed that his choreography goes beyond pure movement. His work
embodies a quality of African dance where movement seems to have its own signifi-
cant meaning and means of artistic expression. There are many different approaches to
this concept of theatrical development, as Francis Nii-Yartey the Artistic Director of
the National Dance Company of Ghana aptly puts it:
Research in Ghana places performance in three phases: The first involved the col-
lection and presentation of traditional dances both within and outside their place
of origin; the second concentraied on the study of dances in the context of the fes-
tivals, rituals and rites of which they form part; during the third phuse, that in
which we now find ourselves, the observation and research is used to form the
basis of work to inspire the present and the future. (Nii-Yartey, 2000)

Although Nii-Yartey refers primarily to the Ghanaian situation the statement holds true
for other settings. Mantsoe’s choreography is an example of the third phase. His per-
formance stimulated my interest in the representation of new dance forms for theatre
and was an inspiration for this project. [n this particular piece there is a juxtaposition
of images, in a certain way his selected vocabulary and movement quality is deeply
traditional in origin and in another way they are not. His bodily rhythm, pelvic release
and ‘grounded-ness’, are common characteristics of many traditional African dance
traditions and contain emotion, softness and responsiveness that gives meaning and
significance to his work. Mantsoe inter-linked all of the above features with western
contemporary choreographic elements.
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The process that stands behind the creation of dances in modern Africa originates from
the very nature of African culture and society: its political constitutions, creative arts
and literature in multiple languages reflect both the African heritage and various
aspects of the legacy of Europe. The modern world is linked to previous cultural bor-
rowings and innumerable influences. Additionally through globalisation the socio-cul-
tural identity of the individual has to be seen in the coniext of heterogeneous societies.
It 1s of great importance to note that my background significantly influences the way
I perceive and experience the dance in African context. This issue of identity is of great
importance to the reader and myself. During an interview Peter Lennon had with South
African songwriter and singer Hugh Masekela, the issue of cultura) identity was dis-
cussed. Masekela said; "...one problem, white South Africans can’t see themselves as
African..." Although I have been brought up in South Africa I have experienced a west-
ern education as well as dance training in classical ballet and western contemporary
dance. Mantsoe’s work provoked interest in exploring the African heritage of dance.
In the light of the above I now ask, to what extent ¢an movement have multiple iden-
tities? Mantsoe’s work exposed me to a different culture. We are both South Africans
drawing from a different basis of dance practice. Although coming from dissimilar
sources of dance practices, we are both interested in exploring the notion of move-
ment. I chose to explore the notion of movement in relevance to contemporary devel-
opment in Africa looking at African dance in two settings, one within an African set-
ting, with reference to the National Dance Company of Ghana and the Ghana Dance
Ensemble and the other within a Diaspora with particular reference to Adzido Pan

African Dance Ensemble. On the basis of the above mentioned, my field study in
Ghana will enhance the discussion.

I set up my methodology by accepting the three phases of performance development
in Ghana. I acknowledge the anthropological and philosophical complexities of the
subject and will therefore primarily focus my attention on the creative process of stag-
ing African dance forms, examining and discussing the problems related to the pres-
entation and transformation of traditional dances in modern theatres. I will compare
and contrast the companies by drawing parallels within the second phase. In order to

do so I need to discuss the first phase to give a perspective of African dance in tradi-
tional context.
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Introduction
Aims and Objectives

Semantic and Representation

My interest lies in the practice of representatiog and transform.ation in m'odern_theztre};
The concept of representation is associated with a complex issue deahn_g with ot
semantics and identity. As a Western trained cont;mporary dancer I.am interested in
the process by which meaning is produced in relation to movemén.t, it _has‘to be taken
in consideration how movement gain significance for people partlclpat_mg ina culture.
The participants have an understanding of the movem_ept en?bedded in their culture,
which I had to investigate in order to become more familiar W‘lt.h the movement voc.abt
ulary. For example, Mantsoe is not only coming froim an At}‘lcan dance perspe.ctwe,
his work is very much influenced by the West by taking certain elements from his tra-
dition and transforming them in an individual way.

Selected Examples:

Adzido Pan African Dance Ensemble & The National Dance Company of Ghana

In order to explore this interrelationship further I will look at Adzido Pan_ Af1'icfan
Dance Ensemble and the National Dance Company of thna and the way in which
they represent and transform their work for the stage, referring to two dance works of

each company.

I choreographed a short work whilst in Ghana and will share' certain conce}__)ts anq 1deai‘
on the process and development of my own work, adding another dimension 0.

‘African-ness’. Furthermore, before one can begin to explore the 001.1ce‘pt of t.ranstI-
mation it is crucial to look at what 1s being represented and why? [ will investigate the

following questions.

In what context are African dances created? .

- What do traditional African dances represent and communicate?

- Who performs them and for whom?

- How are these dances then transformed for stage?

- If the classical form is transposed from its natural environment do these dances
performed for stage assume different meanings?

Source of Data

In order to answer the following questions I am going to des'crib.e and examine the fol-
lowing traditional dance practice generally: modern prgctlce 11.1.Ghana t-l.lrough my
observations of traditional dance, my experience of learning tradltlonal_Afncan dance,
the way choreographers modify movement, describing the process. I will refer tlo what
I learned from Nii-Yartey and use my choreography as another example. I will also
analyse specific dances of each company to aid my study.
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Field of Discussion

My research is linked with my own history and curiosity, and my participant observa-
tion at the School o Performing Arts and Nii-Yartey in Ghana, workshops with Adzido
as well as devising a short choreographed work, were practical elements to look into
the different kinds of conceptualisations. In order to note the significance of movement
in African dance one has to have a certain understanding of the meaning attributed to
the movement by their practitioners. In Western contemporary dance this concept is
often very elusive. In this dissertation I will be dealing with different kinds of con-
ceptualisation, examining the similarities and differences between Adzido Pan African
Dance Ensemble, the National Dance Company of Ghana and my choreography.

In what way are the companies comparable? Both companies are urban and recently
formed, they transform material by creating theatre works for entertainment and trans-
form dances from one context to another. Both companies claim to have their ‘roots’
in traditional African dance and explore the diverse heritage of African dance. Adzido
performs dances from all over Africa and the National Dance Company and the Ghana
Dance Ensemble performs Ghanaian dances from various regions of the continent. The
dancers in Adzido are drawn from a dozen different countries throughout the African
continent whereas the dancers in The National Dance Company and the Ghana Dance
are all Ghanaian born. The Artistic Directors of the companies are also Ghanaian.
George Dzikunu (Artistic director of Adzido) is from the Anlo Ewe tribe in the Volta
Region and Nii-Yartey (Artistic Director, The National Dance Company) is a Ga from
the Greater Accra region. The Ghanaian Company is closer to the traditional context,
both physically and conceptually. Even though they live in an urban situation they are
not as removed as the dancers from Adzido. In an interview Zagbar Oyortey, the
Executive Artistic Director of Adzido, talked about how the audience’s response to
traditional dance in Ghana is different from abroad. The audience in Ghana is much
more knowledgeable of the dance vocabulary performed whereas in Europe the audi-
ence’s knowledge is more superficial.

When performing in home country people can participate and they know what it

is about, it is different from an audience sitting in theatre waiting to clap (sic).

(Oyortey, 2000)

My own participant observation in London was very different from that in Ghana. In
London I attended a number of African dance and drumming workshops, performanc-
¢s and interviews with Adzido where I experienced no personal interaction with the
dancers and musicians. In Ghana I registered as a student at the University of Ghana,
where I participated in a range of courses. [ was very fortunate to have Nii-Yartey as
my personal tutor. I spent a lot of time at the National Theatre studying his work and
watching company rehearsals. I trained and lived with eleven of Nii-Yartey’s students,
which allowed me to experience community life. My experience in Ghana was all
about ‘exchange’, I taught technique classes, the students taught me traditional dances,
they learnt from me, and I learnt from them. In this dissertation I am discussing the
companies in terms of my research material. It is very clear that my participant obser-
vation in Ghana out weighs my involvement with Adzido and my representation could

perhaps be slightly unbalanced. I can therefore only represent Adzido with the infor-
mation I have.
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Chapter 1: Socio-Cultural Relevance of African Dance

African Diaspora: Relevance of Movement Origin; Specific Dances; Nii-Yartey?’s
Concept of ‘Movements of Customary Behaviour’

Africa is endowed with great many assets: human as well as material. Am.ong the
greatest assels are the rich traditions of values, belileﬁ' and customs, which over
centuries have formed the basis on the endurance of her people. The years of the
slave trade and colonialization and the many tribulations associated with those
times, have not deterred Afiricans from holding on to some of their cz.fltural val-
ues. In contemporary Africa festivals and rituals are still observed T»vhzch embody
traditions and indicate aspects of political, economic and artistic life. These per-
petuate the ideals and identity of Africans. (Nii-Yartey, 2000)

The African Diaspora is a complex global phenomenon. For centurie?s new form§ of
dance have been developing within the Euro-American context and Wl‘[hl]:l the Afr‘lc‘an
context. In recent centuries these histories, originally separatet:j by theatrical tl:adltlon
were brought together by colonialization and the slave .tra.de within a sphere c?f.theatre
dance. Today there are many societies operating within a theatrlc'al tradmon,. all
embodying their own meaning of the concept of dance as art. Adzido Pan African
Dance Ensemble and the National Dance Company of Ghana are on.ly two groups
among many others, promoting the diverse heritage of dance with their roots within

the African tradition

All dance systems are products of their traditions and offer representatim'] 'ofthe source
of the cultural values of the people who produce them. Dance practltloner.s in th.e
African continent generally seem to be aware of this to a greater extent,ﬁ whilst their
counterparts within the European theatre generally ten'd to draw from a wider range .of
cultural expression. As a result of this, the semz.mtlc value of dapce as a cultural
expression is much more clearly recognised in African context than in European ones
where theatre dance is diverse and multi-referential. One can therelfore argue that we
are dealing with different conceptual tframeworks; not only dO.Afl'lCEII’l. and European
dancers conceptualise the body, space and movement acc.ordmg_ to different world-
views they also conceptualise the links to their dance herltagte dlffer.ently. Europetan
dancers, belonging to a political system that dominated and still dominates the world
for centuries, often see themselves as taking part in an "objective” culture-free explo-
ration of movement in contrast to most African dancers who consci(?usl_y.work and
play with their cultural dance heritage, recognising the input of both individuals and
sccieties. - .
For us life, with its rhythms and cycles is Dance. The dance is life expr.essed in
dramatic terms. The most important events in the commumily have special dances
to enhance their meaning and significance. To us the dance is a langua'ge, « mode
of expression, which addresses itself to the mind, through rhle heart, using re'lated,.
relevant and significant movements, which have their basic counterparts in oui
everyday activities. (Opoku, 1963)
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Nii-Yartey, Adinku and Dzikunu agree that traditional dance is about communication.
It is the community involvement that creates a dance and (herefore projects a cultural
image that is deeply rooted, which forms an integral part of every day life. I decided
to examine African dance movements in more depth and in order to do so, 1 started
participating in African dance and drumming workshops with Adzido. I learnt several
dances where the concentration was more on the kinaesthetic, meaning the spatial
organization of a dance rather than the semantic. After observing Adzido’s production
of Chesa Chesa I questioned how the movements changed when performed in a west-

crn theatre setting. For its audience who is unfamiliar with the African life, the dance

may be part of an exotic entertainment rather than a means of

communicating cultur-
al values,

In order to comprehend the complexity of the movement, I needed to be more
involved. I chose to go to Ghana. The country is one of the leading English speaking
African countries in West Africa, and has had a program of dance at University level
since October 1964. 1 registered as a visiting student to broaden my perspective on
dance as cultural expression. [ studied a variety of dances such as, ‘Sikyi’, ‘Adowa’2,
‘Kpanlogo™ , ‘Agbadza™, ‘Kundum’s and ‘Asandua’s. These were all Ghanaian
dances from various regions of the country, ail with their own historical background.
Learning these dances enabled me to understand the uses of movement in a dance con-
text and I had to take this into consideration when choreographing my own work. I
choreographed a short work for the students of Noyam, (meaning ‘moving on’) which
is a contemporary African dance research project directed by Nii-Yartey, with the aim

and objective to combine research. teaching and contempor

ary African dance per-
formance.

My choreographic process involved taking elements of the African tradition to m
ulate and interpret in my own way. On a conceptual level I used a more narrative
approach, which is evident in the activities of daily life. T used common phase ges-
tures, which the dancers were already familiar with and I de-familiarised the gestures
by putting them in a more abstract composition. Although highly representational the
work is not literal. Nii-Yartey calls this concept “movements of customary behaviour’;
it is an important aspect in his choreography. He is similar in this respect to some
western postmodern choreographers for example, Steve Paxton, Judson Church and
Trisha Brown who uses pedestrian movements. In this way, there are some similarities
between traditional dance, post-modern practice and my work.

anip-

I A dance performed by the Akan people. 1t is a flirtatious dance depicting acceptance between men and woman.
2 A social dance performed at funerals, also during joyful occassions. Performed by Akan people.

3 Performed by Ga people o Greater Accra, A social dance , taking the form of teasing.

* From Volta region. A warrior dance performed by both sexes.

¥ Harvest dance, common to all regions of Ghana. A celebration dance.

¢ Performed by Akan people of Ghana, Danced purely for entertainment
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Dance Education Programme in Ghana

As part of a pational dance education program, two dance compames,G tlhe Ne;;lona;
Dance Company of Ghana, based at the National Theat-re a{ld the 1anabl. elmcél
Ensemble, who occupy a very unique place at the university were egta 1sf1::he.:
According to Professor W. Ofutso Adinku who was one of the first me;ln grsho e
Ghana Dance Ensemble and who is currently Head of Department at the Schoo
i rts at the University: . .
Peg(z);n;glrgmﬁtion of a national Dance Company in 1962 was in Line with I.(waffne
Nkruhma's nation building policy and his program for the cultural emanczpqrz.c;f:
of Ghana and Africa. He wanted to convince Afiicans that they had a p.ast c;:z i-
sation worthy of emulation, and thought that dance had a role 1o play in achiev-
ing racial reassessment. (Adinku 2000)

Background of the Ghanaian Companies:
The National Dance Company of Ghana & The Ghana Dance Ensemble

According to Adinku Nkruhma’s decision to crfaate_ a place in Ghana for tile fcre;al‘ilc\:
development of art and cuiture was linked to his view on the developmeg1 0 het N
tion. Professor A.M Opoku and Professor J.H N.k?'[la fo_unded the Eflsem e t' a =V:1
to become the National Dance Company. In addlt_lo.n_bemg a group rePresIentllggz "1;:1
couhtry, the Ensemble was linked to research-actwltles at the University. In c(i)a
the recommendation of the National Commission of Culture, the gove.rnme.nt pa;se 1
law that the company should move to the National Th.eatre_. The -[_vaerSIty r]f US\S; S
they argued that the company should service .the }1111ve1‘51ty. N11-Yirtey, \:foc:l Sai) :
Opoku’s assistant at the time, took over as Artistic Dlrector when Opo u wen Lot
batical in 1976. Nii-Yartey’s interest in new choreographic forms led him to ¢ E}[n'b
the artistic direction of the company. In 1993 he fe'lt that there were too many res 1;110;
tions at the university preventing him achieving his aims and decided to move to the
- . .
Na;;'s ];ilefz’t:zalt;ok beyond an academic situation, something more than c:.rcademzc I.S
going on in the world, we have to fuce the chf;llenges und c-i.evelop. It z; ]very pos-
itive to fight the way we fight for dunce in this country. (Nii-Yartey 2001)

According to Nii-Yartey the existence of both companifas is important in T(}gde; t(t)i C;Zi
ate visibility and attention for dance. Today the companies are known as, ] e aD ;)nce
Dance Company of Ghana (The Ghana Dance _Ensemb]e).anc.l the G;fm?\] e
Ensemble (the National Dance Company). Thff.alms and objectives of the da}tional
Dance Company of Ghana, according to Nii-Yartey, are to perform traditio ‘
Ghanaian dances as well as contemporary work. "...A.d.dressmg the nee}cli to preszjn:
the positive and desirable elements of our .dance traditions, we are gt the sag'leSOCiO”
developing contemporary dance forms which express our unique history an
economic situation today..." (Nii-Yartey, 1998)

Nii-Yartey observes that, within the global economy, social .and economic valus:s are
unavoidably changing. What happened in the past and what is currently happfanmg dm
the present combine to create new cultural norms, which has an effect on the immed:-

ate social situation.




T

Company members are all Ghanaian born, from various regions such as Kumasi, Volta
region, Togo and Accra. The company has been focusing on community and educa-
tional programs. Nii-Yartey is very passionate to the growth and development of mod-
ern African dance firmly established within the world of dance generally, he is also

Chapter 2: Presentation and Transformation
of Traditional African Dances

concerned that it should not lose its strong and powerful context. For many artists,
including myself, Africa seems to provide a number of alternatives. Although it

remains a choreographer’s deliberate choice to perform for stage, the challenge is both
to remain within the tradition and to move forward.

The tradition is there but it is what we do with if that is important.
(Nii-Yartey, 2001)

Background of Adzido Pan Afrjcan Dance Ensemble

I shall consider the Adzido Pan African Dance Ensemble. It defines itself as Europe’s
largest funded traditional African dance company. Adzido would be an example of
phase two within the area of performance development mentioned earlier. It is known
for performing traditional African dances from various parts of the continent in west-
ern stage settings. Artistic Director George Dzikunu founded the company in 1984,
Dzikunu defines his company as follow:
Pan Africanism means we don t do dances from only one country for example, you
might have a national group from Ghana or Nigeria or from Senegal who only
performs dances from that country. When you come to see us in a production you
see dances from different parts of Africa which is a unique way of saying this is

Africa, rather than saying this is Africa but only South Africa or this is Africa but
only Senegal. (Dzikunu, 2001)

Adzido means ‘oak tree’ in the Ewe language of Ghana. The trunk of the tree is so big

that it takes a number of people to grasp around; one can almost say it is a deliberate

image thal represents the company’s diverse heritage of traditional dance. (Adzido,

2001) (When I first saw the emblem of the Oak tree 1 read it in exactly the same way.)
Adzido Pan African Dance Ensemble exists to promote the appreciation, under-
standing and practice of African peoples dance, its music and its cultural her-
itage, in Britain and abroad seeks io promote the richly diverse heritage of all cul-
tural groups of Black Africa by presenting dance, together with music, in forms
which both respect and illuminate traditional values and have relevance in a con-
temporary, multi -cultural context. (Dzikunu, 2001 )

In the next chapter I will discuss the presentation and the re-contextualisation of ele-
ments from the ‘Atsiabekor’, which is one of the traditional dances performed in

Adzido’s production of Chesa Chesa and is one of the dances that features in Solma,
a work by the National Dance Company of Ghana.
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Political and Artistic Development from the 1950s

In the 1950°s when agitation for self-rule was a common occurrence, loca%fpohtiflags
supported the people’s identification of trad%tlonal.dqnce?s as a cul.tural 1ormi 'Oﬂuff
defended against what was seen as the excessive assimilation of foreign cu tu‘ra 121
ences. Traditional dances were therefore, at the c.entre O.f cultural emancq.)atlclm. ey
were performed during political rallies and at major s.0c1al events._ln Acc1a},ltle capll-
tal of Ghana, mainly amateur groups performed traditional dances in small theatres. In
the 1990s, the love for dance as pure theatre has brought about new approac.hfes 1r;
terms of increased professionalism and the nature of the presentation of traditiona
dances. (Adinku, C. 1995)

Modes of Re-Contextualization

Although Adinku is referring to the situation in G_hana, this statement probably }}oldi
true for theatrical development of traditional African dance throughout the contme?
during this period. The creation of new traditional dance forms for stfige dees 1"10tt :(?ii/l
create problems for the Ghanaian choreographer, but also concerns Ell‘[lS'[S.}l’l;eles "
the continued support of cultural heritage all over the world. Adinku, Nii- arte-ty a;
Dzikunu explain that traditional dance events are normally performed as part 0] a
social or ritual setting and therefore, when these dances are represented on stage, they
ted:
ne;? Stz?czeeiii?s must participate for theatre, then 'they .wou!d r{eed to be aci’apled
because the theatre operates in a make- believe situation. (Adinku, C. 1995)

Additional to the performing context of staged dances there is agno.the:-r’ examp]le 011’
adaptation which can be found in class. Illearnt a dance called *Sikyi.” Its cu tLEI'a
background lies in the mode of a flirtatious interaction between the gff]lde.rs,d3551 glnm%1
specific movement vocabulary to men and woman. Class context require to l:arj
both and not to differentiate between the genders, thelre'fore learning each other’s
movements can be considered as an adaptation of the traditional context. When cil?an‘g-
ing movement for the theatre, a knowledge of the cu]tura}l backgrou‘nd of dances is cru-
cial when re-creating on the basis of the original material. For .Adl‘nku the conscious-
ness of expression and emotional value attached t(? movejment lies in hgw the (lianc-e‘ :,S
transformed from one context to the other, how it is carried out and which of the orig-
inal elements are kept and which are discarded.
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Discussion of the Examples

I 'will open my discussion by looking at the two phases of performance development
discussed above, and how the work of the two chosen companies fits into these spe-
cific areas. I will discuss these dances in light of the questions raised earlier in terms
of context, representation and communication. I will refer to Solma (1994), a collabo-
ration by Nii-Yartey and French choreographer Jean Frangois Durour, and the
‘Atsiabekor’ one of the dances featuring in Adzido’s production of Chesa Chesa
(2001) directed by Dzikunu.

Solma

According to Nii-Yartey his company performs both traditional dances and contempo-
rary works. Solma, (“to tell a story”) is a recent work derived from the traditional dance
of the same name from the Upper East Frafra region in Northern Ghana. It toured the
West Coast of Africa and then Europe in 1995. It is a multi-layered work reflecting
social, political and emotional changes and transformations of Ghanaian society.
Although other traditional Ghanaian dances feature in this production, for example the
“Atsiabekor’ and ‘Kpanlogo® the dances are performed in a more abstract version.

Solma takes place at a market, one of the largest gatherings during African Festivals.
There are no side curtains, only a three dimensional wall with coloured light illumi-
nating from the back of cyclorama and a rig that comes down at the end of the piece,
symbolising for Nii-Yartey the burden carried by the people. The costumes are adap-
tations of traditional wear: the colours and patterns are of traditional source but the
cuts are more contemporary (see appendix for illustration). The piece start with a
woman entering down stage left humming a song. While sweeping the floor, she is fol-
lowed by two women entering with baskets and setting themselves up for selling their
fruits and vegetables. After a while a group of men enter, with beer bottles, stumbling
around doing a lot of cartwheels, handstands and somersauits, movements common to
daily life, when young men are fooling about. During these actions they get in the way
of the woman and cause confrontation. Gender relations, the oppression of women, the
position of the lower classes in society, all these aspects are expressed through the dis-
orderly behaviour of the young men. Nii-Yartey based his material on traditional
dances but transformed them. For example, he freezes a movement, preserving the
body position of the basic concept of the form, and then allows his dancers to impro-
vise around it, yet maintaining the roundness and keeping the undulation of the move-
ment. He charges the movement with emotion derived from the original but transforms
the meaning to tell a story. In this case, rather than using the ‘Atsiabekor’ war dance
in its original form, he used the movement to express aggressive behaviour. The source
of the story can be identified anywhere in the world. In this particular piece the story
is Ghanaian but the movement material borrowed, were from traditional dances. In the
original, the men fought with real weapons and were part of a ritualistic ceremony.
This aspect disappears in contemporary works.
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Solma is based on traditional dance and traditional music. The music is a combination
of flute and drums, vet this is combined with recorded music from Bolivia, juxtaposeld
with ‘Agbadza’ rhythm’ and songs. Songs about death and struggle are sung. "'...It is
only in my house that I can find turmoil..." These songs are all Ghana_lan songs in Tv_v1
derived from traditional material. Nii-Yartey explains that he uses improvisation in
musical as well as movement material.

1 try to take my people along with me. I set the tone of what I want and then they

have to give it to me. Sometimes I stop them and give them what I want.

(Nii-Yartey 2001)

Furthermore the dance seems to be open for different perspectives and interpretations.
I watched an excerpt of Solma, performed with out set, costume and lights during a
company rehearsal in the dance hall at the National Theatre. Two other performances
made me experience the work in another way. On a broad level I could relate to ele-
ments concerned with human existence, for example, the relationship between male
and female, fighting between them; the abuse of women and the overlooking of s.uch
violence, struggle between rich and poor were all easily understood. I had gained
access to context and content of the specific traditional dances, and could underst'and
what certain gestures signify and mean. 1 recognised certain movements of various
dances, for example, movements of ‘Kpanlogo’ a social dance from the Greater Accra
region, and the ‘Agbekor’ a war dance from the Anlo Ewes in Ghana.

To conclude Nii-Yartey argues that he sees dance as something more global which
communicates certain human relationships worldwide. Therefore allows him to trans-
forms traditional dances the way he does.
Dance is beyond what people inherit, it is simply about everything in life. Human
existence uses the same things. In every house anmywhere in the world, we find a
family situation, a man woman relationship, in-luws creating problems, when
people die they have funerals. 1see an idea in Yugoslavia and see how I can find
equivalences in my tradition. (Nii-Yartey, 2001)

‘Atsiabekor’

Adzido’s treatment of the ‘Atsiabekor’ should be seen in the context of a larger pro-
duction of Chesa Chesa which employs a western drama structure set in the form of a
prologue, Act I, Act II, Act III and Epilogue and combines dances frgm various pr‘arts
of Africa, (for example from Mozambique, Southern Botswana, Nigeria, South Aﬁ:]ca,
Burkina Faso, Guinea and Ivory Coast) performed by dancers of different African
nationalities. Chesa Chesa is a collaboration between Dzikunu and Geraldine Connor
(Musicologist and dramatist). [t is presented as a theatrical dance d.rama that tells the
story of a typical traditional village. The program notes tell the audience that:
Using the meiaphor of life and love, Chesa Chesa charts what happens ?whe_n the
stability of this family unit is disturbed by the inevitable arvival of outside mﬂz.:-
ence and change, the conflict that ensues and how this conflict is resolved and in
order restored through the wise teachings of the ancestors. (Adzido, 2001)

7 Southern Ewe musical type
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According to Dzikunu the old artistic direction of Adzido was more dance theatre,
where dancers were also actors. He decided to change the direction of his work after

the production of Sankofa (2000) because he felt his dancers were trained to dance, not
to act.

I will discuss the traditional version of the ‘Atsiabekor’ before turning to the staged
version within Chesa Chesa. Then I will be looking at the transformation of these in a
theatrical setting as well as considering my own work and the way in which both com-

panies present African dances and the way my choreographic practice can be placed
within a similar conceptual approach.

The traditional context of the ‘Agbekor’ was considered a war dance called
‘Atamuga’, (the great oath) during which the people asked the gods to be on their side.
The *Agbekor’ contained the *Atsiawo’ rhythm and dance composition, which was the
music, which played in the past when the men returned from the battlefield Together
with the movements of the ‘Agbekor’ and the musical composition referred to as
‘Atsia’, the dance became * Atsiabekor’. In Chesa Chesa this dance is performed in the
second act, ‘Change and Conflict where the young chief and the Pretender, the ‘maker
of conflict’ declare to fight against each other, this remains true to the dance’s original
context. The movement responses relate to fighting, forward and backward move-
ments from trying to confuse the enemy. Nowadays the ‘horsetail’/ “Soshi’ is replaced
by the sword, some groups make use of wooden weapons.

In traditional context the *Atsiabekor’ is performed by the Southern Ewe people of
West Africa. As part of the preparation of the dance, there is a procession to remind
the younger generation of the suffering of their forefathers. It takes quite a long time
for the actual dance to be performed, the dancers come from the field towards the per-
forming space, which form part of a ritual where the people ask the blessing of the
gods. The group normally arranges itself where the drummers, singers and dancers
have their organised positions, the guests or spectators place themselves either at the
back of the drummers or on the sides. The master drummer is in command of the dance
actions executed by the men and woman, and drummers and dancers are of great
importance. It is considered an insult if the dancers turn away from the drummers.
They also face the drummers because as each rhythmic pattern demands a specific
movement, the dancers have to acutely be conscious of each rhythmic pattern as the

drummer can change the rhythm at any time. The dance takes place in a circular
formation, where everybody participates,

The following diagram by Pascal Young illustrates the organisation of the ‘Atsiabekor’

A A: Singers/Women
] B: Men Dancers
C: Lead Dancer
H |:| D: Instrumentalists
B E: Audience
E E
[_lc

— /

Modes of Transformation

Having studied the social organisation of this parti_cular da1_1ce, I learlnt that 1t.would
not be suitable for a proscenium stage without making certain adaptations. T.akmg ?he
traditional context into consideration, it depends on the choreographe.r’s choice wh19h
traditional dances or elements are performed on stage. The challenge is how to remain
within the tradition and move forward.

The staged version of the ‘Atsiabekor’ for example is adapjned f}'onl a ritualistic per-
formance with audience participation and extended preparation t{me before the actual
dance is performed. In Chesa Chesa it has to be re-created to .sult the time and spzflcle1
of the theatrical frame, although the narrative place the dance in a war context,. whic
maintains the tradition. Movements are introduced in different st-ages by‘cuttu_lg ou;
repetitions for example, the movement excerpts are arrai-lged with cc')llslderatlon ot
dynamics and qualities providing the audience with a heightened variety to pre\fen
them from loosing interest. By changing these elements the dance becgmes a choreo-
graphed work. To summarise the main movement feat.ures of a story line, can bel on?
way to transform a ritualistic source in a choreograph{c process. Anothfzr exanzlg) €0
transformation is Opoku’s treatment of “The Lamentation of Freedom Fighters

Opoku was able fo transform a ritual dance in such a way th.al the authenticity

has been validated. He built a fifteen-minute dance of something that could take

a whole day, by looking at what the trance dance does. (Nketia, 2001)

Associated meaning that derives from traditional movement can theretjore F)‘lend w1t,h
ideas of modern choreography. This is an element that features both 1n N11—Y§rt§ey S
and my own choreographic exploration. By observing ejlements of mundane 1f%\lfrnca-n
life I drew my inspiration to choreograph a short WOl_‘lf t1tleq \_Vosoq Wowoo, | e au)ef
always sleeping," focusing on different ways of sleeping. ‘meg. with the Stlll( eInts 0

Noyam I noticed their sleeping manner which was the starting point of the tais s It«ga'vff:
them. I played around with where they sleep, how they sleep and how often they sleep.
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[ started off by simply looking body position, for example, lying on ones back with
hands covering the face, or sitting up and every so often nodding off. Using improvi-
sation as my main tool, rather than movements of traditional dances. Nevertheless my
own knowledge of traditional dance was very limited, the dancers personal experience
as well as the way in which African dance training shaped their bodies made them
interpret the movement in a very unique way. In a similar way to Nii-Yartey I let the
dancers improvise with live music, which was not as successful, I found recorded
music {Lambarena, Bach to Africa) which T preferred and used. Nketia further argues
that the Aftican tradition challenges all areas of communication and artistic expression
not only dance. To follow what has been evolved in the tradition one has to compre-
hend the history of the tradition. The creative option takes many shapes, both Nii-
Yartey and Dzikunu select their material based on their personal taste, but the former
quotes movement phrases whilst the latter takes whole dances.

Dzikunu explains that he chooses dances he likes when he goes to Africa and at the
same time "imports" dancers to transfer the knowledge by teaching the company. They
teach the dances and bring the authentic costumes and drums as important indigenous
elements. (See appendix for ilustration) Further more he recognises the fact that in a
traditional setting the audience contribute towards what is happening at that specific
moment in time. When the dance is transformed for the stage the dancers and audience
is separated and not any more participating in the performance activity as in the ritu-
alistic setting. In Chesa Chesa the dancers enter and exit through the auditorium which
to a certain extend makes the audience part of the performance. In traditional context

the dancers always faces the drummers, in a staged performance they have to turn to
the audience.

After all these adaptations are made, how can one recognise whether it is still a tradi-
tional dance? Dzikunu argues that an adapted traditional dance can be recognised on
the basis of specific characteristics and features such as, the way the dancers position
themselves when executing specific movement: the way they put their foot down or
execute a particular stretch for example. In the ‘Atsiabekor’, circling arm movements,
slow backward movement or the extensions of the body carrying the *soshi’ (horsetail)
are characteristics recognised when performed.

On stage you can not have the freedom of doing what you like to do in a village.
You can only give people a taste of it. (Dzikunu, 2001)

8 The work drew on religious dance movements from the Anlo Ewe tribe and on mourning gestures
of Ashanti dances (Nii-Yartey, 2000).

Conclusion

To conclude, traditional African dance can be considered as an embodied legacy qf
cultural heritage which is constantly redefined by choreographers and dance practi-
tioners. It could be said that it is crucial to study the cultural backgro.und when stag-
ing or changing movements for theatre contexts. It can be noted that d1ffer.ent cultljlre.s
in Africa have certain movement vocabulary in common although they might §tyl1st1—
cally be modified. A somersault from a Northern Ghanaian dance nngbt look .dlfferer}t
from that of a Southern Ghanaian dance because of movement dynamics but it techni-
cally stays the same although executed differently. In that way war dances from Soyth
Africa, Nigeria or Ghana can feature similar concepts and ideas but the accompanying
body dynamics and musical system may vary.

When creating new dance works for the theatre it only become.s problematic when try-
ing to re-enact the traditional dances in taking an anthropologlcal‘ stance. Furthermore
when looking at Contemporary African dance it seems problema‘tlc that the ru_e-cOn‘teg—
tualization of the African dance practices in artistic approaches is often partially 1mi-
tative when trying to link western contemporary modes of dance style or concept.
Therefore the following question can be raised whether contempor?ry African dance
is a fusion between two forms: African dance that has been wes_termsed or choreogra-
phers finding an idiosyncratic way of exploring the African heritage?

Germaine Acogny (1988) criticises the staging of "ballets” wl.ﬁ_ch are me.rely a s:mpl'e
transplantation of the "bush". Her understanding is that traditional African dance is
meaningful only within a given socio-cultural context.

It can be asked if practitioners like Nii-Yartey are moving.toward§ a new understand-
ing of contemporary African dance or whether they are fStlll drawing frpm the legacy
of western dance forms. Nii-Yartey challenges the tradition and ﬁ_nds his own way (_)f
interpretation within the tradition in contrast to those wl?o are h:ewmg’a f:horeogll'a]ihlc
approach of "collaging" the traditions. In regard of Ac.lmdo,. Dm_ku.nu s interest 1s1 €ss
on challenging the tradition as he is adapting the original ritualistic context to please
audiences.
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PHYSICAL IMAGININGS: THE TRANSLATION OF MEMORY
IN THE DANCEPLAYS OF FIRST PHYSICAL

By Juanita Finestone

"The dancing body in the relentlessness of its motion and the inevitability of its
evanescence leaves in its wake so little from which to reconstruct its presence,
either in the imagination or in history. Whereas choreographers have accustomed
themselves to this disappearance act, historians have typically focused on proj-
ects informed by more permanent kinds of records. They have privileged informa-
tion that moves within the textual field from historical document to historian’s text
and tended to ignore events and actions outside the textual that are unavailable
or resistant to the process of translation.”. (Susan Leigh Foster: 1996)

Reconstructing the appearances and disappearances of bodily memory through time
and space is the choreographer’s proposition and undertaking. Belgian choreographer,
Wim Vanderkeybus has created a work entitled, What the body does not remember
(1987). [ have found myself repeatedly mesmerised by the idea of memory as it is pre-
sented in this title. Given the work’s context within a physical theatre, it seems to
express an irony in relation to the body’s inevitable nostalgia and reflection within a
context of formally choreographed movement. Moreover, it attempts to confound the
logic which regards bodily memory as ‘truth’. The incongruous juxtaposition of inti-
macy and estrangement that we experience and express through our bodies daily seems
to embrace the incongruous, and in Vanderkeybus’ title, it becomes uncanny. The
uncanny can be conceptualised as a return of an experience of familiarity within an
unfamiliar context which makes the familiar, as Freud suggests, "unheimlich" or
unhomely. Vanderkeybus® reference to a disappearing, amnesiac body or body of
memory seems somehow "unhomely™ - the known body returning to a now disguised,
or consciously unknown body. His title hints at this duplicity of bodily memory, com-
menting on the way the body disguises its responses in order to re-invent its history.
This "forgetting to remember" is partly how the body re-constructs its own gestural
history of habit and defense against its more rational narratives of autonomy and con-
trol.

The plight of poor Bottom as he emerges from his dream with Titania in Shakespeare’s
Midsummer Night's Dream is recalled. With an asses’ head superimposed on his own,
he stumbles back to his companions, who are utterly aghast at his transformation, at
how he been "translated". The metaphor of translation assumes a comic reference here
to the uncanny - the familiar Bottom now, unfamiliar Bottom - as the curious relation
of Bottom’s double visage questions the relationship of the known to the unknown.
In a sense, the act of translation here becomes uncanny in its presentation of an
"unheimliches" moment of transference. Bottom’s unhomely appearance signals his
disappearance.

This diffuse and somewhat ghostly disappearance of bodily memory suggested by

Vanderkeybus’ title and the disappearing choreographic text referred to by Foster,
seemed to me to have something of this uncanny recall in common.
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This relation of presence and absence through the body seems to be one of the defin-
ing moments of the choreographic process. Here, it has become a departure point for
translating the idea of ‘concept to concert’. The notion of translation also provides a
centralising conceptual context for the discussion of creative interpretations and
choreographic transformations through processes of writing the body in the work of
First Physical Theatre Company. With close reference to particular works within the
repertory of First Physical, some of the creatjve choices, working processes, inspira-

tions, crafting principles, training methodologies, and intuitions from source to final
product will be reflected upon, assessed and analysed.

Within this research process, the role of researcher becomes one of rranslation - to
change in form, to transform, to decipher and unravel the choreographed text. The
researcher begins to translate, witness, document, remember and interpret the evanes-
cent memories of these choreographic moments. This question of translation is a vital
one for dance given its lack of easy documentation and sad history of illiteracy.
Experiential knowledge via participation in the processes described is based on per-
sonal investment in many of the works, via alternating roles as choreographer, per-
former, teacher, fund raiser or researcher. Reference to both researched and experien-
tial modes of enquiry may coax these seemingly resistant choreographic texts into
appearing, helping to make the absent processes more present.

Somatic expressions of memory, history, and narrative

Postmodern and postcolonial discourses have elucidated the multiple voices and sub-
Jectivities of history, revealing that history is not about facts or truths but selective
interpretations and translations of events and people. As Jenkins suggests, the past is
gone, it has disappeared and histiography is what historians make of this past : "the
past and history float free of each other” (fenkins: 1991 5). Histiography is an inter-
textual, linguistic construct. If we azree that history is about interpretation and story-
telling, then similarly, we must concur that memory consists of constructed acts of
selective recall. Memory is not personal truth, or authentic revelation. Adam Phillips
in his text entitled, On Flirtation ... the telling of selves ... discusses how one of the
greatest obstacles to memory is in fact, memory itself. As he suggests, by imaginative
acts of substitution, we repress and replace whatever has been unacceptable in our
experience and hence our memory is often a defence of mentory. He cites Freud’s sug-
gestion that memory is akin to dream in the sense that it is neither logical, rational nor
chronological. Freud noted that "the falsified memory is the first that we become
aware of". Until this memory is interpreted, it remains a "screen-memory", a waking
dream of the past (Phillips: 1994: 65). Whiie Phillips compares and contrasts acts of
writing the self through autobiography and psychoanalysis, it is useful to examine this
conundrum in relation to writing the seif/body through dance performance.

One of the most useful processes of unearthing potential responses to source material
is via improvisation. The use of improvisation is one method that can be used effec-
tively by the choreographer as a source for developing fresh, innovative movements

and responses from performers. It provides individual physical statements and Images
with which the choreographer can then interact.
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"Improvisation as a source generales material which, in its compleafity and unex-
pectedness, could never be planned or arrived at by logical means”.
(Tufnell and Crickmay: 1990: 194)

Improvised responses to a given source can provide the catalyst fo.r unle-ashmg uncon-
scious responses to material that emerge through a dregmhke logic. Brleﬂyf ret.urnmg
to Phillips, he states that like dream, free association is one way of tapping into or
behind defensive memory: . |
"free-association is memory in its most incoherent and therefore fluent formd
because of repression, the past can only return as disarray in de-narrativised

fragments"” (Phillips: 1994: 67).

Choreography via an improvised process can become a rich site for the Tleetlé‘llgt;h(;t; (;(;11;

lective and personal histories. Graphs or fragments of memory are release e
be shaped and played with by the choreographfer to create compelling 11?'1agi:ss e
body and its relation to narrative, identity and history. As Sandor Ferenczi nc; rrE e
patient is not cured by free-associating, he is cured ?rvhen he can -frfze associate qr o
ed in Phillips: 1994: 67). Phillips concurs that the aim of analysis is not Lo recove '
past, but to make recovery of the past possible. For th'e choreograi'aher, this (Ji Uurne);l ’
source an authentic response from the performers, involves , via the boby, m;lct :
return of the repressed. It becomes an attempt tg allow the body to remember W zti 1l
has forgotten to remember. The process of writmg: the bod){ becomes an mte'rtex ua

procesg of translating in order to re-invent. This is much like postcolonl.al .dls-(':ou'rsi
which seeks a re-invention of the past for the purposes of the present. T}ns 1fnt11gu;1;1lti
relationship of collective versus personal memory raises valuab_le_questim‘]sd orn 3 C "
temporary understanding of identity, history, and memory as it is expdcnei E} 1 rl:,la_
sented through South African performance and dance. T}?e complex_an p zzly u -
tion of memory to choreographic impulse and process will be examined an presenh_
ed here as a series of vignettes, each examining different aspects of the choreograp

ic ethos and imagination within a physical theatre.

Public Vignettes - biographies and/as collective memory

Two of Gary Gordon’s danceplays provide a Valual?le source 'for elabora'ting tius ?;1(;
logue between creativity, history, transformation and 1nterpreta;01.1. n e
Unspeakable Story (1995) and Bessie s Head (2000), Gordon becomes IStI}?gTip o
he calls both works decumentary danceplays. In bothf Gprdon translates the live
two historical figures, re-inventing narratives from their lives f01_' a.contemporafy corl]:l
text. His working processes include an attention to source, artlstl.c colllaboijltlon, :1)
integrated and intertextual approach to devising texts (aural/physical/visual/sensu
and the mobilisation of the body’s presence.

In his inaugural speech at Rhodes University, Gord(?n identifies the 'struggle (;f giléfls;-
cal theatre as having a commitment to transformation - the transfo.lmatmquih(.) ;dea >
gy, and to the notions of theatre/drama and dance (Ggrdon: 1996: 17.). clis e o
transformation retains a provocative questioning of mainstream aesthetic and p

views.
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It re-reads and re-invents contents, forms and performance modes in itg attempt to find
mventive approaches to devising theatre. While not denying the mysterious alchemy
that is transmuted through and by the creative process, the company ethos strongly
affirms processes of research. Embodied in this vision is a challenge to assumptions
that creative impulses are innate talents that one either possesses or not - the idea that
works are inspired by a benevolent Terpsichorean muse and that creative acts are feel-
ing things rather than thinking things. In a paper entitled, The Muse and Archaeologist
(1997: and which can be read on the company CD Rom), I have discussed at length
the play involved in this research where the artist becomes the archaeologist who must
discover, dig and sift through sourcing and delicate working processes to eventually
exhume his/her artifact, or parts thereof. This process brings together many of the con-
cerns of a physical theatre - the idea of an integrated, holistic approach as well as the
notion of artistic collaboration. In physical theatre, each artistic
medium/collaboration (music/text/design/physicality) becomes an integrated yet
independent aspect of the work. Each medium adding a layer of meaning to the work
through its own interpretation of the images and concepts being explored. As a result,
the range of creative sources that go into the work ensure that all the artists involved
in the collaboration have contributed fundamentally to the final product. And this , I
believe, is what makes the work an original collaboration - the creative input of a range
of individuals permeates the work providing it with a rich, multi-dimensional and
multi-media texture. The work becomes a collaborative remembering.

In Bessie’s Head (2000} , Gordon becomes cartographer as he begins to map out a site
for the excavation of the imagination. This historical evocation of creativity is figured
in South African writer, Bessic Head. A public and intimate landscape is re-construct-
ed using Bessie Head’s past as a source to assemble images and design responses to
questions of power and identity. Head’s novel, A Question of Power, deals with the
psychic disintegration of a woman and her struggle to free herself from the controlling,
tormented voices she hears in her head. Resonances between Head and this female
protagonist bear resemblance. Head’s own history appears to have been a battle with
mental instability and a deep longing and nostalgia for her origins (represented in
Gordon’s danceplay by the focus on her mother). These repressed emotions form the
spark from which creativity is birthed. The programme note sets this up:
"4 documentary danceplay that dissects the events surrounding the birth of the
writer born in South Africa: Bessie Head Facts and stories ... dance and
drama..... words and Songs..... music, design and imagination collude in this
interior viewing of an artist’s private domain. A theatrical vision that reveals
sights of passion, tenderness and power” (Gary Gordon, March 2000)

Head’s memories and multiple voices emerge through Gordon’s interpretation in the
form of an illogical and fragmented narrative. Phelan points out that this western myth
of narrative order is not something shared by the body, or in fact, even the mind. She
declares:

"The body, in short, does not share consciousness’s faith in narrative order The

uneven join between the body and consciousness is packed with the expansive

ooze of the unconscious ... the body s movements are the roaming rooms in

which psychic “‘truths’ are lodged”. (Peggy Phelan: 1996 )
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In Bessie’s Head. both the choreography and the text share this ]?ck of cilrogolliii{;
isjoi isodic fragments. Go
ber of disjointed and episodic frag
The work evolves through a num e ort s
i i f the mother she longed for, but never knew.
interprets Head’s dream o . e i
' i i f Head’s history - how Bessie Hea ‘
sues this narrative deconstruction o e e
i i ies about her mother and her own wis :
constructed a narrative via stories a : T
donment as a child. Head’s physica nagine
order to make sense of her aban _ e e in
i i - first as a child and later as a political refug
exiles from her own history - firs . co e
i ies from which to translate her presence .
Botswana - became poignant stories ‘ ' D
i i f strategies for interpreting Hea
he working process included a range o . _ ! :
\Tvith originsgals? we too performed our reading of what her body did and did not remem

ber.

Th n f i age -
e opening image is of a group of bandaged people wandering losi[' on.to t};e sttlig t
i o .
i d then stare out at them and into a blinding spotligh
they enter from the audience an [ i :
| i i t and faces. They present a Prologue which b_ecome
he audience see only their ches ceon
i { icle of the work - through gestures and vo ce, -he
a succinct and economic chronic : =
i i 1 f the danceplay are conjured up. The echoes inside
unconscious emotional residues of th _ o <
i i i itions of her mother are juxtaposed with and re
Bessie’s head, her imaginary composi e
in relati voi f reason and power - the somber voices of male
constructed in relation to the voices of reasa : : e
authority and rational discourse. This is elicited through de Wet’s text which perform

itself in a voice-over.

. . ) I
s Voice: In the dark. Quictly and brokenly.
o T My mother is my private goddess. 1 alone adore her.

Slowly lights up on head

s Voice: Deep and resounding ‘ . .
e . My purpose is to clarify - to verify. Since I am the senior

member still living, being of reasonably sound healthl of
mind, and with my knowledge, it is my duty to _complle an
official record of the white antecedents o'f Bessie Head.

In particular, [ wish to give true information about Toby,

my sister - mother of Bessie.

Woman’s Voice: Broken. . )
"Minds crack, they say, sometimes shatter.

G " -
Man’s Voice: Now sounding quite normal gnd rather "proper”. ;
Who the father was, is completely unknown, an
speculation is a waste of time. A brief encounter? ,
A misuse of her mental state? Was she enticed somewhere?

Short silence. '
Was she ... waylaid ?
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Woman’s Voice: Quiet and tearful.
I never knew my mother. Never. To me she remained ...
an utter ... utter ... mystery.
Whispers. Almost fearful
Who is she?

Chorus of wailing voices:
Who ... who ... whoooo ... is ... she?

AND/OR

Sound of retreating, resounding footsteps. Many heavy metal

doors being slammed. Cries - close and far off. Cries of women,
of birds, of animals.

The work provides very different and subjective accounts of events surrounding
Head’s conception and birth, dispelling any notion of a fixed or official historical
"truth". We are drawn into Bessie’s head through the set which is a large perspex re-
construction of a head - big enough to move in. In moments throughout the work, it
becomes a metaphorical locale for the performers - they literaily become Bessie’s
thoughts. At the back of the stage hang three shrouded heads which arc grotesque,

mask-like visions. At the end of the work, these collapse and crack open, an image that
is echoed throughout the work:

Woman’s Voice: "Minds crack, they say, sometimes shatter.”

The costume design is dynamic in the way it transforms from a clean, virginal white
at the start of the work to a sweeping tide of blood (red). The rising red stains on bot-
tom of the performer’s dresses and pants gradually spreads upwards to consume them.
This accumulation of colour throughout the work evokes the violence and emotional
flood that is wrought by the anguished memories of the female characters.

The final dance is Gordon’s celebration of Bessie’s fantasy of her mother. A tall, ele-
gant female performer enters the cmpty stage, clad in deep red velvet . As she walks
on, clearly looking for someone, the famous Albinoni adagio for Strings in G minor
sounds out its exquisite sadness. Anticipating nostalgia, the composer has cheekily
adapted the score, transforming its themes into a sumptuous tango. The woman relin-
quishes her yearning and acquiesces to an ecstatic remembrance. The chorus from the
opening provide a brief epilogue in their reactions to her . An exhilarated dance
becomes the resounding expression of the creative impulse. The final Image returns
to a mother and child, embraced in each other as the faint sound of heartbeats return,

With the premiere of a film adaptation at the First National Bank Festival of the Arts

2000, Bessie’s Head is now featured as "the country’s first dance-in-camera
production”

"As it grows and is documented, so too is it documenting itse-lf e Bessi; s kHead,

as an artistic, theatrical expression combines fact wzthl zmaﬁz};angn cmd ta es‘;s
1to , -ar . eyond, an ‘in-
j [ present collude - a realm of the

into a realm where past anc . o the bevond an

’ jation on cultural meaning and interp )

between space’ where negotia : ) el
as signs of identity and innovative collaboration, can take place”  (Rob Murray

2000)

It was always interesting for me to hear responses from the :amvdiemfc;:I - e;pe}cl:'latlly thrl?;:
i i ’ ry.
i rate and jumbled account of Head’s histo
who believed the work to be an inaccu . i oftlead s hisiory. 10
i it -onological history confounded, the mystery _
eed for a legitimate and chrono _ o
r;irth remains. The programme presents a quotation from a letter sent to Dottie Ewan
a mutual friend of Head and ours: - o
"The world has to change perhaps subtly, and the times of change ar:fas;c":?gen;:i
The eyes that capture the new and unusual open many doors for others. 83
Head in a letter to Dottie Ewan, 30 September 1972)

i i i kes

This letter, discovered in the New English Literary Museum durmgt our ll;e.:s;eigzg nm]:kes
’ i imi re-inventing his

i i ‘haps, the point of reclaiming or re-in !
it possible to say that per , it ming ptine hisiories makes
i i d and silenced voices in our own
it possible to allow the represse : o
torlhemselves. In the resultant fractures , perhaps a new space is cracked op

i i i rdon’s
Utilising similar strategies of narrative fragmentation and dt?construtctlor;,V g](zlin n
i inati re-interpret an
: 6), sets out to imaginatively re-in _ .
The Unspeakable Story (1996), . : e o
i i i itte. Using his paintings and va .
life of surrealist painter, Rene Magri is pain : o e
on Maeritte as source, Gordon isolates one event in 1’%15 life - his m_o.ther S qe th bSinh'31
cide - ta:l’nd re-presents this woman’s story. South African dance c_rltu:(,séc;lrlinrr[le}:le el
i ! hic splicing of fact and magic” (Sichel: :
has called this work a "choreograp Lean - fsocial and of per.
kes a questioning of the creative , o
March 7 1996). Gordon provo hetmeen the petsonal s
& i tary danceplay. The borders betw DErsC '
sonal memory in this documen | Th v between the personal v
i . 1 h episode providing a difterent persp
the public are blurred with eac . _ | A
ici i madic way between the pa
an’s suicide. The story migrates in a no | ‘
W(f[m her story is re-constructed and re-presented as stories about dance, art, life and
ent -

death.

{ i y ing about
Gordon notes that during his research for the working pr ocess, he iecal.ltshrfisicl;riﬁrming
itte’ i i detective novels and he interacts wi ‘
Magritte’s obsession with cheap S
i i ing it i k as mystery. The danceplay bec :
dea by incorporating it into the wor niler
; mysi/ery thffl)t is being unraveled. The programme note reflects on Magritte’s

words: . . o
" the mysteries in those books can be unlocked with a key ... I mean, if there

mystery in my work, it s a matter of the unknowable”
(Magritte: 1898 - 1967)

p . 18 g
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Utilising the music of the popular 1940's band, The Inkspots, Gordon here recalls
Magritte’s obsession with cheap detective novels. To place this information in period,
he uses the popular music to take the audience back. The River explores a more
expressionist vocabulary and narrative. It becomes the "emotional heartland of the
dance - into which the woman plunges her deepest oblivion" (Finestone: 1995: 65).
The Funeral is a grotesque and macabre funereal ritual - here we are witness to a
vaudeville act and singer’s floorshow, a macabre fashion parade and a duet that ques-
tions the speed and power play of Latin American dance styles like the tango. In this
scene, the memory of the dead is shown up to be what it sometimes socially is, frivo-
lous and pretentious. The Dream is more surreal and takes the audience into the boy’s
unconscious - into his dream of his mother. The distortion of film images aids this sur-
real dream-like experience. Finally, in The Cycle, the dancers all become representa-
tions of Magritte’s mother. The woman is never represented by one character, but cach
performer becomes one of her myriad representations.

The different artistic styles and conventions also make the work a postmodern dia-
logue with art itself - with questioning the choreographic creation and with represen-
tation. For example, the set becomes such an intertextual play with Magritte’s own
creative strategies. The box-like structure of the set (The House) s painted with
Magritte’s famous clouds and at the bottom of the set, the following words are

painted: "Ceci n'est pas un Magritte”. This is a playful interaction with Magritte’s
painting, This is not a Pipe which serves to question the authorship, authenticity and
origins of acts of representation . For a full analysis of this work, see Finestone’s

unpublished thesis, The Politics and Poetics of Choreography: The Dancing Body In
South African Dance: 1995,

In the above works, we see how the choreographer has translated histories, how mem-
ories can be constructed and retrieved via narrative through the choreographic process.
The 1dea that memories become cauterised. sanitised and obliquely forgotten or lost in
the body allows for the body to become a prime site for remembering. The body
becomes a place to unearth these dusty memories. The landscapes of the mind, emo-
tions and spirit are traversed and felt through skin, muscle and bone. It is to this phys-
ical aspect of the creative process that I now wish to turn.

In 1996 I created a work called The Passion of Judas for the Standard Bank National
Festival of the Arts as part of a First Physical programme called Abundance. In this
work, the idea of storytelling via collective history and private memory became
source for the exploration of the biblical story of Judas - his betrayal, guilt and abso-
lution. At the time of creating the work, the Truth and Reconciliation Commission in
the Fastern Cape had just begun. It became a place of reflection and acute questioning
for most South Africans as we struggled to recall the most vile excesses of Apartheid.
The work attempted to respond and reflect on some of these processes of remember-
ing. David Alcock, in a paper for the South African Theatre As/And Intervention con-
Jerence held in London in August 1996, has written the following about the work:
"During the performance, one male performer is in a bent kneeling position while
two other male performers, one carrying the other, proceed lo stand on the kneel-
ing man’s back. The tension of the moment caused by our sense of the endurance
of the kneeling performer is felt in kinaesthetic sympathy by the audience to the
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point of being unbearable... it explores the impact of human beings ‘telling their
story and collapsing under the weight of it’ (programme note), as welf’ as other
related issues, such as the tension between public and private experience; the
process whereby inner motivations become public information; and how im.iivid—
wals in the present desperately seek absolution from their personal siories of
crime in the past". (Alcock: 1999: 56)

Ann Cooper Albright in her prolific account of the body and identity in contempgrary
dance cites the use of a term by Audre Lorde - "biomythogmplfy" - to descrlble a
process where narratives "weave the historical facts of people’s ex1§tence elaborating
visionary sagas of social and personal survival" (Cooper Albrlgh.t: 1-997: 151).
Albright suggests that in order to be effectively and potently embodied in perform-
ance, history has to be recast: .
“situated in a different light and taken up by different bodies. The importance of
history here is not the importance of historical fact or artifact; such docz,rme'nrs,
authorized in the service of white dominance are rightfully suspect. Rather, .hzsro-
ry for so many African-Americans is located in the story - in the Iellmg. again and
again ... It is this creative element in retelling the story that makes this ﬁzst‘ory -
the history of peoples and their stories rather than the history of facts - inherent-
ly performative . (Cooper Albright: 1997: 151 - 133).

While Cooper Albright’s text obviously refers to the Afro- Americax.l experience,. the
South African experience echoes similar strategies of story-te.llmg as surwv_al.
Mjabulo Ndebele, in an article entitled, memory, symbol, a_n.d t.he Imrmph. o_f' narmt:v_e
notes how at a certain point during the Truth and Reconciliation Commission, “testi-
monies’ transformed to become ‘story™:
"and so it is that the stories of the Truth and Reconciliation Commission seem
poised to result in one major spin-off, among others: the res_ro-rafion of narrative.
In few countries in the contemporary world do we have a lx-vmg example of peo-
ple re-inventing themselves through narrative”. (Ndebele. in Kellner: 2000: 24)

Cooper Albright highlights the idea that re-interpreting history needs tq be creative
rather than static. This notion of creativity embraces the idea of translation as trans-
formation. In The Passion of Judas, the working processes and training of. the per-
formers’ bodies became vital to the remembering - our own "biomythographies” were
created by exploring the performer’s personal responses to i(?eas o‘f betrayal, both nti-
mate and public. We read texts from the bible, newspaper a1:t1cles from the TRC, wrote
stories about personal betrayals and played with the meanings of _where these evoca-
tions collided. Via improvisation and the choreographic manipulation of the emerging
material through crafting, a language for the content emerged.

This way of working has become part of the ethos for a physical theatre. With rega_rd
to choreographic process, it provides a vital role for the performer to collaborate with
and to translate the choreographer’s vision.

Ana Sanchez-Colberg, in her ground-breaking article, Alfered States and t?ublimir’zaf
Spaces: charting the road towards a physical theatre, begins to conceptual.lse the
eclectic production displayed in physical theatre. She argues that the term itself
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denotes a hybrid character and suggests that this is testimony to its double legacy in
both avant-garde theatre and dance. She further states:
"The locating of physical theatre within the avant garde must be given to issues
of anti-establishment within the context of alienation and fransgression common
to both forms" (Sanchez-Colberg: | 996:40)

Re-examining the role of avant garde dance within a physical theatre, Sanchez-
Colberg has noted the process of language devaluation that occurred within avant
garde theatre and highlights a "parallel mistrust of codified ‘languages of the body’ ...
present in the history of contemporary dance from Duncan to Bausch" (Sanchez-
Colberg: 1996:44). She examines, for example, the impact that German expression-
ism and the innovative choreographer and dance theorist, Rudolf Laban’s approach has
had for contemporary dance and physical theatre. She examines the influence of
Laban’s study of choreology on a questioning of the accepted role of movement with-
in the dance medium which supports the development of most dance vocabularies and
techniques. She argues that Laban’s guiding principle, that of the ‘body in space’
before movement, appears a simple concept to grasp, but that carefully re-examined,
it provides a new context for understanding the move away from codified techniques
utilised historically by various avant garde artists (for example, Wigman and Bausch)
and many physical theatre practitioners today. Succinctly re-reading her proposal,
Sanchez-Colberg argues that to accept that dance is about the ‘body in space’ through
movement is a shift from the assumed notion of reading dance as the ‘body- in- move-
ment” through space. In this way, movement becomes effect and not cause. Laban’s
claim that "empty space does not exist" has provided a critical interrogation of dance
languages. He theorises that we move in order to fulfill a need and that when the
dancer moves, the movement becomes the mediator between two areas of experience

- Internal space ("land of silence") and the external world ( "land of action™).
Movement always has intention.

Extending this discussion in relation to Ausdruckstanz and Tanzteater, Sanchez-
Colberg suggests that this viewing provides a new context for understanding the way
that
"these artists proposed q devaluation of the language’ of technical virtuosity in
which the body is bound to ideal Jorms which exist outside it and which leads to
the body's objectification and reification (exacerbated by its links to music} and

eliminates the a-priori relationship between the body and space” (Sanchez-
Colberg: 1996: 435)

As Sanchez-Colberg suggests, movement becomes relevant only in as much as it may
express aspects of the body-space nexus and hence the boundaries of what can consti-

tute dance movement are opened and hence also the boundaries of what constitutes the
dance medium (Sanchez-Colberg: 1996 45).

The above conceptualisation explains why the choreographer for a physical theatre
would need to translate very differently from mainstream dance, the needs for train-
ing, skills, body type, performer, crafting strategies and theatricalities. Within a

process of improvisation and cxperimentation, the physical vocabularies found, are
often created from and by the performer s own bodies thus providing a space for
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creative collaboration and contributing to an enriching experien.ce for the performer;.
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Their costumes are earthy, sensual in a pagan way and scant, exposing flesh and iso-
lated body parts. The set design by Cupsa, colludes with the physical and verbal texts
to add another layer of visual meaning to the volatility of Lilith’s instability. Inspired

by Daliesque sculptures, the set consists of a labyrinth of metal crutches about a metre
high.

Tim Echells, in his examination of trends within contemporary performance, speaks

of a shifting relation between the spectator and performer relationship within contem-
porary work. He perceives , in certain instances, the audience to be present in an act
of witnessing, which he argues, occurs when a particular kind of investment or risk is
being taken by the performers:
"Investment is what happens when the performers before us seem bound up
unspeakably with what they're doing ... we are watching people before us, not
representing something but going through something. They lay their bodies on the

line and we are iransformed - not as audience to spectacle but witnesses to an
event”. (Etchells: 1999: 49)

Cooper Albright, in her reading of contemporary performance, particularly dance,

argues that shifting the dynamics of the traditional gaze 1s one of its hallmarks. Her

tor. Witnessing is more interactive dynamic, a "mutual dialogue”. (Cooper Albright:
1997: xxii).

In Lilith, the physicality comes from this investment
the movement material. At one point in the dance, 1l

seen crawling over and along the obstructive maze
Lilith awaits him:

and presence of the performers to
1e body of a nearly naked man is
of crutches. Beneath the ladder,

"Love has lit a flame in my heart;

It burns like a candle that no-one can put out.

Though I carry it in the wind, against the fury of the east and the north,
I'can find no peace or rest, it cannot be blown out". (de Wet: 1998)

The language of the text reveals Lilith’s power and status - she can command the
spheres. The duet that follows is a tempestuous and passionate dream

- it is her mem-
ory of Adam and the enormity of their passion. The dyet 1s a bruising

and violent out-

ed. The duet’s concluding energy residing in exhaus-

ilith commits to
and calls up her curse on Adam-

"May you be filled with an ever-lasting unfathomable longing
progeny. Even when they have forgotten the name of Lilith ..

the sacred fire". (De Wet: 1998)

for me, Not only you - but all of your
- may you burn in the profane and in
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Then her world explodes and the set transforms intf) an anarfzhic, volcallllw sui'ge with
the rise of the operatic Schnittke score. Flesb collides, bodies hurt}ie t rl(])li]gl sﬁi(t::;
falling and 1impacting against other bodies. P.rl.mal moans r.esound t rc;lug t 11e cluter
of bitterness that is wrought through the bl:L}lsmg clashes with ﬂopr ;m 11me al. R
al of catharsis and deliverance ensues. Lilith’s vengeful wrath is finally com

he gives birth to the moon. . o
;’Zi;ofﬁ;a;?;zi’ttses -%oroﬁles in translation: the auto-biographical imagination

French psychoanalyst, J.B.Pontalis claims one shouldn’t han*-: one autobiiography Elllt
"ten of them, or a hundred because, while we have only one life we7h§1\f16‘:h1nnume:lrtz} 1:
i 1 g ", {cited in Phillips: 1994: 73) These multip
ays of recounting that life to ourselves”. {(ci _ I
viu:iefltities that we embody are all the stories that we tell ourselves ab(?ut Wh.() w;a thml;l
we are. OQur self narratives are constructed a little like our dreams, with a circular an
inscrutable logic. As Phillips suggests: - )
"Dreaming may be our only truly solitary form of autobiography".
(Phillips: 1994: 73)

Pontalis’ suggestion debunks assumptions about autobiography as 1t_1s con_ventlonlz)lllly
presented - as essential personal truth. His comment hlghhghté this t?]us1\;e, imt e(;
lished nature of memory and reveals autobiography as the re-invention of what w
imagine our most intimate memories to be.

In a work like Can Baby John Fit Into Big Daddy’s Shoes? (1994), Gordon cLu'es.—
tions this idea of memory and truth. In the programme note we read that the Wgrb is:
A past modern dance charade in the manner of the grotesqz:re - the story of Baby
Jo}i;n‘ with Big Daddy, Mother Mary, the Nulcracker, Little Jimmy and of course a

Dancing Master and two very big Men About Town.

In the opening scene of the work, we encounter the narrator, a contemporafy Mfr}l:.n
S AR . S
ieri i is sitting in a wheelchair in his boudoir, staring a
figure (or Salieri at times). He is si g ! !
agged algd myriad reflections in three mirrors. He begins to laflgh \‘mth an unc‘ontroﬁleaci
and raucous abandon . It is only when he becomes aware of having an aUdli]nC; "
he turns to address them, first having to breathe into a bag to catch his breat : t 51] i%
the rhyming couplets and rhythms of pantomimic verse, het proceed§ to narli_etolr
story. He uses flashbacks to the past in an attempt to recall his memories from} is }y
. ive ficti ! : through-
X 1 He commands all the "facts" and action
and to recreate his narrative fiction. : : jenon thonel
X i o]l and manipulation of the text and the .
out the danceplay through his contro uls . 1 e
i ‘ hinae" - it is he who informs the acto
is, as Gordon suggests, the ‘deux ex mac . . b —.
in his story. Through his conscious and vi :
of the roles they ought to adopt in his s ugh his consci . e manp
i i i how the little "fictions" of his story are p
ulations on stage, the audience witness s story are piesed
s 1 lling the truth? Are we to believe his 2]
together from recollection. Is he te : 1 : er e
exi’aosure of his auto/biography as fiction, not fact, is left open to interpretation - ju
as the title itself suggests an open-ended questioning.

. S onic and

The narrator invites the audience to enter his charade, which is at 0110}; 1r(;;1i1: e;a

macabre, and in which no single or "legitimate" narrative essen(ie pret;fal s. o O%Dthz
i (s i i his tales, refer endlessly to the wo

with fantasy and magic, as he conjures up tales, refs : e

imagination and art. Allusions to fairytales (Cinderella’s shoes), and to mythic realr
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(dragons and damsels-in-distress) all serve to distort linear time structures. A circular
narrative tells a number of stories simultaneously . The story of bourgeois morality
embodied in the nuclear family with its patriarchal hierarchy of power - Big Daddy
and his chorus , the Men about Town, "meek” Mother Mary and Baby John - are the
caricatured, cartoonesque family. He tells the story of the corrupt and sterile social
"manners" of this bourgeois world - through the grotesque "bird-like masks" that socj-
ety wears. The pretensions, arrogance and vanity of their behavior and psyches are
exhibited and exposed in their preening and fashions. The story is told of the "sexual-
ly deviant" Baby John who is forced to live with these expectations - social pressure
causes him to deny his true homosexual feelings and needs.

Gordon states that there is no presiding choreographic style in the work. Like the
design and music, the choreography "jumps cheekily form one style to another
(Gordon: 1994). There is no purist or "pristine" language. There are numerous allu-
sions to other dance styles throughout the work - the gavotte, the gumboot, ballet, con-
temporary . Both the family and Big Daddy’ chorus use pedestrian and gestural vocab-
ularies, while mime is the mode of performance for Baby John. The Men about Town
use a more athletic physical theatre - their movements are bold and strong, using fists
while also obliquely alluding to sports like fencing and duels. Though more lyrical, the
love duet between Baby John and Little Jimmy explores an athleticism fragmented by
short gestural phrases which echo the traditional "positions" of romantic love - lying
head in lap, for instance. Theatrical allusions abound - "I am not Hamlet" or "lend me
your hand if your eyes be not wet", both Shakespearian sources juxtaposed out of con-

text and hence they become comic elements. The text has a prologue and an epilogue
in the tradition of many theatrical texts.

This is the dancing-masters story - a tale of treason, decadence and intrigue. It is also
Gordon’s personal questioning of the constructions of sexual identity in a South
African society - lessons in cruelty and conformity. It questions the binary strictures
set up by phallogocentric discourse that places dancing, the body, the feminine, and the
homosexual within a derivative and submissive status. The fragmented narrative in the

work displaces and disrupts the construction of a legitimate, coherent truth of 1dentity
for the dancing master.

Cooper Albright points to the way that traditional theories of autobiography struggie

to dislodge the binary which constructs the white male body as universal and the black

female body as other:
"the universal self transcends all racial/sexual and class differences to assume
that every subjectivity is made in his image - that his readers share the privilege
of not having to account for their difference ... If, as so many theorists are quick
lo point out, white male identity has Iraditionally been predicated on a psychic
disembodiment, the body might just be the right place to begin to dismantle that
privileged ‘I'". (Albright: 1997: 135 )

Or that disenfranchised "other". For if one destabilises the binary structure, the hierar-
chical ordering of a prime/derivative relationship between self/other also coliapses.

Annette Kolodny proposes the following view on the status of the female voice in
autobiography:
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" Women internalised a picture of themselves that itself precluded the kind of self-
attention that might generate autobiography”. (Eakin: 1992 80)

Perhaps this is what makes attempts at auto-biography so prov;)l(.:cell’tw;:t - it iis():lvshfll;:

i i ience either collude or collide. It ques
two areas of public and private experie e
i i ience and cultural representation, g
nown relation between bodily experienc ' ; r
}:ions between body and identity. It is this resonance , this meetmg‘ of thet Eoflril;y
inscripted body (culture) with the individually inscribed body (experience), tha y
question the constructions of gender and identity within dance.

At the 1998 Standard Bank National Festival of the Arts, Jeanette Gi'nslgv preseg;[:l;ln 2
i First Physical Theatre Company in the progr

work called Hinterland (1998) for : . prosramme
i 1 i th Ginslov after the work was create P

called Icons - Portraits. An interview wi : : i
1 ictl k was in many ways an attempt to p

d, established my conviction that the wor _

i?ﬁi auto-biography. 1 shall briefly discuss the work as an example of a solo auto

biographical voice in South Africa.

Hinterland is a dense and powerful work that sets up a confrontationall dlaloiuel“;lrtlg
| i i cercbra
i d gender. [t is at once both intensely
discourses on dance, language an one . o and
inati tes the range of sourc
i tion of the programme notes indica :
expressive. An examina . NV
inspi include a passionate response to J.M.
have inspired the work. These inc ! (0 [V Coetmees e
t specifically to the heroine’s ggle to
In The Heart of the Country and mos e s suegle 1o ety
i is her own. Coetzee has captured the 1 s sea
a voice through language that is . o
for a true language and it is this aspect that appears to have fgsc?mated and inspir
Ginslov in her own search for a language both perso?al andz artistic. i
j ' re, o South African language
"The idea of searching for a language, th 4 R
j [ s or African languages but something
White languages or ancient language ' j cing o
' 1 : d it 5 got to do with that landscape
the interior, a personal language an B
i s i -less state... a pre-verbal state ... so
woman is ... she is in an ego ; : $
down ... all she'’s got left is this wildness, this chaotic temperament thc.zt is .
passionate and it s anguished and its looking for a means lo communicate Ir

Sully”. (Ginslov: 1998}

i i for
Ginslov’s vision becomes a parallel battle to communicate a pers?lnallselci ls)truggleS o
i i 1 in thi the work become
iti | choreographic voice and in this sense ‘
recognition and for a vita 1 s sense the work beeomes =
i i { her experiences as a female artis g
autobiographical account o . . e N ene ol
i 1 ion of the title, Hinterland, illumina ‘
South African context. A dlscuss1on. s Hese o
i i interland is a remote area removed and 1so
rations into the personal. Hinter : ‘ : e e
iviti isati histication - it echoes a murky, out-
stream activities, organisation, sop _ : : e
rain, an unnamed, wild, untamable place. As Ginslov argues, it also links to Coetz
own’ title, In The Heart of the Country. As she sugg;sts:] , o mvself into his
, ' j k I sense that I've pus [
"It’s remote places ... and with my wor; ' . A,
Hinterland ... up against mainstream forms of dance which are ijlfl ;4];‘6(;8{ o
inspi j md not much dance theatre or issue-dda
or very Graham-inspired, Limon, an . e
atre ythe supersiructures and institutions that govern and more or lesi4 conro’
us are not well versed in these new forms of dance fha_r are happe.nfng - @ stand
with this knowledge but we are in the Hinterland ... this sense of injustice i
thing that drives me always forward”. (Ginslov: 1998)
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Ginslov has created a sparse yet effective theatricality for the work which coincides
with 7 short chapters. The different performance modes and known dance vocabular-
ies explored are jumbled about, deconstructed, resurrected, splintered in the attempt to
find a "true language of the heart" (Coetzee: programme note).

The work begins in darkness. From this silence, the desperate, murderous whisperings
and hoarse moans of a woman can be heard, punctuating the stillness. This chapter is
called words. Chapters, three (words in the paint), four (letters in the body) and five
(body as medium) form a conceptual context dealing with the themes of "communica-
tion, the medium and the message of the medium "(Programme Note).
The sixth chapter, dance as metaphor, begins with the woman putting on a dress,
shoes, and placing onions into the dress. With deliberate confidence, the laden dress is
proudly hoisted up and tantalisingly transformed through the Shostakovich score
which becomes a reverie for her seductions as she tempts the audience with her bitter
fruit. The sexual persona is placed on display and we are thrown into her chaos. At one
point the onions are let loose onto the stage and she pursues the waltz alone. There is
an elated, erotic state of transformation. Ginslov describes this:
“...when I perform it, it is the chaos inside me and all the contradictions ... this
woman in the novel, in this egoless state, is marching toward with iotal abandon
and it's so liberating and to perform it is so liberating ... breaking down precon-
ceplions..why can't @ woman roar onsiage, why can’t a woman break down the
dictates of language which have set up by these bloody patriarchal systems and

get down into this murky sludgy place that is there and its to find the vehicle”.
(Ginslov: 1998)

The final chapter, action with and without reflection. returns to a more pedestrian per-
formance mode where the woman begins to chop the onion with a carving knife,
weeping as she performs this task. Ginslov remarks on the note:
“an outside force is motivating the tears, totally without reflection and yet done
with reflection when I conceived of it". (Ginslov: 1998)

The chapter returns to a poignant arena of isolation and unconsummated passion. The
light fades on her frantic, desperate chopping and a voice-over echoing the initial

whispering is her last resonant attempt to communicate. We are left in the murky
residues of her Hinterland.

Referring to American choreographers like Bill. T. Jones and Johanna Boyce, Cooper

Albright examines the audience/performer dialogue that utilises a more intimate "1"
"Claiming a voice within an art form that traditionally glorifies the mute body,
these choreographers used autobiography in performance to change the dynamic
of an objectifying gaze. Almost overnight, dance audiences and critics had to con-
tend not only with verbal text in dance, but also with personal narratives that
insisted, sometimes in very confrontational ways, on the political relevance of the
bodys experience ...". (Albright: 1997: 121 - 122) '

Albright notes the way that their work expands notions of autobiography and re-organ-
ises the boundaries of the self/other dichotomy. Ginslov’s work is such a provocation.
It insists upon self-attention and the complex subjectivities of her experience - both of
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her body and of the representation of her body-as-woman.

In our most recent work, lake ... beneath the surface (2001), a collaboration in which
Gordon and Finestone have co-choreographed , the complex subjectivity and multiple
identities of the female protagonist, Arkadina, is created through the use of a double
character. The work abounds with intertextual references as it is a response to Reza de
Wet’s play, On The Lake, itself a response to Chekov’s Seag‘ull. Lake ... beneath the
surface is a response to both, with the character of Arkadina 51mu}tan\°t0usly playe?i b§f
two female performers, similar in appearance. In the scene, entitled Arkaqu ¥
Monologues, Arkadina appears, disheveled and tired. She looks ravaged, not the pic-
ture of a youthful, famous and beautiful actress from Moscmfv. The double Sf)lo
attempts to depict the transformations of Arkadina from young girl _to the now aging
woman. In order to capture this terrifying duplicity and changeability of the body as
her memories collide, the two performers evoke different aspects of her psyche - one
talks and the other dances - though they do keep bleeding into and through each other’s
movements. Later, when her identity disintegrates and fragments even further, all five
performers re-enact her nightmares in an anarchic and grotesque ritual called
Arkadina’s Shadows. All five performers re-invent Arkadina in an erotic and surreal
dance of death, desire, neurosis, and dream. In this work, a complex image (_)f subjec-
tivity is created while any sense of a fixed and immutable truth of memory is obliter-
ated.

Concluding Image

"Memory is the song which we sing to ourselves, a path of hieroglyphs and per-
fumes with which we draw nearer to ourselves" . (Barba: 1995: Chapter 6)

The choreographer transforms relationships of collective and persona‘l history as bod-
ily memory is translated, re-read and interpreted through processes of rehe.ar_sed trans-
formation and the transference of sources and signs. In these creative imaginings, bod-
ily memory is given a primary focus and attention. The translations of source - the
transference of material from source to choreographer , performer to choreographer,
texts to meaning - become the intriguing visage of the choreographic process. In my
discussion on Bessie’s Head (2000), The Unspeakable Story (1996), The Passio‘n of
Judas (1996) and Lilith (1998), I have argued that the choreographers ha.ve ptillsed
historical source to re-interpret public narratives. The choreographic imagination has
engaged with collective memory and biography to re-invest these histories with a con-
temporary presence. In works like Can baby John Fit Into Big Daddyils Shoes (1995_1)
Hinterland (1998) and Lake ... under the surface (2001), auto-biographical memory 1s
re-invented as the choreographers question identity and the absence of a fixed, a.uthen-
tic subjectivity. The delicate interface between notions of bio-graphy .(the public) and
auto-biography (the intimate) as an evocation of memory - the Wlld water of the
choreographic unconscious - are part of the choreographer’s collective and personal
recall.

Barba’s poetic image evokes the ephemeral traces memory leaves behind - like. a scent,
it is always disappearing. Similarly, the choreographic process, in 1ts evolvmg pa‘th
from concept to concert, echoes the mysterious alchemy of the dream, performing its

presence in a series of disappearances. 5
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"FROM INSPIRATION TO CONCEPT
OR CONCEPT TO INSPIRATION?"

By Dr. Joy L. Friedlander
The Philadelphia High School for Girls
jiriedlander@phila.k12.pa.us

Prefatory Note:

The first Confluences 3 announcement stated that this conference was "a conference
about the process of choreography"; this is my favorite topic! ‘Process’ is a word we
use a lot in our field. It is straight-forward in so many endeavors, but not so in the arts.
Process is elusive, it’s ever-changing and intricately complex. I will leave the major-
ity of our time for discussion because all of us will have something to contribute and
I personally have far more questions to ask than answers to give. It takes me eight
pages to contextualize and ask my question.

—~ i~ — —~ P —~

Last year I assigned a paper to my high school seniors. I asked them to think
about how dance and the other arts affect them everyday; about when they encounter
art; and about the forms these encounters take. I was expecting the students to point
out that music is played in hotel lobbies, elevators, and on your telephone when you
are on hold. 1 thought they would mention the dancing on the GAP and Pepsi televi-
sion commercials. It would have been perceptive for them to have listed dancing in
the movies, on stage, and on television variety shows. Students could have mentioned
that the clothes they wear were designed by an artist. An artist even designs the shape
of the bottle that holds their favorite perfume.

Instead, 1 got a different paper. They were influenced, so it seems, by an expe-
rience in my dance class. [ had recently assigned them a choreography assignment that
I term "13 Ways of Moving". In this assignment they had to first observe the world
around them -- finding non-human movement that demonstrated 13 basic (human}
movements (fall, glide, twist, turn, bend, contract, extend, etc.). They were then to
compose movement based on the list of movements they had observed by non-humans
represented by.inanimate things, machines, animals, and so forth. This was a begin-
ning group of dance students starting to observe and experiment with some of our
basic modern dance concepts.

Having this assignment stil! in the back of their minds, their approach to the
above "Art in Your Life" paper took on a "post-modern” feel. The students wrote
about the way certain people walk, and the way people stand, as being "art in their
lives". Papers addressed the "artful” way leaves moved and birds flew. There was
mention of the artistry behind buildings, machines, and the way a pet jumped. At first
[ was disappointed; 1 felt I had led them down the wrong path. As I thought about this
further, however, | became pleased. These teenagers are seeing almost everything as
"art”. How can this be wrong? If they continue to look at things -- both animate and
inanimate -- in this way, perhaps they will see beauty in things otherwise missed.
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Helping to teach what is beautifyl can also lead to understanding what is not.

erceptive about what one sees, I believe, can

Am 1 making a jum

p here? Yes, of course. The above notion is a bit on the
ideological edge, but I thin

k it is worth pursuing, particularly in a community where

Two years ago I joined with a humaniti
School where I taught. Our classes read abou
dance cailed Flight to Freedom. We were ex
have worked through their art form in "the ca
say something, but also to make positive so

es teacher at the Performing Arts Hj gh
t, discussed, and then choreographed a
ploring how artists from a]] disciplines
use of freedom". We wanted not only to
cial change. A world devoid of creative

ing child? That is casy to answer. The real question is
art form speak to social issues such as injustice.

The previousl
the statement "Art is

what inspires us to make our

Y mentioned assignment led me to ask

-...". The responses were thought
us in a direction towards understanding the ‘why” of
statement are strong:

my students to complete
-provoking and ultimately led
making dance. Some of theijr

"Art is what we do with the excess of emotion",
- "Art is controversial, com
and vague",

- "Artis a dramatic reflection of reality”,
- "Art is an innovative piece of work
or thoughts".

plicated, complex, annoying, ambiguous,

inspired by someone’s imagination

"Art is a form of expression throu

gh various means; it depicts
characteristics of life. Peo

ple make art in order to express their
individual views and ideas about specific situations and themes".
Understanding what art jg leads to understanding  why people make dance.
Answering why, of course, further leads us to the topic of *inspiration’. At this junc-

ture, I would like to return to what amazes me the most in the choreographic
process. Where are ideas born?

ograph something specific, I have the abijl-
ecution of the idea is the casy part. Giving birth

to the idea is far more difficylt. Sometimes the idea only emerges during the craft-

ing of the dance itself

There are, of COUISe, as many ways to birth an idea as there are artists.
People are inspired by hature, literature, music, paintings, current events, other peo-
ple, photographs, society, religion, family, friends, other artists, history, and
thoughts of the future. Even beyond deriving inspiration from the above, the artist
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i i i i fect. It is this moment in
181 ortraying the desired efl :
ds to envision a total picture in p : oment In
?lf ecreative process that intrigues me. It goes beyond the creat.lon ofcm(r)l\ézrriualizmg :
ee of choreography -- or rendering a drawing — very task-driven. Co ; Iihat e
o d or thought with color, props, text, movement and other accruements
mood o , S, 1
get a thought conveyed is the epitome of creativeness for me.

The process of developing a work, or the ‘creative PTOCGSE ; f‘i;ﬁ;;;:;;:;g;
11 ompasses finding ideas or concepts. Agaln? a stud.ent of m o
e eative oo s and writes: "The creative process is a series of steps use to g
1.:h€ Creﬁ‘lthe proce?dea -- to make it tangible. There are multiple steps -- brainstorm-
%nto eXlSt_eHCC 3'1'1’1 ugh draft”, and then fixing the flaws in the rough draft to prodt;ceha
ot athro r%)duct of:your imagination". Brainstorming starts thl.a flow of the
gOOd.draﬂ e szo araphrase another student, the process is about takmg_ an image
e pfOC@S_S-t re 1:md trying to paint it so the rest of the world can see it. T‘hlS 1ls
oply 1t becate uometimes the image is intangible and very hard to represenf; visual-
S becéglse SWe are still talking, however, about the creative process. Itis some-
b n 'yet p05311 e.l'ke writing a paper. In fact, understanding and applying the creat1v§
thing teachabie lndeavors helps to divide the tasks at hand into small steps and, there-
IEFOCGISHS;E;?E: )t(;sk manageable. The creative process has great use for everyone.
ore,

Not all dance teachers teach the creative p1:ocessd mtemsﬁz?g-y’l }?;\;Zc\l{etg
Besides my full-time teachir.lg pOSiFionj I-lteatc ; ?:;1‘ 52;;2?8;?;: ballet s,chool where
e philOSOI_i‘lth f?llll;l Ccizf:t(()a]:o?flcfcrlllz.t lz::: t}};?s school, the creative process is taught
technique prevat §as’t enough technique at the child’s disposal to express what she
and, when thedre 1Str:1kes additional dance classes to help give her_ the tools she need§
wants, the Sn.l etl-] e ideas. Technique, then, has a purpose beyond itself. The students
o _melet et Clleia ?;s is r.ofound. Their ideas about movement are powerful and gen-
ﬂ}lfl];;ni;;:ss;g h:mel;t and powerful. What we create here is a pure and open envi-
uine . ;

for expression, : ' ) ..
1‘OmnemCreativilzy is so engrained in all their beipgs th.at the work1.111§ Foriﬂvtlgziﬁzr;tlss.
just that — a place to develop ideas for dance. This environment wor e
just tha pb ut dance composition through the use of the dance ¢ cmer
rl;hz}tll I]“T Eilrl;fl]plfio\?isational structures. The beauty of i‘m_provisation, of course, is its non-
t:]el;"lsogring aspect. Constant analysis can stifle creativity.

o . an
Artists, of course, find an internal motivation that is usu"fllly Sparl:edu:s};i[ion
el o Ofssome sort. Clearly artists find inspiration, but an lmporte-ttr.l t;] furire
::rcl)snﬁli;zes to be a barometer of success for us -- does the v];rork madte bge?]t ;Sthe e
. . S : 0
i j ion belongs in this discussion because,
hers? 1 think this question “USS100 D e
S\thereby the artist inspires, one had to have been inspired in the first pl

However, this question regarding whether tartistlc worl;.lnsilfn:}sleoctlzise ’il_lsl(;
how well crafted the piece is. This 1‘ender1ng -- or crafting lidea for the
?elates o he idea or concept, but is not in and of itself the conceptua} idea for
influenced bly t;]e 1idea ereafbs o ;nood or feeling that we try to convey in 2'1' medmrln,
dan'ce. whie ! ed or motion, much of our work as choreogl'apher? is to "make t fle
et \'f'v’OrdS, SOmih,is mood or ’feeling. What lies between the incep.tlor‘l and the (fra t-
.damf‘e ba?ed Eﬂ notion of what feeling one wants to convey! While in the bu.smesi
ing is having lere ersons develop the ideas while another team of exper"ts‘ carries }Tu
:ﬁzr:)c}},ar?: eigrorfll;) ﬁell)d it is different. Remembering that the "idea person" is also the
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choreographer for the most part fuses idea—finding (or inspiration) and the choreo-
graphing. It continues to be difficult to separate the ‘moment-of-inspiration’ (it is that

mysterious place in our imagination - the inner vision — that is so elusive.....) from the
entire creative process.

In the arts, we have a unique opportunity; our collaborations with the dancers,
and our ideas elicit in us, during the creative process, an emerging landscape. In other
words, the ‘idea’ evolves. What I am trying to do here is get at something beyond
choreographic principles of design and reach toward that place that SEES something
deeper/beyond the crafting of a good dance. What fuels the fire that ignites "the new",

the unique perception that makes that choreographer’s work inspire, move, and delight
our sensibilities?

Artists give meaning to the simplest things. Tnspiration is directly connected
to a person’s ability to perceive things wholly and completely; to see things beyond
the surface and tread unfamiliar territories in their explorations are at the core. In the

words of one of my students, "Sometimes you just need to shut the critical side of your
brain off and Iet the not so critical side take full control.”

As choreographers we start with a few things; at minimum, we have our bod-
ies, our thoughts , and our perceptions of the world. While the choreographic process
can be seen as a "craft” and, therefore, teachable, it has an inherently mysterious power
as well. Some say that one can’t actually teach a person to be a choreographer. I dis-
agree with part of this because one can teach how to craft a good piece. Just as impor-
tant, however, is that no one can instiil the need to choreograph dances. It is this more
psychological aspect of the choreographic process that is harder to define -- the mys-

terious part that I’d like 10 altempt to understand more fully (because 1 think this is
where my answer to where ideas come from lies).

From one perspective, one might say my attempt to uncover how people con-
ceive ideas is fruitless, but another side knows that we are always "becoming". If we
can pinpoint these moments and share them together today, we may be able to shed

light on this quest. I'd like to think that we can educate ourselves and others to reach
more insightful places.

Before we go further, we need to differentiate between talent and skill. We talk
about people being talented when they ‘can do something very well. For most, this
ability has been acquired from hard work. There are attributes that some people are
born with that make a skill easier to attain, but generally the potential to be "talented"
must be unearthed and skills learned. Many people believe, however, that in the arts,
this is not so. The commonplace comment is, in referrin g to the performer, "oh, they
are so talented". Yet, when one reflects about those who persevere despite their lack

of given attributes, one realizes that learning is crucial. When one considers the child
out of poverty who rises to be the star, one recognizes the importance of learning. In

essence, learning is crtical for both skill acquisition and for discovering or refining
one’s innate talent.

r

DOCUMENT IDEAS FOR CONSIDERATION

As we all know, choreographers can be toying With an idea or mo_veme;lt
phrase for years but it does not develop into a dance u{m.l some connecglonolsensl:ese
between one’s lived experience and a current though.t -- it is a moment when on -ronj
hears, tastes, touches or smells something that does it! How d.o we cr_eate E‘l eny0 o
ment conducive to choreography -- including from cor.Lcept to 1nsp1ra}(1f)n.9 ow
heighten the emerging artists responses to life and ultimately, art making®

One way that many artists work is through documentation. Ij[ is 1?150.rtan:lt‘z
document one’s ideas and little inspirations or thoughts. Doc:umer_lta‘uon.ot tlolsr::llize
rial keeps it fresh and at one’s disposal. It is 1-mportar'1t for emerging z:;'tls"z R
that everything is potential material. The key is learning to tupe n .to ! 13 tal;’(};n to.
I ask students to listen and observe their world. My guggestlons inclu le e ga nd
people, listening to people, hearing others" convers'atlons, watc!nrglg te ev1: ﬂi, e
reading. I also encourage the emerging agtlsts to v_vrlte icﬁzvcr)lftill\le;ze 1:;1;?;1]5 CEE "

nt, their feelings and reactions and memories.
liZi:[rifI:}OLlrnal of soc;ne kind. Write down the stray thoughts, I htosl} dthema:‘r‘;ht:1 l?qie:;
ingful moments, and the compelling movemen‘gs you see. If t e 1_deas e all ke
together, ideas can then be combined. Rt?readmg and pondering ideas P
refine one’s ideas about concepts/thoughts/images to dance about.

SPIRITUALITY — A PERSONAL THING

Artists obtain ideas from their personal experiences, both pOSleV? ar?d necg;;
tive. Inspirations are almost always random ar}d unexpected.. These mspiratlnc;ﬂsc can
take the form of an image envisioned in the mind’s eye. Insplratlons viry %s e
the people who have them. It is in the response t‘hat .I still ppnder the n(;t i,%spire
intriguing to consider that what stimulatesj the creative images in 0]1116_ mf}.:i)}if] S
another person at all. How the creative grt1§t responds to an idea —lit ;u’ a ! iyma e
life to a personal image--is magic! Magic is a clear metaphor. All of us ca g
unreal, but few can let these images materialize.

Motivation appears to be a critical factor in the success stories — the pooi'1 ((i'ht}}ll(;l
rising to the top, the persevering "untalented" person me.etmg with SECE?SSE ge]ieve
person who is blessed with innovative 1deas aboult art ma‘km.g. A pa'rt 0 tS 8, hoe tha;
is about inspiration. There is a spirituality assomated with msplratlon.h l())m inni}; oo
our inspirations come from our need to repair our broken wolrld. . In the _ egto ne o
time, as the story goes, the world exploded. We spend our entire lives tlrymfgl.fep e
world back together again and trying to understand the complex puzzle 0»[ dlo -
do we bring into our consciousness what we should see and what we must do”

Is not this where the artist comes in? Aren’t we tryinig to help othersdsee \Eltqa;
we sce, what we understand to be true, beautiful, awfu.l? Don’t we s‘?e‘ b_eyoill r:;llery._
How do artists get to this place? Ah, we are CllJack fukl)l circle ngu;,eteo i:] ?llantl?lge ! (;11: furthir
' ist to see. To be inspired, one needs to observe an _
;r:{ilz?rils;gt Or expressing. Inpso doing, the artist attemp‘ts to put anothte:l(‘) lyl)suzilg 5}1(;(:
into the complex thing we call life. Though we have different per.cep i s and expe
riences in our lives and express these differently from one another, we do g

communicate.
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In fact, we learn to communicate. Can we teach students to see and perceive
tl?e world more profoundly? Can we impose inspiration or is inspiration an innate
gift? The Greeks certainly thought so. According to ancient Greek mythology, beings

called muses were sent to inspire people affiliated with the arts. As a result, people
today often refer to any inspiration as "their muse".

The creative process begins with the need to merge our senses to fill an empty
space with something we perceive as worthy of existence. "Out of that space inspira-
tion can take form and build to a completed work of art with energy of its own. It is
the process of going from formlessness to form and then communicating its unique-

ne_ss" (www.dharmaart.com). In essence, art tests the boundaries of reality by putting
things that don’t exist yet into the world.

It is hoped that artists will continue to get inspired and in turn, inspire others
through their work. T leave this place, however, with a debatable statement: We can
learn how to be inspired. After all, what does art do? Art inspires.

Questions for Discussion:

[a—

. Can we learn to be inspired?

[yl

. Where do you garner inspiration?

3. Do you think we can give students the ability to find ideas?

TUMBUKA IN TAFARA:
MAKING DANCE FOR THE TOWNSHIPS

By Christopher Hurst

Ndati Uri Chii? (Who Are You?), was a dance piece I created for the Tumbuka Dance
Company in January 1999. The work drew primarily on Shona dance and cultural
vocabulary and involved a sort of dance fusion. I suggest that the binary opposition
between western and traditional African dance arises from the different kinds of dance
literacy within each audience and that this affects dance forms involving fusion. These
new dance works can remain inaccessible to the different audiences because the high-
ly contextualised associations with the dance material, its symbols and images, are not
accessible to different audiences. This highlights debates involving dominant cultures,
how the culture of the center inter-acts with the culture of the margins, and acknowl-
edges the ethnic, cultural and socioeconomic divisions that characterize our region. I
would suggest that a useful mechanism for raising challenges for the discipline of
dance would be to focus more prominently on questions about for whom do we make
our work and how do these audiences understand dance, rather than analyzing the
nature of the product.

When Neville Campbell, then the artistic director of the company, made the invitation
to me he requested that I focus my project on developing the dancers’ ability to make
stronger emotionally and creative connections with their work and to develop their
ability to offer choreographic input to the process of making dances. Campbell's brief
required me to draw on my experiences of working with township theatre groups in
Zimbabwe since the mid 1980s and I realized that I would need to facilitate a process
that would challenge the company in the areas that formed the basis of its current suc-
cess and strength.

Tumbuka's strength lies in the technical skill and the command of a contemporary
dance vocabulary acquired by the company. At the time the company comprised eight
men all from township backgrounds, Gilbert Douglas, Mathias Julius, Donald
Kuduma, Alois Magwenya, Shyne Phiri, Jonas Sande, Gibson Murwira, and Samson
Felo. The company attracts an audience that is literate in terms of a western contem-
porary dance vocabulary. This audience comprises middle-class Zimbabweans and
expatriates, and the company plays in venues such as the Seven Arts Theatre in Harare
and outside the capital its touring venues are the small amateur theatre club's situated
in the middle-class areas of provincial towns. The company's work requires the tech-
nical equipment and assets found at these kinds of venues. Discussions and interviews
with the dancers revealed that the company has only once performed in at a township
venue, in Mufakose. The general feeling of the company seems to be that the per-
formance was unsatisfactory because the audience could not respond appropriately to
the dance. They either did not understand the dance form or found the physical action
comic or embarrassing.

Tumbuka's work has also achieved recognition in South Africa at various dance festi-
vals and in Europe (Buckland 1994, Parade Reporter. 1996, Andrew Whaley 1998,
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Hains, Susan. 1998, Sunday Standard Reporter. 1998). The company's success, meas-
ured in terms of critical appraisal and access to funding, arises from its work being val-
idated by an audience and critics literate in western contemporary dance and recog-
nizes the access to, and command of a dance form, achieved by a group of black
dancers. Black dancers from the township, until Zimbabwe's Independence in the

1980, were excluded from participating in ballet and contemporary dance.

After independence access to the western classical and contemporary dance forms was

opened up because dance training was provided to people from the townships.

Zimbabwe's community theatre movement also grew rapidly in the 1980s. Martin

Rohmer (1999:44), in his study of Zimbabwean theatre describes commercialism,
soclal development and ideology as comprising three closely intertwined key-elements
in Zimbabwean theatre. The community theatre in Zimbabwe drew its vitality from
many sources such as: the Pungwe (all night song-and -dance political rallies) which
became the medium for the dramatization of the liberation struggle (Chifunyise:
1994:55); political theatre in South Africa; and influences from the Kenyan Kamiriithu
community project because the three cultural workers all fled to Zimbabwe after the
center was crushed by the Kenyan government (Rohmer1999:41).

These influences have lead theatre practitioners to experiment with participation and
collaboration as well as to embraced notions of hybridization. Jane Plastow (1996), in
her comparative study of theatre in Ethiopia, Tanzania and Zimbabwe makes this
observation:
[Ljeading Zimbabwean playwrights have been succeeding in uniting experimen-
tal Western theatre-styles and the influences of a westernized upbringing with
local traditional and revolutionary forms of art in a manner I have not seen par-
alleled in either of the other countries I have studied... It is, however, notable ithat
some at least of Zimbabwe's playwrights, both black and white, are embracing
their mixed cultural heritage in a positive manner rather than Jollowing the
Ianzanian path and seeking what may be an elusive African purity for their art.

The results of this inclusive philosophy have had considerable success, both in the
printed form and on stage. (1996:25] )

The experimentation with hybridization is extended to spoken languages and Plastow
notes the mixing of languages used by Amakhosi:
Amakhosi produces all its plays in "Ndenglish," Cont Mhalnga's term Jor a mix-
fure of Ndebele and English which he says is representative of the Bulawayo

‘povo” - the people - and the method he was using to reach a range of audi-
ences...(1996:176)

These influences from the theatre supplied the working process [ used to make the
dance piece, with the Tumbuka company, for a high-density township audience. The
process involved a collaboration using the company members' wider knowledge of

performance and extended the dance-making process to include debate with and input
from a high a high-density township audience.

The day before the township performances, a faction within the company attempted to
stop the process because they feared performing political material about the liberation
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war in the townships. As a result the performance at Mufakose was cancel}lled;ut the
performance at Tafara did occur. At the TE}fara performance some ofdt et t Eniﬁrss-,
brought a small group of white expatriate frlellqs and a}ttempted t.O conduc econ-
cussion with the audience after the performa_nce in English. The dlscu§51(?[n was1 o
ducted in chiShona. Interviews conducted with the dancers a}fter tl_lf.;l p;mec dr.evii ha
they were all very surprised and delighted by the collaboration wit [:1 e au Il.zr;emems
they felt had not only understood the dance but had offelred valuable imp

and a powerful direction in which to further develop the piece.

The notion of collaborating with a township a.udie.nce.to create a dlaln;e w:rl;(;l;);écr)luss;
ly held great fear for the group and has magyllr:lplgif;;orr;s\.;is”l;gz I:ow :S ?:; C110With Skﬁls

wever, proved very easy. ot o : . .
E;ndga?}(iziz:itid dancs sequences being created by people with partlcElar s}i:élz 2;31;
if they did not finally perform in those sequences. .T‘he company mem err?3 ad awide
range of skills Kuduma was a good traditional musician and dance(r1 as 'iive © three oner
members, Felo had a strong acting background., vtrhﬂe others ha ongif oess o the
ballet and contemporary forms they had learnt in the company. 1 tf;lm e Lo e
chiShona as the language medium for the performan.ce and to ernbrgc:e1 e:tr‘lon o
the dancers were total performers who would provide all the pl:lySICEl eic io S,ets e
and music for the dance. We would create work that was not reliant on the as
technology found in the conventional theatre spaces.

I also chose to build the dance form giving prominence to rhythn?)c soun.ds tl_n r}:;esii:
ence to line and body shape. I further chose to search for _formulalc c?onstluc 1(; e
ilar to Harold Scheub's (Scheub 1975:47) notion of core-images Whllch cag (1);: rer
bally, in physical actions, as objects and costumes, ar}d as rnu?Lcahsytm ﬁsﬁi e
symbols needed to have high levels of contextua}l s1gmﬂcance for t el: ofw1 ! ta{)es o
ences. Scheub describes core-images ashoccurrmg 11: )i?c;zerln alijrlljt eZual.:j : ;ﬂlate oo

tutine " a remembered image which 1s not 1n 1tse , 51 Ol e
(E'Slrisgzigirgnanace, expanded and fleshed out during the process oi-' externaliali:;sni.n
(Scheub 1975:47). | have argued elsewhere . that use of cor.e-liléagelsq ,?) s
7imbabwean AmaNdebele oral historical narratives (Hurst 20_00. 13 - adain e
the significance of highly contextualised symbols.not only being contau?ermamces -
but extending to gesture, props and costume during contemporary perfo
AmaNdebele praise poetry (Hurst 1999:5 - 8).

The dance Ndati Uri Chii? took as its theme the following extract from a speech deliv-
1 i 1 litical analyst.
d by John Makumbi, a leading Zimbabwean po . -
erz‘o ;rou have violence to colonize the nation, you have violence to mamtc.n;r the
colonial authority, you have violence to liberate Zz'mbabwe_cmd you have violence
to maintain the ruling ZANU PF in office (Makumbi in Spicer:1995)

Although his remarks referred to the general election of 1995, Zimb.abwe hv/}f:ls{fgllbli
ing up to the violence that characterized the recent 2000 general electlons..b e
request that Zimbabweans consider the current violence in terms of The 1 Zra lgnstra—
tory seemed powerful. The country had recently been 1';);}«3(}1 l;y v12§;ilz anenl;;ational
i 1 g i i ing ZANU PF (Zimbabwe

tions expressing frustration with the ruling | : =
IIJ?lrilon) gr;overnment (Matingo 1999:6-7). There had been food riots and stay-a-ways.
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Troops had been deployed in the townships and there were expressions of dissatisfac-
tion with Zimbabwe's involvement in the Congo war. Attempts were being made in
Bulawayo to protest against the 1987 Unity accord by reviving ZAPU (Zimbabwe
African Peoples Union) as ZAPU 2000. (ZAPU was the other large political organiza-
tion involved in the Zimbabwe liberation war.) There were also meetings held in
Bulawayo in an attempt to publicly discuss the Gukurahundi (the rain which washes
away the chaff before the spring rains). The human rights violations that occurred dur-
ing the 1980s, conducted by the Fifth Brigade, against civilians living in the Midlands
and Matebeleland provinces, traditional areas of ZAPU support.

The actual choreography and working process will be more clearly demonstrated by
the following video sequence. Here you will see how Shona musical rhythms
informed the structure of the dance. The song Chinungu, Rovamusoro rigoziza (trans-
lated bellow) was used to form the rhythmic base for the whole dance. The song is a

well-known song performed while suspected sellouts were publicly beaten at the
pungwes. Here are the lyrics:

Chinungu

Porcupine (it can injure you and moves around at night - the sellout)
Rovamusoro rigoziza

Hit the head until it understands

Dzamamara dzamara taitoro Zimbabwe

Until until we take Zimbabwe back

Using improvisation the dancers remembered and recreated the slogans and the refa

(a dance style} used at the pungwes. Further improvisation using magagada (large leg
rattles) used for a Shona traditional dance called mande provided further rhythmic pat-
terns to use in relation to the song and to further emphasize the rhythm of the refu
dance steps. These rhythmic patterns played against the constant beat of the duri and
mutsvi (large pestle and mortar used to break down grains) these utensils were used as
percussion instruments for songs at the pungwes and are a symbol for power and
destruction. Once the musical interplay of rhythms was achieved further rhythmic and

visual nuance were provided by playing with language and physical displays of virtu-
osity created by the dancers.

This dance representation of the celebration of the pungwe was accompanied by the
performance of slogans that marked the various stages of Zimbabwe's history from the
liberation war through to the Gukurahundi, the current civil unrest and war in the
Democratic Republic of Congo. The use of slogans was, for the company, the most
controversial issue in the project and they remained very nervous about how the slo-
gans would be received by the township audience. The use of the slogans led to an
interesting debate after the performance in Tafara about whether slogans belonged to
the people or ZANU PF. This discussion of authoritarian power arose because some

audience members felt they did not support slogans promoting the war in the DRC or
the military invasion of the townships to end the stay-a-way action.

The second video sequence demonstrates a different choreographic approach. Using
Shona mbira singing (spiritual music) we introduced into the dance the characters of
a man and a woman rising from their graves, covered in earth and carrying the broken
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ots, followed by a re-enactment of their beatings. This imaige. was dFawn frqm the
%he;va secret society and dance rituals called chinyau. It orlgmz_itc?s in Za.mb1a and
Malawi and is perpetuated by the descendants of migrant laborers h\{mg in Zimbabwe.
In this particular moment from the ritual a person 1s portra{ied r;’;urmgg frotxlllq t(hYeogS;e;;:
i i ts and covered with red ear
the village, carrying fragments of po : : :
t10993'45). T%le two dancers also wore amahlwayi (leg rattles worn in Arr‘la_Ndebe'let;ra|
ditior.lal dance). The use of these images suggests that the retunlnng spirits arteh op 0eSr
i heir return from the grave also opens up the pos-
to the Shona ethnic hegemony and t . o
ili ¥ ' i. In both Shona and AmaNdebele cus
sibility of interpreting these figures as ngozi. e
i jefi iri -dered person that seeks revenge on the g
there is a belief in the spirit of a murdere : : veng e (Geltind &
1 illi i f the family, until reparation 1s made
ily by killing successive members o ! j v
i ducted a detailed discussion of thes g
al 1985:31). The Tafara audience con : _ i
1 i i from the liberation war and the Gukuranunal.
interpreted them as meaning ngozi S
ing' i i i f these characters dance steps. lhe
'othering' continued into the creation o S e s
jecti dance sequence to the deman
were developed by subjecting a contemporary PR —
' footsteps until the dancers released their .
rhythms created by the dancers ‘ e
i hmic pattern had emerged the
line and body shape. Once the rhyt had e e s
in the element of a thythmic dialogue. e q
magagada could add in t e dinlavs of coms® B
i i inspired by photographs of the public display :
enacting the beating was nspire . : o
i i rt of its propaganda campalg
1 villages by the Rhodesian Defense Force as pa | -
;Ergatl:e wir. ”I%lis sequence was also strongly influenced by Goya's etchings of the
Spanish Civil War.

i f
The third video sequence shows how the dancers set_abﬁ}lt bexten'dmg the i?;lagtieogs
ible i de dance form. They did this by using impro ‘
movements possible in the man A
i then worked on ways of maintaining ‘
o establish movement patterns and ! :
Leats They also drew on a traditional dance form called shangara (this dance is often

likened to tap dancing).

The Tafara audiences' behaviour during the performailce almd intthe dzsctt‘;ssclfer; taett;ch:
1d respond to the clements use
wards clearly revealed that they cou :
dance Theyydescribed the dance as a new form but grouped the whol;: experlendc.t‘; :is
. : o
iecting the western impulse to separate perlormance
theatre or performance rejecting t . ' . ]
plines Thle)y offered specific suggestions to 1Improve the perfgrmanﬁe. }T}:ﬁse 11;(;31;36
ngi ho sang and hammered out the rhythms
ed changing the costumes of the men w : on the
duri and mutsvi to traditional black cloth. We had costumed them In lialac'k s.}n;scon_
sun-glasses to represent Central Intelligence Officers as a symbol of a.ut horitaria !
rol. The audience felt that if their dress represented sprits, th;r} the ;ldeill that a Zlcllptehe
. i i d would be introduced 1nto the dance a
atural power drives the history forwar . : .
lflu'st chz’gqurenga war of the 1890s could be linked with the second chzmw:'enga wa: of
the 1970s. They also suggested we include guns because they were 1important as
weapons and symbols during the war.

i d
The discussion with the audience generated suggestions gn hobw. V;e couggczztzlgdizf
i ted that we introduce briet sequ
develop the dance. The audience reques . ‘ I o
1 ther than just work with symbols.
¢ to provide moments of clear narrau\.fe ra :
k;%llllp in 'gw audience performed a song entitled Kamunda kacho (T'hf: little lﬁellc'il)) earrfd
fuggested that the dance be developed further to cover the complexities of the li
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ation war and its effects more full. The song complains about the shortage of land.
They commented that different songs were used for different sitvations for example
there were songs for beatings and for praising. They felt that "the dance should go
deeply into the events of the war because this must be remembered” and "that most
people must be able to agree with what is said" (translation Owen Mashona). Their
discussion ended with the audience stating that they welcomed the possibility of build-
ing and understanding dance collaboratively with the Tumbuka dancers.

The Tafara audiences' concerns about notions of truth and reaching common agree-
ment about the dances meaning suggest that such a consensus is possible within their
community. An expatriate dancer studying with the company, however, felt that the
piece was very Zimbabwean and the cultural reference inaccessible to a foreign audi-
ence. The strong cultural references may well draw different responses from different
cthnic and class groupings within Zimbabwe, let alone remaining merely exotic or
impenetrable to a foreign audience.

The project finished with the performance in Tafara. Since the performance of Ndaii
Uri Chii?, the dancers have proceeded to choreograph new work for the company but,
as a company, they have not engaged with township audience on any collaborative
choreographic project. In their current form Tumbuka would require special funding
for such a project and they would need a dance training that included political and
social education as well as technical dance training. I cannot help but speculate about
the kind of performance that might have emerged if the experiment with the Tafara
audience had continued.

Richard Shechner (1991), while focussing on the cultural product, provides useful cat-
egories such as, multi-culturalism, fusion and interculturalism, to describe the interac-
tion of cultures in performance. Rustom Bharucha (1990) discussing Eastern and
Western cultural hybridization criticizes Schechner for his faith in 'unjversals' stating
that "[Schechner's) general approach is to isolate a ritual structure of process from its
particular social context and then apply it to another disparate context" (Bharucha
1990:32). He further accuses Shechner of neutralizing or changing the context or

meaning of particular rituals by concentrating on the physical action. Bharucha is con-

cerned with audiences and with the directions in which the cultural elements are mov-
ing and he suggests that they are usually flowing from East to West or from the mar-
gins to the center. Both Bharucha and the Tafara audience are concerned with the
integrity of content and the meaning of the performance. These concerns have lead me
to suggest that in our southern African context new solutions to practicing and making
dance will emerge from working with an increased sensitivity to:
the directions that the cultural elements are flowing in, within our own
complex social structures;
- the subsequent effects this might have on meaning, cultural content and
context;
- and to work with solutions that acknowledge and respond to the economic
power of the different audiences.

The Tafara audience cannot support a western model of a dance company and it is
therefore not surprising that, before this cvent, they had never had the opportunity to
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collaborate with the company. This experience suggests that even c!ance prag?titioners
whose work acknowledges its appeal to special audiencg groups might ﬁl:ld it useful
to extend their work by taking time to experimenting with notlpns of audience col-
laboration and explore how their audience understfinds dance, in preference to
exploring issues of individualism and self-expression.
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CULTURAL IDENTITY, DYVERSITY AND
MODERNITY IN EDUCATION

History as a Springboard
By Gregory Maqoma

I was born in the year 1973 at Orlando, Soweto. Soweto is undoubtedly the microcosm
or the soul of South Africa. To those from the western society Soweto is simply a sym-
bol of the black struggle for freedom in South Africa. However, to South Africans like
myself, it signifies the country’s main black metropolis and the centrepiece of black
urban culture — a world on its own. Not far yonder stands erect the wonderful golden
city, Johannesburg. 1 describe Johannesburg as a playground of shared energies, of
hope and despair, of trials and tribulations, of joy and pain manifested by the cultures
this city embodies.

My history, which is also reflective in my dance works, is very much the tale of these
two unique districts.

My parents however were neither born in Soweto nor in Johannesburg. My father
comes from Port Alfred in the Eastern Cape and my mother from the mountain king-
dom of Lesotho. The life style in both these places is informed by a clear social ethos
founded on African cultural roots where among other things racial differences was not
an issue of particular concern.

Here in Johannesburg they found themselves meeting in a new environment with pecu-
liar culture, values and norms to which they willy-nilly had to adapt. Indeed they
became part of the community of Soweto where they adopted the culture, the style, the
language, the music and the dance. As for dance and music they obviously could not

shun.

Though it was meant to run down all cultural African values, the apartheid policy was
seen by the undaunted as a challenge as well as a springboard for new and creative
artistic ideas.

From most of my reading and understanding, I have realised that for generations the
history of the black people in South Africa was littered with all negative nuances and
innuendos that depicted a (black) society in cultural disarray. I have also realised that
many other South African dance forms were created to protest against the government
of the day while vividly pronouncing integration in the form of cultural diversity.

Dance Form: Marabi, which was created in the 1920’s and destined to greatly influ-
ence the cultural world of black Sowetans, gave an exuberant meaning to this new
urban culture. This dance form that was created by slum dwellers became more than
just music and dance; it created hope and showed possibilities for racial mix. Marabi
brought people together. Against this background, it must be noted that the erection of
townships (Soweto) 15 to 25km southwest of Johannesburg was the segregationist
government ploy to prevent further integration and racial mix.
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Nonctheless, the African nationalities housed in Orlando rose against the odds and

pressures to induce new social organizations (stokvels, book clubs, civil groups efc),

artistic disciplines such as dance, visual arts, theatre etc. 1 was brought up within this

cocktail. T am actually reflective of this cocktajl and in fact I find my identity within
this cocktail.

Politics, Culture and Moderniu

There are still places in the world where political pressure prevails to define cultural
identity in ethnic terms and cultural diversity in political terms. Cultural identity, how-
ever, cannot be defined in terms of race and cthnicity alone. Itis a complex subject and
it is complicated more by demographic factors, ¢.g., gender, class, age, and religious
orientation, thereby creating tension between tradition and modernity.

We are currently faced with a particularly interesting and exciting world of arts. This,
irrespective of problems faced by practitioners in the area of funding. Most ridiculous
is the amounts to support the work of those who are lucky to be funded — if at all.
Prospective arts donors must realised that arts are not just an empty entertainment ves-
sel; arts are a domain of reality in which social and emotional conflicts can be brought
out into the open and made available for public discussion. Perhaps I am beginning to
sound controversial and discomforting. To ease the strain, let me admit though that I
am one of the privileged few that enjoy beneficiary status at the moment, Having said
s0 let me stress that I am aware that I am a South African male and a dancer that on

its own i3 a phenomenon. In other words I mean it is advantageous to be black whilst
on the other hand it can be awfully inconvenient,

The range of issues already spoken about constantly inspire me for it is from these ten-
sions, confrontations, mixing of ideas and artistic forn

1s that we create new and inno-
vative art works.

We have freed ourselves from demanding traditional
is in this regard that traditional hierarchies are bein
become visible. I am the posterity of a monolithic tr
value systems and traditions. I do acknowledge that ¢
for it. T am quite aware that I cannot be the sole repr
dition since it is different from what [ regard as my
trying to admit that other cultural forms and traditi
look. They have affected my outlook as much that I
forms and ethical values in a personal and stylistic
refer to certain aesthetical traditions, community n
complex explorations continue to develop my traditi

values and cultural identities, it

g challenged and confrontations
ibe/tradition with certain norms,
onnection and have great respect
esentative of that indigenous tra-
current identity. In so saying [ am
ons have in fact affected my out-
consistently explore the aesthetic
manner or approach. I also still
orms and societal issues. These
on just like everybody else.

The question is, does it make me or the work tha
wear pointed shoes and dance to the music of
“traditional’ certainly needs to be clarified.

ues or beliefs of people, but also a response

t I present any less “traditional’ if |
Bach? If this is the case, then the word
"Culture is not only a set of symbols, val-
to circumstances" (Glasser S, 1990)
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ituti g ion in this matter. They need to change the percep-
institutions need transformation in :
t(') (erl;sl they instil in their learners of how an artist should be or shguld do. Regardl:ss
1f my cultural identity, it is for the same reason that you cannot JUS'; e)ql)e(;t ?eec:i
Zny gther artist for that matter to represent a whole culture of one clearly defin

community in our diverse human landscape.

FEducation and Arts Integration

r p

If, especially young people are taught what arts are and how c‘lose art; areh in ;iilnr% (1:;1;
, isfo the present and how big the role they play in preparing us for t eour e
oo Id all be assured of a veritable and perpetual human Foex1?tence 1T1 v
‘gouth Africa. Proper knowledge and understanding of arts is therefore cruc
ou . an :
sake of the disciplines, their qualities and their freedom.

[t is then our duty as educators to develop a vision of the ethical and.nlo.raﬁtafs;)reztvse;);
ticipation in its modernity and of arts education as demo?r.atlc r1g : i
o Paltlc_lanOn m'll therefore embody a crucial element entailing altlstlc.compe
e, W; know that out there, an arts market awaits an opportunity to_be
s Ofbcoir:?s ’tl:\; auditoriums with authentic products. South Af1‘1.0a11. arts educlatlon
R 1aC ds restructuring (if it has any given structure). Therf:em lies a chal F:dngle
?esc{)ee\::;zpy;f Ei:nspiring arts education programme to appeal Fo chllc}iretn f;(())rr; wii ; g
d(;ffering cultures. The world of art is not only guided by };[S-ESD;};: Celslsaa;y thagteaCh:
ss culturalism, circumstances and even technology. It1 : narteach
e f developments in contemporary arts and post modernism. That 1 -
e a\ft\‘iare : ness in the field of arts teaching must be deriv?d fron_l the mentorship
o a proactive n tional arts and culture and education ministries. 'W{th suc.h mentpr-
Of'a D rttors o ]the round assure to produce stimulating and artistically innovative
Sl_“P: OPeT_atOTS OIL Al%o at international level, talk of western, eastern, northern or
e cufhures " less emphasized. These worlds continually influence ea.ch other.
R — 1sf the world have established a trend of cross—c:l.‘ll_tural 1nf'luenc:tJ3f
i fo}lf Comersdo ation for example we have modern dance texts citing thfe likes o
?Aﬂlzﬁgn(g:lll;;e alli((:i Isadora Duncan (if mentioned). Unfortunatfl)f thre is };:E: l?i:
) i 1ti Sylvia Glasser,
iterature citing renowned teaching practitioners such as Sy
gilr]r?:l;zeslglt;h Africagns) and Germain Acogny (the Senegalese) etc.

Today we don’t only talk of modern dance, ballet, j'aZ:Z, tap and African cj:nceA ltglltc :;e

-classism, fusion, post modernism, minimalism, contemporary - 1,;
spealf Ofdpeo :forms ’dance theatre etc. I would say, rather than s‘Fuff young p P :
m'mtlme N tazlrt d rejscribed methods that do not even address their present c_ui:lum
V:lthc(e);d v(\)fl; slelloiﬂdpbe preparing them for the understanding of art forms, which are
stances,

explored these days.

i tion but
T do not have a problem with teaching history of dance for the sake c.)f 1nf0tr1:(311010 o
I d(()) have a problem if history is used as a tool or the only commodity to teach y
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artists in an attempt to nurture their abilities. Art is imagination; it is vision and not a

prescription. Such a policy demands not only patience but also a great in depth of
knowledge.

When imparting artistic skills to our charges we must bear in mind that we are dealing
with difference audiences whose preferences and knowledge of the arts are varied.
These audiences come from different cultural backgrounds therefore we cannot gener-
alise and just speak of ‘African dance’ and believe we have covered the entire spec-
trum. In order to reduce the myths surrounding non-western cultures and dances, we
must speak of African dances with some sense of respect for other dance forms.

In my opinion new art curriculum need to be in place and must have a strong educa-
tional commitment and training that should subsequently result in the creation of job

opportunities. Cultural deprivation must be eradicated and a satiable cultural environ-
ment created.

Overriding the African Formula and Stercotype

[t is never an easy way out of the stereotype when it comes to African arts in general.
I have learnt to say no and to be able to override the African formula.

I was given an opportunity to collaborate with the young Congolese dancer choreog-
rapher, Faustin Linyckula Ngoy. We first met in 1996 in Kenya, Nairobi while I was
on tour with Moving Into Dance as a dancer. When 1 first met F austin, [ had a strong
sense of something big coming out of our encounter; I did not know exactly what. We
talked a great deal about Africa and its problems. We discussed our work in the arts in
Africa and acknowledged our differences and similarities. We kept in contact by e-
mail. We knew that we wanted to meet again and this time to go further than our first
encounter. Well, we stiil did not know what exactly the conversation would be about -
whether was just to get together and sit and crack a joke or two over a nice cold beer

or to indulge in our successes as individuals. All we knew clearly was that we were to
meet,

Finally, the meeting happened but not in my country nor Faustin’s. A neutral place,
Vienna in Austria was chosen for us by the Tanzwochen Wien Festival Committee. It
happened when Faustin and me were asked to submit a project to be named DanceNext
to mark the fifth year of Dance Web scholarship programme. I participated in this pro-
gramme in 1997 as Boyzie Cekwana’s guest - Faustin went the following year. The
submitted project was the only one chosen and accepted by the Committee.

Remember, August 2000 was the year when Vienna was dealing with its controversial
right-wing government. In essence our participation was a political statement.

In our quest to express our true identities, we collaborated to create *Tales Off the Mud
Wall” which premiered at 2001 FNB Dance Umbrella Festival. The work focuses on
silence, tolerance and honesty. It is the work that overrides the African formula that
fuses mud huts, internet and globalisation, This work goes beyond expectations; it
question values as artists, Africans, dancers and creators. Linyekula puts it this way,
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"Why can’t we be true to who we are, coming as we do from a mixture of vi.llage mud
huts and the internet? Why should we remain true only to a stere_otyp:e‘? Being true to
who we are also acknowledges the many centuries of evolving historically, culturally

and political. We can’t just erase that".

The world sees Africa as a war zone, ravaged by the_Aids pandemic, poverzly an;l1 on
the other hand is seen as exotic, colourful and primitive. And I refuse to add to these

other series of words that only fit the stereotype.

Just like Faustin, I can only remain true to what I am with,.that is, my ce.llphoile i)(n my
hand, a computer at my desk and put on a ballgowx-l and still remain A_frlcan.f t;l ebml}:
role as an artist seriously even though. I am cartying a burdgn of trying tc.>f n ; at ;
ance between my own identity and the confrontatlo.ns 1 face.m everyday life as 01t.1 :
African. I however do find great pleasure and relief knowing that [ have presente
myself as T am with sincere honesty and great bravery.

“Tales Off the Mud Wall’ certainly has given me satisfaction, bravery and artistic qual-
ity. It gave me identity and a iruly representative of my culture and my country.

Conclusion

Tt is my belief that people of different backgrounds can trans.cel.ld E:ultural b;rrlllers 2;1‘11]({
create a new and dynamic culture for all South Afl‘lC.T:ll’lS. It is, in fact alreg y Aaplihas
ing. Young choreographers like Boyzie Cek\jvz.ma, Vincent Mantsoe, .G]a ys g}]cm—
and myself are but a few artistic who are thriving on the kaleidoscopic terrain old i
tural advancement — that is, in terms of dance. These are the names that you would us
to express the understanding of cultural diversity and modernity.

If we can perhaps take the time and revisit marabi, place our energies and research
other kinds of dance histories, we can make the invisible visible. Above all, we can
create new connections, produce culturally diverse artistic talents and develop new

loyal audiences.

I therefore conclude by saying that South Africa has a diverse culture and its leGl’Sll(;l
ty we cannot afford to remain in our little squares; it just doesn’t work. We are a wor
as we are, so we do present the world after all.

Copyright©, Gregory Magoma 2001
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DESIGNIN’ THE DANCE — AND DANCIN’ THE DESIGN.
By Sarah Roberts

This little whirl of verbal play is more than a frivolous gesture or elegant pirouette of
words. Rather, this expresses my sense of an ideal : the synthesis of indissoluble
choreographic and design elements, the fusion of the dancer as a kinetic and expres-
sive image performing with, and in, the shared visual field of a theatrical performance.
In this case the design is neither a decorative illustration of the core themes of the
work, nor an independent partner to the dance performing in its own designated space
and confined to its own discrete functions. [ intend to expand on this subject, and in
doing so identify the potential dialectical dynamics in the relationship between chore-
ography and design dancing their unseen delicate minuet from concept to concert. My
perspective is informed both by my experience as a designer and by my study of visu-
al culture as an academic.

Within the frame of the theatrical context the performer is undoubtedly the key dynam-
ic expressive element, the choreographer’s tool, but nonetheless the performer and the
role performed remains only one field of activity within a medium that invites multi-
ple artistic considerations. In semiotic terms the performance text is a dense field of
signs employing several discrete codes and subcodes simultaneously — each moment
is an instant of complex intermeshed languages generating meanings. An infinite
number of possible statements can be made through spatial configuration and treat-
ment, lighting, body adornment and select use of objects. As in the genre of installa-
tion art, these highly articulate expressive tools constitute an image text bringing
pleasure to the eye and communicating with the viewer.

Dance theatre is primarily a visual medium — a spectacle in the true, and non-pejora-
tive use of the word. Even in the simplest work, a design sensibility and a style can
be inferred: the concern with appearance is evident, if only at the level of an empty
space filled with light and the costumed performer. Removed from the architectural
frame of the purpose built theatre, cross culturally, traditional dance and rituals have a
clearly evolved set of specialized costume. This is without any one individual being
the arbiter of the image making process. The community is the custodian of the visu-
al tradition. Clearly in this context there is no consciously contrived design element,
and neither is there a trace of an individual choreographic mark. The performance of
the dance fulfils a cultural need: the celebration of social identity both in terms of
observing and continuing traditions and evolving changes.

Within the parameters of purpose built performance sites, designated theatre spaces,
the function of the performance, its potential range in expression, its formal capacity
is arguably altogether different. As a cultural phenomenon the performance of a con-
ceptualized new work acquires a different frame and corresponding expectations from
its audience, for whom the work is perceived as new and singular, an independent tex-
tual construction, attributable to a specific writer.
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I would like to suggest that the custom built stage is a "privileged space”" — the term
does not mean that it is inaccessible, or reserved for a select few, but it does suggest
that a theatre building is a dedicated space with particular custom built resources and
facilities that are best activated when they are best understood. The more sophisticat-
ed the architectural siructure and its engineering, the greater the degree of specializa-
tion required to mobilize all its resources. Further, to have access to both the build-
ing and its resources (both its expertise, and engineering) is, I would assert, a privilege
to be respected - because above all the theatre is a communal space, designed to serve
multiple needs at any given moment. Within this frame, both literal and metaphorical,
the relationship between the dance and its visual component is radically repositioned
in terms of its potential, in both its function and aesthetic.

I have asserted that the theatre is a "privileged space” but this is not intended as the
grounds for building a case to preserve a distinction between high art and popular cul-
ture. Nor is it my purpose to endorse any particular tradition or style of theatrical
usage. I am, however, asserting that the stage is a specialized space, much the same
as an operating theatre or the cockpit of a 747, where the facilities, even in the most
rudimentary houses invite, if not demand (at the level of the most complex engineered
spaces) informed use. Safety regulations and well entrenched routines of set up,
rehearsal and run of show routines demand to be adhered to for the simple reason that
they serve the best interests of both the individual production and the theatre team.

Co-ordination, communication and the sense of teamwork within a system are crucial
to this collaborative project.

Conventionally, no matter how many idealists might argue to the contrary, and even in
the most democratic of collectives, in my experience, the theatre team remains hierar-
chical. Producers excepted. the director/choreographer is at the apex of that hierarchy.
It is they who are the authors of the performance text — they are the individuals who
define the vision of the new work, who initiate the concept, and who will inform and
guide the performers in the rehearsal room.

But, in the privileged space of the theatre who creates the visual narrative? Is this ide-
ally the ground for a virtuoso solo by the choreographer to define a singular vision in
all its manifestations? or should the ethos of collective decision making, ensemble
commitment entrenched at every level of policy and practice prescribe a team dedica-
tion to a coherent visual statement? Or is this the terrain of the designer, as a special-

ist? I have no absolute or categorical answer. All these are viable existing models
and means towards realizing the concept as concert,

I have, ostensibly, a vested interest perhaps, in arguing the case for the designer, in
terms of protecting an area of engagement and pleasure - but feel no compulsion to do
s0. Increasingly my position is that it all rather depends on the definition of the desi gn
as process and as product, and the "job description". If design is understood to be a
an external corollary to the emerging work, if design is defined as the task of glorified
"gofer", if design is marginal to the concerns of the production, then T do not endorse
the claim that a designer is needed. A designer is as a visual artist whose exhibition
space is a theatre, permanent or temporary as in the stadium or outdoor event. A
designer is a conceptual thinker, not an illustrator, or interior decorator.
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A designer is fundamentally a team player at the cusp of the creative c.leveloprnents in
the rehearsal room and the logistical realities of the production facilities.

Regardless of which model is adopted, the chore_og.rapher as designer, the ensemble
ethos, or the integration of a dedicated designer, it 1s 'commonlplace to regard theatre
as a collaborative process with all the respective parties Workmg',J towar(.:ls a .comm];)n
goal, Objectives and goals are relatively easy to de.ﬁne and artllculate 1;11 t§rms of a
strategy for collaboration. The implementz_ltlon .of this collaborative synt‘ eﬁls,d eni?g-
ing in an intimate, respectful working relationship as a necessary Ir?etlr%od is har .e;"f afl
it sounds. Articulating the specific vision of a new dancetext 1s mgm?cantl)f difficult
whilst the work remains in the realm of the imagined, ‘Ehe "concept". Iromcall_y.t‘he
most sensitive phase of the work, the cautious proliferatlon- and ref?meme':nt of mltlicl(]ll
crucial ideas, coincides with the reality of forging new ‘workmg relationships. Lwou }
suggest that even in the case of established pat.*tnershlps between choreogr:apber ar;1 t
designer, each new project brings the same hes1‘Eant s.tart as a new concept 1s1 rlofutg
into focus. Familiarity, however, generates a situation where, nuances and half fin-
ished sentences are reasonably understood. The vital understanding of each others
vision, methodology and idiosyncrasies allows for a shf)rt hand, even telepathy, blased
on past experiences and responses. It is potentially disastrous to rely on this alone.
Verbal utterances, thought and semantics do not in therpselves enc?psulate the senso-
ry experience and understanding. And even the most m}nutely detailed verbal desc‘:np-
tion is subject to the bias of the recipient, so the S}.fnapt}c gap betwefan utterance given
and the message received is a minefield of potential misunderstanding.

Communication needs to be both verbal and visual. PrO\./isional s.ketch‘es provide a
more solid basis for discussion. These include a perspective drawing of t_he stage, laf
rudimentary ground plan, or a storyboard narrative of kc?y sequences. [ consider mys(el |
Jargely self taught in this respect: project based learning eXercises at the most. rudi-
mentary level of the requirements of a model and costume designs hgrc}l;f equip o.ne
for the real demands of the professional world. I learnt throug.h scrutinizing the pre-
sentations of established designers. Models enchant and fascmate as m}Jch as they
inform and describe, but it is the crucial plans, section.s axlld te(fhmcal Qraw1ggs that. are
the real blue print of the project. These provide an objective visual articulation, a visu-
al description of the treatment intended.

For my own part, I usually need a few days after an initial disc.:ussion I:?efore I amtl?
any position to generate even crude working sketches. I appreciate the time tdo_ scratc ;
down rough ideas, invariably to pursue some theme-or symbol through reading, an
then some time to allow these thoughts to merge. Tlme. to reflect, to revise, tc‘> r.e\fls-l
it my original responses. Frequently this also means time to‘mature a rather litera
and pragmatic set of responses into a more saturated metaphoric resolution.

Even the combination of these drawings, notes and references (irpagist.ic and verbal)
can be deceptive, rendering as they must inevitably do, the three-dimensional space on
a flat surface, mobile elements as suspended in time — at best t}le performance 1S
reduced to a graphic comic novel. Movement pathyvays_, areas of light and shade, the
impact of particular entrances and exits are at best imagined.




Personally I depend on a great deal of interaction with the choreographer at this point,
by telephone if necessary, but preferably face to face. In direct communication with a
choreographer less can be monitored or censored, or carefully composed as a response.
Immediate, spontaneous reactions in facial expression in physical attitude are very real

clues as to which direction to follow, and which suggestions should be quietly shelved,
or introduced more subliminally.

The most powerful tool, for choreographer and dancers on the one hand and for the
theatre staff on the other is undoubtedly a full colour scale model, accompanied by a
detailed ground plan, and full colour costume sketches with attendant line drawing
details. Significantly this was a contractual obligation made of the designer by the
Performing Arts Councils. In my own experience this has been replaced by the rather
perfunctory letter of appointment — less satisfactory to both parties — since the expec-
tations, rights and duties of both parties, have become distinctly obscure and confused.

(In practice, where the set and costumes are being made by a team, I ensure that the
model and detailed working drawings are in place. If, however, I am going to be
responsible for making the designs myself, in some instances, I take advantage of the
liberation from the commitment to particular material and construction specifications
and allow myself flexibility to experiment with new materials. This is a "creative
space” claimed by the choreographer and director in the organic development of the
work, and applies very often in equal measure to the designer. This working method
ts undoubtedly more viable to apply in a tightly controlled situation where the desi gn-
cr personally realizes the design and much harder to implement with teams of techni-
cians responsible for delivery the goods. If I am realizing the designs myself, and
effecting substitutions in materials, or discovering fresh and more exciting solutions,
I will always ensure that the choreographer has detailed revised line drawings of the
images we are agreed on — and try to get into the rehearsal room as often as possible.)

It may be useful at this point to outline the profile of diverse skills that accrue to a
designer. These all come into play at the time of resolving the tension between the
ideal visual image and the realities of the space to play in, both literally and econom-
ically. The repertoire of skills includes: a knowledge of the real costs of convention-
al materials, and their substitutes; a vocabulary of new, unlikely low cost materials to
experiment with; a network of specialist colleagues to consult, speculate and strate-
gize with since their insights may guide design propositions; familiarity with the yel-
low-pages and the industrial neighborhoods of the city; visual referencing, reading
and absorbing related images, ideas and mythologies, styling identities and significant
spaces; listening to the music, identifying the rhythm of the narrative. "Internal
research”, identification and analysis of the internal components of the proposed work
complements the more ambiguous initial "external research”.

This in itself all takes an enormous amount of time consciously dedicated to the spe-
cific task, and all the time, the unconscious mind is probing the same ficld of interests
whilst the conscious self is engaged in an altogether different activity. Koestler’s
notion of the "bisociation" can be briefly described as the quantum leap in innovation
that results from the unexpected collision of two matrices, two fields of action in a sin-
gle moment: between conscious absorption and unconscious engagement with a task.
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In addition to dedicated time devoted to the task of visual conceptualiz.ation, .what the
designer can bring to the project is a set of skills from e.mothejr Perspef:tlve, with a par-
ticular set of considerations as a result of either spemahs.t training or 1_nterest: I spec-
ulate and problematize over what conceptual, re'ferennal and technical skclillsd.th.a; a
young designer needs to acquire on an annual bgsm. Crudely th-e ﬁeld_of st.u y divides
up into two areas: the performer, and the potent}al transformation of 1dent1Fy as a sin-
gle focus, and the performers space and the particulars of the place to play in as a cor-
responding context.

The phenomenon of the space in which the dqncer performs more often than not 1sdtk_1;cl
primary concern. It receives accreditation prior to the costume's on the -poste'r atn - 1S
the programme. It is customarily first on the agenda at production meetmgs3 (;n im:l
of the set up it is prioritized... and yet it should arguably be a secondary consi erafl%)h .
at least secondary to the actual appearance of the performer.‘ In The Seven Ages of The
Theatre Richard Southern divides the performers resources into those that are prnnall;y
(body, face, make-up, costume and personal pr.ops) and 'those that are sgcon??rg (tt e
stage, set, lighting, sound) Alison Chitty, ona visit })y artists from the Nationa de?hri
(London) pointed to the same phenomenon in a series of wqushops and suiglgleite E]lt
good set design should begin with the costumed pe.rformer in an empty mo el box. )
is not my purpose to waste time speculating on this anon}aly — the production \l:for 1
shops are predominantly male. The set is arguably the site of greater teamword go -
laboration and specialist skill, whereas conceivably the cgstumes can be regar ehas
the concern of a more domestic skill with a sewing machine, or a propgnsﬂy t}? $ o.p
skillfully with due regard for the apportioned sartorial budget. The question OE t e pEIC;
former’s appearance and clothing is closer to the commonsense.understan ing an
generative abilities of any urban being of the 21st Century. Identity and appearance,
the twin passions, are deeply personal, and take longer to evolve.

Despite conscious efforts to reverse the customary ordelr of priori‘ties, I confes-s ’[hf;l’[' 1
deal with the space first. I propose that the first _task is .to c:?n51der_ the relatl(‘)pS 11?
between the playing space and the spectatorial po%n‘f of view in the mterestskn':)i 11‘1‘[61-
rogating whether it is appropriate to preserve the divide or not. My oW th.m ing is sE
fundamentally grounded in the tenets proposed by Dr Southern in atte_:mpt'mg to rza;:
a define of theatrical space that encompasses dive_erse cultural anc.i hlS‘[OI‘lCﬁl' mo he S.
They underpin my approach so thoroughly th'at it seems e?ssent}al_to ouzil.m-e_t esef
briefly. The primary node of transition from r1tu?l to_theatncall 51te‘: is the 1v1510n-o't
role and corresponding space. The theatre is distinguished b‘y its bifurcated naturefl
contains in one shared architectural volume a place for performance and a place 0;
watching. The different configurations in different theatre models attest to a range o
geometrical solutions to this single imperative.

Jean Guy Lecat, space designer to Peter Brooke a_t the Theatre Bouffes du Nord
(Paris) has this to say in his article 4 Visit to the Venice Arselnal. .
"4 theatre is a complex place: the auditorium and the aud:ence,_ the stqge and the
performance (sic) confiront each other, with the prospect of sharing rheu: energies.
At the same time each of the two spaces needs to accommodate the per formance
on the one side and the audience on the other. Space therefm_’e has a twofold ﬁmc-
tion, to accommodate and to relate. A far too accommodating stage space risks
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cramping the performance instead of projecting it towards the audience ... ... "I
suspect that the error cited here is the resulf of translation, but it does point to
another layer of engagement and confrontation, of the proposed production and
the particular venue, its dimensions and potential suitability for the staging of the
particular work. Lecats inimical subilety is in evidence, in endorsing this fortu-
itous slip. As always, centrally preoccupied with the significance of the
the performance site iself, the specific preoccupation with the rel
hetween the production and the spectator.

is the locus of concern and chief criterion of selection. He outlines the need for
a centre of gravity which is located in the “relationship” between the performance
and its viewers. Too accomodating a space, a stage too large, effectively isolates
and distances the performance within its own boundaries, diminishing its power

to affect its audience. The size and geomelry of the stage both contribute to the
impact of performance reception.

choice of
ationship

Southern’s study extends to the analysis of the relationship between architecture, pro-
duction style, performance convention and audience reception. I have fun, where a
work allows for this, playing with customary configurations and discovering the
appropriate point of intervention and departure from customary usage, particularly in
the interests of implicating the spectator in the performance. A South African
Siddhartha with Jay Pather began with this notion. The metaphor of the road was

visually suggested in the slatted blind that cut across the divide and bound the central

aisle and centre line of the stage in one, continuing to travel in the vertical plane, up

the cyclorama, turning back on itseif as a canopy. An elusive shared pathway towards
infinity was my starting point.

Integral to the definition of the parameters of the space are points of entrance and exit,
even in the most rudimentary conditions these act as markers, framing devices, sig-
naling the boundaries of the presentation. My personal preference is to try to grapple
with the convention of multiple entrance/exits points created by legs or wingflats and
delineate more precise thresholds. The theme of the surrounding frame and the

threshold as a significant moment in a mapping of space and time is a personal preoc-
cupation and motif.

The background to act against is too often an unconsidered support for the action,

contains and delimits the focus of the viewer, centring the attention on the performe
[t serves to locate the performer in time and space, whether it is ostensibly neutral lik
the photographers infinity cloth, or a symbolic abstraction of light on the cyclorama,
or a specifically textured two or three dimensional backdrop. Figurative, literal or
metaphoric, or abstract and minimalist, the backdrop initiates a transformation from
space to place. Lecat’s definition of place is useful to consider: "A place is a set of
concrete elements bounded by the space where life takes place and by its original pur-
pose." Edward Casey in Retrigving the difference between Place and Space interro-
gates the significant philosophical distinction — identifying the role of the frame as a
significant contextualizing and marking device. The frame provides a sense of place

- it marks a distinction between the generic and unbounded potential with the essence
of the specific and particular.

it
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Considerations of style emerge more obviously here inte}*pretativ; cop;lderatu;nts,
i ibili i t heavily on decisions made with regard to
aesthetic sensibility, and resources impac e vih resare 1o
" is quite literally a background against w
the "backdrop". The backdrop 1s qui R
i jects. An open cyclorama, washed with lig
the foreground of dancing subjects N i e ey
i tement. Gerry Coughlan, lighting designer ! | :
powerful visual sta . : ' ’ e Danee mbre
' i nce with choreographers w
for many years, describes his experie _ : : : A
1 ighti with every intention of using lig
dancers and settle in to a lighting session, vith | N ueine flehng as
ir pri i i t up one lighting state, a blue cy .
their primary visual tool. Having se o e s
i ide lighti dancers centre stage, he is then requ
ilar top and side lighting on the ety s
i i hange the state to a gold wash, w i
nificant change. He is asked to ¢ | vash, which he duly docs.
i i f outrage that no change is visible at all, _
and is greeted with murmurs o : : s visble aval, Dectues e
is sti hange is there all right. ¢ dan
background is still blue. The ¢ | 1 !
colour of the cyclorama.
horeographer sees only the unchange :
gold wash, but the ¢ ( ' A
i i i ly because it demonstrates ho
think this worth recounting precisely Sommanding and
lly are, and how the focus of the
omplex the resources of the stage rea X . '
fravfl right past the performer to features that are either extraneous or integral to the

moment.

I am ambivalent about the use of video and slide projections currentlyt mbvoi%:)ls szzrel
i i i i is to be.
ltogether less innovative than it purpor
deployment of technology is a : . e oot th
i i 1 i tions deploy their resources see
the way in which multi media produc urce .
approp};iating the indices of popular culture and technological innovation are the only

grounds for this form.

: . il
The concealed backstage areas, the wings, storage and the dres;sgng r;)om? (thar;;(:a 1
i i haracteristics and features of Southern’s the (
methodically following the key ¢ _ youthern s thestnes
iti i iderations. At the simplest level the ¢ e of
model) are critical design const > e T ot
i i dimensions, the angle of hanging legs, or p sitioning
masking, the materials and , th e ohine
i ) d exits, and more crucially affec
masking flats constructs entr ances and exits, e R
ibiliti d of the lighting designer and of dance in p i
B o e | with a sense of place and then
i i 1 ty space, deal witha s
ence | am learning to design from an empty : .
:ddress the side masking before even thinking of what structures might occupy

space enclosed.

t

From the outskirts I proceed towards centre, the floor surface t ;ﬁ;i r\lfelllsrtlczﬁlsli;d}i
expanse. The obvious flat user friendly dance mat surface need nqt relf -
ered. In theatres where the auditorium is steeply_ raked, the ﬂolu;)r L fo N
against which we read the figure, it becomes a kind of sefcond E}Zt (fti e
I have enjoyed experimenting with treated dance ﬂoqrs in a var;ti a);ly o
ways. | have used old second hand ballet mats, painting ina paes b
circle” with a combination of PVA paints and self adhea.ve tal‘aj o onte gt colouzel
(Canto Hondo with PJ Sabbagha) and more recentl;Ir, creagngha e b JayABABTY
desert floor out of vinyl wallpaper (4 South. African Szd_ a‘;‘rs . e performange
Securely taped down, the paper dance floor withstood the rlgli)a S es of exporiiments
far better than I dared hope. Most recently I h'ave been th;ou}igzomal £rame on the outer
locating this floor treatment within an explicitly defined hor

. d Juliet with
. Omen an
edge of the dance area. The most extreme use of this was in &

the Fantastic Flying Fish Dance Company.
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In this case we invested in the more costly, but daring and effective option of a level
of rostra parallel to the cyclorama,(in addition to a silver insulation material frame
containing the side and downstage edges of the white dance mat floor) The upstage
rostra incorporated a double centre unit that could truck out of position. This became,
with simple additions, Juliet’s bed, the sarcophagus in the crypt, the altar in Friar
Lawrence’s cell and walls or seating levels in the town square. On a far smaller scale
in Womantide with Sylvia Glasser (Dance Umbrella 2000) eight small square individ-
ual boxes, with different surface treatments became building biocks to redefine the
space for each movement. They became multi-purpose small scenic elements. The
less specific structural elements start out as, and the more they are integrated into the
dance the more rigorous attention needs to be paid to their precise appearance and
structural specifications. These very often require more consultation and experimen-
tation than the big spectacular elements that can so casily be hung on a fly bar, and
barely affect the dancers at all. [ try to ensure that the real structures are in the rehears-
al room to "play” with through the development of the choreography to ensure maxi-
mum exploration of the objects, and their integration in the choreography.

In performance classes 1 have evolved a series of games and exercises titled "revela-
tion of space/body/object” linked to "transformation of space/body/object”". The
objective is to encourage fresh discoveries in the way of using, perceiving and playing
with what we have become overly familiar. With objects, for example, one by one per-
formers are asked to interact with a series of everyday objects, a newspaper, a wine
bottle for example. They are asked to observe each other, and not repeat the uses
already demonstrated. Through this defamiliarisation task, the wine bottle (which kept
four students occupied for close to two hours) variously became, on its side, a spin-
ning top, a baby to be crooned over; a fragile indicator of balance in various ways, and
obviously a storage vessel, the last few drops became ink to write with, and the bottle
itself an ashtray. These exercises in transformation have developed as a result of
reflecting on a maxim much quoted by the late Barney Simon, about the nature and
purpose of art. The idea originates with Georges Braque who observed how, during
the First World War, a bucket, a container to carry water, with holes punched in its
sides becomes a brazier to carry fire. This sums up the power of art to provide a means
of seeing things in a new and altered light, so that one’s perceptions are forever
changed. Matthew Bourne’s Swan Lake even only on video, has changed my percep-
tion of Tschaikovsky, ballet, princes and swans forever.

But as Dr Southern so rightly points out, scenery as it is commonly understood, is a
fairly recent development in the history of world theatre, emerging in Europe along
with the Renaissance delight in perspective painting and trompe 1’oeil illusion. This
initiated the tradition of design that is rooted in the painterly spectacle to be marveled
at as an ingredient physically separate from the performance which occupied a narrow
shelflike portion of the downstage area. In the earliest Renaissance theatres,
Sabbionetta, Farnese and Olympica, at least two thirds of the stage space was devoted
to housing the elaborate mechanisms that facilitated the changing spectacle from one
gloriously painted illusion to the next, while the performer was comparatively static in
the foregound. This complete separation of design and the performance was conven-

tionally understood and appreciated. Inigo Jones as masque maker and story teller has
passed his heritage to Steven Spielberg.
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In this century the cinematic tradition with its facility of the ClOS{? up camm]":l s?c&t thas
quite literally shifted our focus to the performer, and the more Fhfﬁcult tasl' ot de e1rc-1
mining the appearance of the performer on the stage. It_ls I thlr}k a complicated an
tricky set of considerations. Frequently thqe are may d1fferept identities to 1ma-%}11ne;
define and image. The stage design itself 1s rath‘er like one single performer, \;il t E
without a whole lot of costume changes. And it 'hats the added advan_tage (or‘f 1,e_
designer) of being incapable of voicing itg own opinion, and seldom (;)bJects ;;)(;1;( iy
ously to what you do to it. It is utterly without ego, temperament and person

eties regarding its own appearance.

Performers are a very different proposition‘for l?otl} choreographer and ci}em.gnr::ri
They have mobile bodies, anxieties about their limitations, an ego and ﬁ pro ess;g H?e
and personal image to maintain and sometimes proteet — they are .al'l too gman. ome
performers may be content to be the instruments of an overall vision f-m: (_:;)nclell)léer_
delightfully animated variations on the themel of Edward Gordon Cr.alg s idea uber
marionette. But this is not the norm. Increasingly th.e performer claims a signi "
role as independent creative artist, integral to develop%ng the text and, by ext:ns;;o;,_o
appearance. Experienced performers who really key into the overall conceéa ;1 - i )é
to work with. It is usually young performers.whg sec only themsel‘ves, an 't e 1Th§
that they wish to project, and they cling t(? this }’Vlﬂ’l vaguely alar}nmg ‘?dena’ctltl)_zl.{e - ;,[
forget the somewhat distanced point of view of the spe::tator. It theyl.konth 1CUt o
they see in the dressing room mirror, or if they don’t personally like the ;d
colour...if too much or too little flesh is revealed, or personal taboos transgressed...

the trouble begins.

First fittings are notoriously difficult. The cost.umelusually won’t fit pei)flectly \:’li[(})lg]l;l;
requiring a single adjustment, which means it nfeltber feels c'omfolrta he, noSt o0k
great. The garment is untrimmed, unfinished. This is unquestionably the m(t) e
ward moment for me in the whole journey from concept Fo concert. | too amh rymlg1 o
assess the appropriateness of choices made, money and t}me spent, anc'i Seeht rou%ume
the finished costume. To complicate this, the performer is 11n§erstand1ng the cos e
for the first time, understanding it with the body, not seeing 1t as a sketch, seemgt o
reflected image in the mirror. The gap betwee.n swatched sket.ch .ar}d the garmz?wm
the body opens up. Invariably the extent to which the costum'e inhibits rnlovemeIlt "
be tested, while the trouser leg is too loose anq the crutch still nclaeds adju;tmsesi -
the garment pronounced unwearable and unsmtable. None of this helps tte - %_1 e
and wardrobe staff — who are just as anxious in this moment. I have learr;t c;l St ‘i’] o
and relatively unemotional and insist on wait‘ing for a real assessmen}t} 0 V\}; eaen .
looking at — which can only be at the next fitting, once the alterations haveecond e
Until then I iry to hold on to the style and cut I am aiming for. And at the z .
ing I ensure that the choreographer is there to endorse -the decisions orbr ;1 e apped
fications, even a total change. On rare occasions an entire costume hashe . thapl
but I have only ever done this at the specific request of the choreographer,

ever at the individual request of the performer.

rticular con-
On the trajectory from concept to concert, the process devotc-ed ]t;; ther fsortion o
sideration of costumes is time consuming beyopd all concewaf Er?c 2
garment that it produces. Research and referencing the cut, the fa
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emphas&s anq trimming details, accessories, hair and make-up. I usually work in

cil, pen and ink and present line drawings for discussion and'approvalyWhere (I)’::il'
ble I prefer to do the sample swatching next. The combination of line dre;win del‘zail d
notes and swatchmg I believe provides a coherent and clear outline for a %’utter aed
§earpstress, and if I am making the costumes myself I prefer to get on with their n1
1-zat10n ratheI: tha‘n returning to the drawing board to colour the designs. Fabric S;Ta :
tion and buying is an art, or at least an acquired skill in itself. I consic-ler myself fec
tunat_e t.o have begun my career in a climate where I could ]ear.n from the mai 'Or(;
speclie?hsts, craftsmen and women in the areas of fabric buying, pattern cuttin ny til'ﬂle
detalhng. and finishing of costumes. The tricks of the trade al‘f; too numerous%o cli in'gl,
from anthl.le pleating to dipping solutions of potassium pomangenate and water ts ; 1,
garments in varying degrees. The crucial lessons in reality, ways of allocatiﬁg

resources, time manpower and the b . :
wardrobe. udget are learnt in the company of the production

;t is a lonely process to tackle the task alone and ill equipped. 1 miss the collaborati

in problem solving and strategizing when I work without the support of a mor .
rienced manufacturing team, where each meeting, each conversation means l: ming
more about the means for realizing and improving the design. I have learnt asarr;lLllgﬁ

about design and art, and craft, fr ici
. , from technicians and worksho
acknowledged artistic experts. Pt have from

{1 acqmrfed _experlence, skill and a questionable kind of confidence in a very different
1eatr§ rom today. All the then well subsidized Performing Arts Council Theatres had
extensw? Prc.)du.ction Service departments, and working through a number of thess at
the Towliest junior level was not unlike an apprenticeship in design that counterl‘jaell
anced the years of academic study. The Market Theatre, although unsubsidized, sto (;
proudly as a be.acon of innovation and commitment to developing new South A,fri .
‘.WOI'I.(S. Ver.y quickly, from that platform, several teams of people were proudly o Catn
ing in the mteryational arena, in different languages, and having to mfet locz}:l pec.
tations bo}h artistically and technically at a bewildering number of International eXPeCt‘
gjarde _festwals an.d in major world theatres. Designers and technicians, handlin a:]::h:
nical rilders, forming the advance party had a pivotal and recognized ro,]e to playg This
tsl(;::;l;]sdhgs cl;angzd — young students who have a talent for design that should b'e nur-
e delve oped, who shoulfi be afforded, both literally and metaphorically a space
play and learn 1n, are struggling to find a context in which to hone their skills.

A . o
atls.eatizom}ghdemgnerl worked largely with directors who had greater experience in the-
e }an gd, so I'learnt from them. I learnt about dreams and visions. I learnt a the-
Wolmz; nvofctah utl]ary. I ln;:arntfabout space and style in the slipstream of great men and
of the theatre. I suffered no confusion with hierarcl 1
o \ _ . archy. I was the apprentice and
Vi:rnmg my .craft from t.he multiple perspectives of the different "greats” for which it
" 1;)sl my Erw;lege to deiislgn. And they were patient, guided me through my mistakes
ained changes and developments, so [ learnt t ’
A 0 respect the nature of organi
changes. Above all I learnt about 1 Cer
theatre, and how it m 1
; : . oves an audience. | see per-
iﬁ;mancgs now .V\iher‘e the design and the performance remain two separate texts, two
Cane(;))e;l ent entities in a shared space, like transparent films overlaid on each otﬁer. I
nly speculate as to the cause, inexperience, a lack of real understanding of the
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vocabulary of the theatre, and a lack of real collaborative communication. What is
necessary is the need to learn these things, they cannot be imposed, they can only be

shared if the desire to learn is in place.

Over lunch one day, Jean Guy made a wry observation:
"Have you noticed how people arrive at a theatre, but they leave a play?”

The significance of this is deeply profound. An audience arrives at the theatre, it is
familiar, known and identifiable, but it holds a surprise within its inner precincts. The
known phenomenon of the building contains within it a "condition of possibility”, an
expectation of experience, of a specific performance. The playing out of that perform-
ance has the potential to mark them more deeply and profoundly than the experience
of the building or the event itself, which is why the production has the potential to
make the dominant imprint on their memory of the evening. It is my contention that
this happens where there is a fusion of production elements in process and in product.
Yeats ends his poem Among Schoolchildren with the lines:

O chestnut tree, great rooted blossomer,

Are you the leaf, the blossom, or the bole?

O body swayed to music, O brightening glance,

How can we know the dancer from the dance?
It may well be a human need to divide out, identify in order to know and recognize

separate elements. It may be that specialized teams are dedicated to particular concerns
of a production as part of the process of realizing a concept. Ultimately, however, the
cssential compelling force of a new work - its essence as a theatrical equivalent of
Veats® chestnut tree - is the true synthesis of its collaborative forces.
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WHERE ARE THE CONCERTS?

By Andile Sotiya
Intro:

- a short intro about myself and background into dance...

[L hope you all have read my short biography and what else is there to really say than
I am home here, so be careful of what you say or you will be in trouble, I'm really from
Guguletu, if you flew into Cape Town, you would have passed it on the way into town
and if not there are tours there and back...So get in touch...]

- I must say I am very scared but equally honoured being here and...

[...when I was asked to take part in this conference, T said "Yes" without realising what
[ was putting myself into, just a way to get out of work. It won't be until I finish here
today that I can maybe relax and wish I was never here. If I collapse anytime during
this presentation, just simply roll me off stage and move on...I will be fine.

If you get bored, just imagine it was you standing here and now you might realise how
daunting this is and if I do stumble over my words just imagine I went into a
"RELEASE" mode. So just keep your thought to yourself and wish me luck and pre-
tend all is going GREAT!]

- acknowledgement of the speeches before me and 2 short reflection_on them

[a short improvisation on points I got from the other speakers and this is if [ dare to
even go there]

- Introducing my format, that...

[trying to work on a format for my presentation | opted to a one which is... 1o have a
discussion sort of a format than me standing in front and being a preacher sort of a per-
son as | believe what will keep us moving forward will be open discussions in which
we can give views and challenge views on why things are what they are at this point
and what is a way forward, not a process that I know that everyone will agree with but
at least things will be out in the open and people take what they want from it. And it
is great for me...]

If taking from my working title you might see that I've diverged a bit from the work-
ing title of the conference but I feel that T need to know how stable our industry here
and what can we do to make it a prosperous one and the vision for it's future. As I feel
that soon we will be loosing the concert halls/ theatres and in will be casinos showing
live Tits and Ass on Pointe, etc, etc, ete...l do not want to be treading on something
everyone knows already for just the sake of saying something and along the way mak-
ing a fool of myself. I need to ask some questions to help me understand and so when
someone asks me when am I coming back home, I can simply say "TO WHAT?" I’'ve




been scared off from coming back home a couple of times, people saying coming back
to what here, look State Theatre has closed, etc. T tell you it is frightening and frus-
trating. We have good dancers and dancers makers here. . ought to know a bit because
I trained here, I've worked a bit here I have friends in the industry. I have an interest
in the development of this country and we've got everything we need "almost" to make
a great industry. But what is going awesomely wrong here. I now work and leave in
the UK, there's not a day that passes without me wondering what we need for our
industry to be as prosperous as there, I cannot look at the two places as a reflection of
each other as both places are so different but similar in cvery way one looks at it. There
arc problems there too, companies are closing left, right and almost centre but there
are so many more but still not enough for the number of dancers around., Here, there's
almost zilch and we are losing artist as they do see the reason to stick around and now
it has already started in the dance schools as students don't have much choice cither.

There is definitely a problem here and everyone knows it and we are just holding at
what we've got which is not much either, For me it's easy to just say "I don't give sh.t
as I am working overseas and so this doesn't affect me, to be honest it does and I want

to see change, we've got great artists working here and a others overseas who want to

come back home and do their bit too, but to what? I've been 5 years in the UK and if
for once I didn't believe that there was nothing that this country can offer, and then 1

wouldn't be back here. If one was to do a study on the number of South African

dancers/ artists gracing stages somewhere else other than here at home, one would be

very surprised if it would be a surprise. ..

a quick reflection into the performance of Greg, Boyzie, Portia and Timothy

[ T took a couple of friends to a performance at the Pucell room, which is a small the-
atre at the South Bank in ILondon. | really didn't know what to expect as I didn't know
much about the performance until the day. To get to the point, to start with both my
friends have a dance back ground and are very critical. I was very happy when they
came out of the first half both smiling and both said they were quite impressed, 'please
don't ask me to go into details', I must say I was very impressed myself and I was
buzzing with the audience response. I spoke to some afterwards who where surprised
at the standard of dancing and the variety in styles, Yeah! Off course some where there
more for traditional dancing, which is sometimes difficult to explain to people that
there's quite a diverse dance scene in South Africa. My point here is that we've got a
lot to offer but we have to realise it first where we come from. We've got a lot to learn
and expand but we are not that far off, and yes some things will have to change too...

It's time to get out of the adagio section and at least move on to petit allegro...]
what is the vision for the arts in this country..?

[ looking beyond this day and the next and look more into the future building a path
now. I don't really know how it works here, but this is my experience from Phoenix
Dance Company... I joined Phoenix Dance in 1998; the company has been around
since 1981. It has quite a colourful history and March this year we where told that the
company will be closing down temporarily until sometime early next year. The closure
was due to restructuring of the company, the board messed up the company and so we
where paying for it, they fired the then Artistic Director without consulting the com-
pany funders or having a second plan, etc. What happened after that it's just everything
when down spiral, in the midst of all this the principal funders which in this case was
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151 hich was
Yorkshire Arts asked the company board for a company vision statemer\li; nftg:at v
to lay out where the company was going, the 1deas for the futul:"e, ete. We (hat was
refused as one no one though it was workable, and what was dlshearten;negd e
they did not even once come to the company to se¢ wha‘t we thoughtf (1); :ntffying -

is 1 isi see itself going, a way o
the statement. This is a vision the company O e oron
i ts help when you are looking for

self in the vast market. These statemen . ool T
are looking at partnerships as most company might have a similar goal to what y

got as a company.

They can be in a form of a:
1. Vision and Action Plan
2. Core Values and Working Principles

3. Business Plan

ke
I think those companies if they haven't got one of these; they should ma}yge sttalrtt ;h;?art
ing of getting one, mostly young companies. | believe we ng;:d, as T}i gll usorsfemment
thi ' em wi eg
1 hat we think the future should be. There's a pro .
;noatp(?:ilfgv;;jch maybe this can be a way forward a bum_ness plan asr)a an industry, we
need to lobby harder, talk louder and act harder... What is the future?]

Off course we cannot look at things one sided as the most difﬁCL;}t part is 100k1?0g s;
- ibuti i is, where were we three to five years ago
what our contribution to this problem is, w _ N B o
1 - and taking stock. The package
‘here we are today... Looking harder an ! o hen
\;qybe doesn't work now and we might need to repack.age it. In ‘;l}le U;(dthirj ;: ra:] Oc;t
; i d these does help with the profile of dan .
f incorporating dance and sport an
2f the pgople who participate in the programmes are the one that would have nothing

to do with dance.

Audience development: this is one of the areas we really needfto 10(21]? at ve;;;\?étl)s;:
| 1 i ed to devise programmes for audience :
ly and ask questions. Companies ne ' e e
ime i doesn't help as people are quite re .
ment. Yes, crime in our country . . et in e e
i i ij d after an evening out in the theatre if it happ :
their lounges and getting hijacke e
is sti k after the show. we need to look a ,
car is still there when they come bac . S —
iri i to door and delivers after shows, sho
hiring a bus that picks up door : e e o
twice a week people can come to
er.theatre schemes of maybe once or . : )  the e
, ats for the visiting co
. For example a theatre will realise a of se
B s distifate is i to make money out of
istri this is up to the company
any to distribute themselves and . e
fhesye the company might then advertise for people to a.pply ;"ile?k ora couapllle ;)Ou p}; t
i : Scheme/ Special which it may me
in advance for the Pay What You Can | ; youp
ts for any one performa .
d one can buy only one or two ticke o
your name down an O
i ini R5-R10,etc, the possibilities
hev might be a minimum of between i . o
f[hiri]g elsge anyone? These are schemes that would need to be researched into, tried
tested. Other than that, marketing, which off course cost money...

i if not
- Education Program: this is a program that in the UK almost every comﬁ'a;lys e
all. has an education program. They are as diverse and cater for different things,
is ;vhere the money is at the moment in the UK.
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Everyone is in for a bit of education. There are technical advisers who design educa-
tion programmes tailor made for companies and help set up these. They are link to nor-
mal school activities. For example iets say JazzArt will work with maybe a few stu-
dents or pupils from Guguletu Comprehensive School and Cape Town High School
and this program might take anything between 3 days and sometimes up to 6 months
depending, this will be working towards a piece of up to maybe 20 minutes, So what
companies do would have a show sharing with the project. The first work would be of
the students and then followed by the company. What the company would have gained
from this would be an audience made up of mothers, fathers, sisters, aunts and uncles,
friends,etc, who came to watch their darlings perform and off course would have paid
for the show. The school from where these kids are from might want to be there to
cheer their chosen ones, the rest depends on how good the company's marketing
machine is and the company itself. These are sometimes called residencies... What you
can do with education depends on what you are offering for the future you have to be
wise and with your ears on the ground, and be able to spot new trends as things do
change quite fast and there's someone else who can do the same thing for less and with
a bonus of maybe something better, a bit like fashion, in today and out later today...

We have to change the packaging so it appeals to a lot of people and yes you will lose
some but hopefully you will gain some.

Yes, I am lucky to be where [ am today and believe me I know it is hard, things aren't
the same but hey! but are they supposed to be, aren't we suppose to be moving for-
ward? But have we moved anywhere? Dancers here are getting disillusioned as they
feel there's nothing for them, is there someone who can tell there is? Politics have a lot
to do with where this industry is at the moment, we need to set up a partnership with
the government, we need to help them understand the need and the recognition of what
we do. This is a new country and it needs us to nurture it. We are part of everything
that made this country what it is today as we've been long an example that people can

work together. We where never freak shows or side shows but that we stand on our
own...

[ [ hope I have shared a bit of myself with you, I hope I have triggered something in
you minds, | want to see this industry prosper and a lot of other things too but hope-
fully I will be invited to the next year's one, but we can't wait until next year we need
to act now, next year should maybe be a reporting back Confluences on so far this is
what was achieved, this is start of a long journey in mapping our future. I want to come

back home because I believe there is a lot to be invested here, there’s no place like
home... ]

Enough said, as I can see I'm starting to bore even the hard liners. .

Thank you for listening and at least | hope I was worth your ears and attention...

Where are the Concerts?

Andile Sotiya
May 31, 2001
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: THE CD-ROM - A MULTI-MED

HYSICAL INTELLIGENCE:

stEW OF PROCESS IN THE CHOREOGRAPHY OF THE FIRST
PHYSICAL THEATRE COMPANY

BACKGROUND TO THE LECTURE DEMONSTRATION
By Calum Stevenson

. : tween ideas
"Choreography for a contemporary theatre [is] the creative c'on?uemii;’ eiration intu-
d action. In this context choreography does not rely exclusively on 1 ef detail ed and
?tr‘l pont.aneity tuck, chance and observation of the master. -H1req§l'r earmed modes
1tion, s 2 ’ . . : iential and 1n
’ eative, experien .
' earch that draws on dlscurswe,' “r ‘der i ation of
e’?_"““@ r"es(Gary Gordon, Lessons and Mirrors: steps to consider in the educ
of inquiry. : '

the dance maker, July 1997.)

A CONTEXT

i i IC Teview.
The First Physical Theatre Company last year undertook an 1(;1tt;:ns_1v:3 flt]r;tii; e
: i y ‘hich addressed the inter
i 1 ave rise to a long-term strateg3{ W o oo e
This reVle:; %vell as the demands of the various targeted beneficiaries ang ?four o
flompoanr?l;any’s programmes. The company’s T.E.A.M. Strategy outlines th
e © g

grammes:

T echnology, Merchandise & Marketing
E ducation and Development
A rtistic Innovation

MPANY
HISTORICAL BACKGROUND: FIRST PHYSICAL THEATRE coO

irst Phvsical Theatre Company has over eight ye'ars of highly. svuc:(:f.:ss'ful exrp;zrlis
o F_“St g s projects with national and international recognition 1in 1‘Fs va .
S oaran numem;llerIiheJ artistic directorship of Professor Gary Gord(_)n - IF:adlrIig a;wz;ar
pr'ogr'ammes ‘? . artist and educator, and head of Drama, Rhodes University. E]l;hydes
alone, theal’é don was the recipient of three prestigious. awards: the 8 :
alo?e’ ('Bar};" OrChance]lor’s Award for Distinguished Teachmg, the Eastern daf}())r
gr;:lr\r(:i::::’}; A\t\(f:;r_d for Choreographic Excellence, and an FNB Vita Special Awar

I

his work Bessie’s Head.

ing and per-
iring artists while developing original and novel approaches to the creating p

for ether the dynamic elements

forming of theatre. The company 1s kr}own fqr bringing t(c)lg e
of theatre ... dance, music, mime, design, voice, song and mo ..
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in an atmosphere that is provocative, exhilarating and illuminating. First Physical tours
extensively throughout the country and has performed in Botswana and France.

First Physical’s mission to create collaborative opportunities for young, aspiring and
experienced artists has meant that in eight years the company has produced over sixty
original works with six resident and visiting choreographers, and fifteen new voice
choreographers - many of whom are now successfully working with their own com-
panies. More than twenty composers, playwrights and designers have collaborated
with the company and around eighty other artists. Forty invitations to festivals have
added to various other engagements.

The company’s focus on innovation and originality is now increasingly documented
and promises to add to First Physical’s growing education and development pro-
gramme. Aside from a number of educational productions, the company also fre-
quently presents work from the repertory at schools’ festivals in conjunction with First
Physical’s workshops programmes. Adult education, creative movement and commu-
nity dance classes, residencies, internships, apprenticeships, development programmes
and educational publications (in print and digital formats) also form part of this impor-
tant aspect of the company’s work.

MULTI-MEDIA MIRRORS AND PROCESS IN THE CHOREQGRAPHY OF
THE FIRST PHYSICAL THEATRE COMPANY: A DEMONSTRATION

The demonstration will take the viewer into an insightful journey through the reperto-
ry of the First Physical Theatre Company, and in particular, into the unique choreo-
graphic processes of the company in the context of themes or archetypal manifesta-
tions of the works created by the company between 1992 and 2000:

- The Traveller

- The Archaeologist
- The Initiate

- The Shadow

- The Juggler

- The Lover

Intended for use by scholars, researchers, artists, educators, and the general public, the
research, development and design of the CD posed unique challenges to the team of
specialists working on the project. The demonstration also offers a glimpse of the
graphic, video-graphic, animated, audio and text-based resources available to the var-
ious users.

PHYSICAL INTELLIGENCE PART I1: AN ANATOMICAL SKETCH

The second in a series of CDs is well into production with most of the Apre-technical
and -design work completed. A glimpse of what is yet to come .......
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USEFUL INFORMATION

Recommended System:

Pentium 500 PC, 64 Mb Ram, Sound Card, 8 Mb Video Ram,
Microsoft Windows 95 or higher

Orders:
First Physical Theatre Company, Drama Department,

Box 94, Grahamstown, 6140 )
E-mail First.Physical@ru.ac.za Tel 046 - 622 3897 Fax 046 - 636 1582

Web site:

www.ru.ac.za/firstphysical
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