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Detecting, choreographing, sculpting
How does an action create the germ of a narrative?

by Maria Ramos

*(...) your body as an object in space, but also an object that contains space.”
(Antony Gormley, 2004)

When I choreograph, I am primarily concerned with how an action triggers a
narrative - the first sign of something that is going to develop. When this first
sign of something happens in rehearsal, in performance (a particularly felt
atmosphere, an atmosphere that transpires from the actions themselves
giving rise to an unuttered narrative), it is immediately recognised (by the
performer, choreographer, audience). But not so immediate is the
identification of the processes that were used to arrive at that point.

Talking about her experience while working for Randy Warshaw’s Dance
Company, in an interview published by the Arts Archives?, choreographer Meg
Stuart says that she was especially impressed by the idea that ‘an action can
create the germ of a narrative, just enough to make you feel something.’ For
me, her observation has to do with how an action can create a sense of
meaning without it being figurative or self-descriptive.

I am interested in the correlation between choreographic and sculptural
composition. In this article, my focus is on identifying the work processes that
I used to create 'the germ of a narrative’ in the choreographic works
7pm/Rumour (loose in the air)® and Nerves Like Nylon (NLN)*, by drawing a
parallel between these methods as applied in contemporary dance, and those
of sculptor Antony Gormley.®

Written from the perspective of the ‘expert-practitioner’
(choreographer), a term used by Susan Melrose (2007) to differentiate and
underline the importance of work-process analysis carried out by professional
artists as opposed to professional spectators (scholar, dramaturge, critic), I
position myself both as the investigator (detective) and the one whose
choreographic work is being investigated (the detected).

! Gormley, A. (lecture, no date) Learning to Think: Sculpture as Physical Intelligence, extracted
online at g y.com [ in 2004]

2 Arts Documentation Unl! Exeter. Ref. 5054 STUA, 1993

* 7pm/Rumour, choreographed by Maria Ramos, explores a physical and imagistic integration of
the poetics of language, and forms of sculptural identity. Inspired by sculptor Antony Gormley’s
point of view that ‘your body as an object in space, but also an object that contains space’.

* NLN, choreographed by Maria Ramos, is based on the principle that a choreographic
construction can trigger movement when it contains a certain degree of stlllness Based on two

SCi al p by y 'stillness can exp its 7o is
best eocourwed by a static ob)«:t‘ my is to ish a choreographic paradox: NLN's
set scenery and choreographic construction, rather than q gg instead,
its impossibility.

5 Antony Gormley is a British sculptor (1950) who has revitalised the human figure in sculpture
over the last 25 years gt of the body as a place of memory and
transformation, using his own body as sub]ec:, tool, and material.
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The germ of a narrative

In the lecture Learning to Think: Sculpture as Physical Intelligence (Gormley,
2004), Gormley points out that ‘the primary condition of sculpture is stillness’.
In the same lecture, he quotes Gotthold Lessing in Laocoon (1836):

A work of art ‘in its coexistent compositions’ Lessing argued, ‘can use but a
single moment of action, and must therefore choose the most pregnant one,
the one most suggestive of what has gone before and what is to follow.

Gormley continues:

What is this stillness in some objects where have we seen it before? I'm
always saying that the stillness of sculpture should be like a seed or a bomb,
that there should be a fullness about it that allows it to implant itself within
our consciousness and some way be the reason for an explosion of new
sensation or feeling of aliveness.

In Gormley’s work, although at first sight his iron sculptures appear to be
neutral, they resonate with a sense of inner aliveness. His sculptures are
indeed still and quiet, but not distant or remote; they seem to be embedded
with a sense of human experience. Why? Probably because he begins a
sculpture by making a cast ® of his own body; he begins by being the space
inside it, by planting his body right at the beginning of the work. This process
of embodiment gives Gormley's sculptures a sense of ‘fullness’. In my
choreographic work, for an action to trigger a sense of ‘narrative’, the
narrative or narratives are embodied before any actual action occurs.

So, what do I understand by an ‘action’, a ‘narrative’, and the ‘germ of a
narrative’?

By ‘action’ I mean a movement, a gesture done with a cause (any
cause). By ‘narrative’ I mean a network of connected events: it could be
perceived as an atmosphere, a physical state, a mind tone hinting at a
specific place or time. By ‘germ of a narrative’ I mean what transpires from
the action, what makes an audience engage with it.

For me what Lessing’s most ‘pregnant’ moment, Gormley’s ‘seed’ and
Stuart’s ‘germ of a narrative’ have in common is related by the process of
embodiment undertaken during the making of the artwork.

Making ‘the germ of a narrative'

What is characteristic in some of Gormley‘s work is that instead of starting by
sculpting materials, he lets those materials contain and mould 7 his own body.
By involving himself in plaster to create a mould of a human body, he begins
his sculpture physically - he begins by inhabiting the space inside it.

% To reproduce an object, such as a piece of sculpture, by means of a mould. Antony Gormley:
Some of the Facts, (2001, p.26)

* A hollow, or negative, container that gives its form to a substance placed within it and allowed
to harden in the process of casting. Idem
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Figure 1 A, Gormley: Moulding process for Critical Mass

Although I do not begin by literally wrapping my body in plaster, I do start by
surrounding it with specific materials. Let’s say that in the case of
7pm/Rumour, the text becomes the plaster. The text exudes a particularly felt
space, a specific environment and atmosphere. The body absorbs and starts
producing a physical state, behaviour and mind tone - these are the materials
with which I envelop my body. The focus at this stage of the process is not to
surround my body with ‘inspiring’ materials, but to immerse it into the reality
of that particular imaginary, allowing it to create its own physical thought ®.

Making the germ of a narrative; examples of the work processes used in
7pm/Rumour

‘Active stillness’: this practice is about letting the imagery sink into ones
intellectual and physical imaginary before any action is designed in space.
After I surround and expose my body with and to the materials used for the
work, I practice what could be described as active stillness - standing still
sensing and observing the space that surrounds me - using my body as a
sensor, absorbing the information and observing what that does to my
imaginary.

1 experience the imagination of the body being activated - the body’s
own process and invention being triggered - narratives germinating from the
materiality of the body as opposed to my forcing its expression.

Choreographer and teacher Mary O'Donnell Fulkerson describes in
Language of the Axis (1976), the moment when an image (or the imagery) is
being absorbed by ones corporeality before any actual choreographed
moment occurs:

# Eugenio Barba (1995, p.88) speaks in The Paper Canoe about a thought which does not
become a concept: '(..) There is a physical aspect to thought: its way of moving, of changing
direction, of leaping, its 'behaviour’. The dilation does not belong to the physical but to the
body-mind. The thought must tangibly cross through matter, not only manifest itself through
the body in action, but pass through the obvious, the inertia, that which first presents itself
when we imagine, reflect, act.” And Gormley (2001, p.23) quoted in Antony Gormley: Some of
the facts says: 'l want to re-capture that sense of imaginative space inside the body. | want
there to be an internal pressure in the work that has a relati ip with the phere which
we sense with our bodies through the skin of the work."
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First I see it. I recognize the image. I begin to feel it with my other ideas and
it remains strange, separate from me. Then I think it. I begin to let the image
fall through the body. I apply the image to myself. Then I forget it. I have
thought it enough so that the body knows. The image becomes a body state,
a total situation (...).

‘Movement after stillness’: when the body, ‘pregnant’ with that imagery,
starts interacting with space.

The practice described below exemplifies the passage from ‘active stiliness’ to
‘movement after stillness’.

Looking at the body of your character: from above
from bellow
from a front corner
from a back corner

Ask: what does she see?
What is she surrounded with
- her environment?
What is she wearing?
What is her body like?
What does she do?
How does she do it?
How does she behave,
physically?
How does she think/act?

Let your body imagine: her first action in space.
How does it speak in time?
Does it develop, how?
Has anything happened before?
What, when, how?

When the imagery sinks in, it feels as if the narratives begin to unfold from
within muscles, tendons and nerves. Surrounded by a physical atmosphere,
the body gains what I like to describe as a kind of physical urgency: I am no
longer guiding the body, the imagery is. '(...) the gesture does not pretend to
be the story. (...) Deep participation in the image yields the process. Deep
participation yields the inside of the image from which the body state is
formed (...)." as O'Donnell describes in Language of the Axis (1976).
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The process towards ‘the germ of 2 narrative’ involves 2 certain sense of
stillness and a degree of physical containment.
Gormley does it by being wrapped in plaster while the mould is being made,
and in making 7pm/Rumour, I do it by immersing my body into the reality of
a particular imaginary.

What is common to both is the body and the process of involving and
containing ones corporeality - the body is the heart of the matter, whence
narratives emerge and materialise.

Openings from a perspective of containment

In choreography, I am interested in challenging movement by constraining
and restraining the possibility of its occurrence.

In both 7pm/Rumour and NLN, I apply one of the examples of ‘the kind of
sculptural paradox’ that Gormley mentions in his lecture:

- .that stillness can express its opposite.

During the research process, I transposed this sculptural paradox into what
could be a choreographic/theatrical paradox:

- that stillness is the intimation of ‘narrative’.
(Corresponding to the work processes mentioned earlier - ‘active
stillness’ towards ‘movement after stillness”.)

In contemporary art today (taking Gormley’s work and contemporary
dance/performance as examples), there is a genuine interest in the inherent
experience of the body. The body is perceived and dealt with as a /ocus (a
place, a space, a container of memory and a producer of narratives) and very
often the first action towards creating ‘movement’ takes root in stillness.
Following Gormley’s assertion about the primary condition of sculpture in the
most obvious fashion, one could say that the primary condition of
choreography is movement, but I hope in this article, to have argued that
maybe choreography’s primary condition is, after all, stiliness.
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This article is based on:

Detecting Choreographing Sculpting - How does an action create the
germ of a narrative? (2008). Thesis based on the choreographic
research undertaken during the two-year studies at the ArtEZ Master
programme in choreography, Dance Unlimited (2006-2008), Arnhem,
which resulted in the two choreographic works: 7pm/Rumour (loose in
the air) and Nerves Like Nylon.
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Angst in beweging
door Rosalie Verté

‘ledereen heeft emoties ongeacht cuftuur of tild, scholing of welvaart.”
(Damasio, 2003, p.45). Een uitspraak die niet te ontkennen valt. Angst is een
emotie die in mijn leven vaak aanwezig is. Ook tijdens het uitoefenen van
mijn vak, dat van dans- en bewegingstherapeut, kan ik deze emotie voelen.
De angst van een therapeut kan verschillende vormen aannemen. Het kan
een angst zijn in relatie tot de patiént of het kan een persoonlijke angst
betreffen die reeds aanwezig is in het leven, losstaand van het werk in de
therapeutische setting. Dit laatste kan resulteren in tegenoverdracht. De
therapeut projecteert dan zijn angstgevoelens op de hulpvragende en deze
reageert daarop, neemt als het ware de angst over (Wiersma, 1997).

In mijn opleiding tot danstherapeut onderzocht ik hoe je met de
primaire emotie angst om kunt gaan binnen dans- en bewegingstherapie. Ik
ondervond dat lichaam en emotie onlosmakelijk met elkaar verbonden zijn.
Nu werk ik met borderlinepatiénten. Tijdens het werken met hen ervaar ik de
angst om te falen als therapeut. Borderlinepatiénten kunnen eveneens een
angst om te falen uitstralen en ervaren. Tijdens de therapie lijkt hun
problematiek of angst die van mij te weerspiegelen. Zij worstelen met de
existentiéle vraag: ‘Mag ik er zijn?’ Net zoals hen stel ik mezelf de vraag: ‘Doe
ik het wel goed?’ Uit deze persoonlijke betrokkenheid kwam mijn motivatie
voort om dieper onderzoek te verrichten naar deze weerspiegeling. Dit
resulteerde in mijn afstudeeronderzoek.

Vraagstelling
De volgende vraag stond in mijn onderzoek centraal: Hoe beinvloedt de angst
van de therapeut de danstherapeutische relatie, wanneer die werkt met
mensen met een borderlinepersoonlijkheidsstoornis?

Daarbij heb ik de volgende deelvragen opgesteld:

1. Wat is Angst?

2. Wat is een danstherapeutische relatie?

3. Wat is een borderlinepersoonlijkheidsstoornis?
Om te komen tot het beantwoorden van de deelvragen en de hoofdvraag heb
ik kwalitatief onderzoek en heuristisch onderzoek verricht.

Theoretisch kader
Voor het beantwoorden van de deelvragen was het belangrijk om een
theoretische oriéntatie te maken. Ik onderzocht wat angst nu specifiek is.
Hiervoor gebruikte ik de theorieén van Nico Frijda (1988), Elly Konijn (1997)
en Antonio Damasio (2003). Zo kwam ik tot de conclusie dat ‘emotie’ staat
voor gedrag dat naar buiten is gericht is, publiek gedrag. Dit kan zijn invioed
op de menselijke geest alleen laten gelden dankzij gevoelens, die naar binnen
gericht en privé zijn (Damasio, 2003). Alle theorieén wijzen op het feit dat
angst een ongecompliceerde primaire emotie is, een niet-aangeleerde reactie
op een bepaalde oorzaak binnen een bepaalde omgeving (Frijda, 1988).
Vervolgens beschouwde ik de danstherapeutische relatie. Ik baseerde
me op de theorieén van Otto Kernberg (1997) en Carl Gustav Jung (1997),
om de termen overdracht en tegenoverdracht te omschrijven. Jung beschrijft
het begrip ‘overdracht’ als een intensieve binding van de patiént aan de
therapeut. De patiént projecteert hierbij gevoelens, wensen en angsten uit
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