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E 1. Entities that are different from the subjective «I» are
memmmg 1amed objects. If we use them to shape our ideas, if
w we touch them to relate to the foreign and the similar,
if we mimic them to adopt to the world, we call them
material. The understanding of material is not lim-
Pmmmmmg  (ted to a certain graspable substance, but especially
in bodily movement widens to notions as weight,
time and space. It is material before even framing
it as such, in the process of creation as well as

P i the process of experience of the audience.

> What do you consider as objects within your
p=====2 horeographic work? What is the material

you work with?

The tangible / non-tangible body

c As a dance artist the material I work with
w is probably best described as a configu-

ration of the relationship between dif-
-ﬁ ferent strands rather than specific, dis-
é tinct «matter».
e ]| deal with the body in motion, with its

Z tangible living matter, (such as skin,

bones, muscles, fluids, connective

Z tissue, etc.) as well as its intangible
m reality composed of multi-sensorial
L] systems, stored knowledge, experi-
el ence, intuition, imagination, mem-
> ory, history, ...

< ™= Intheliving body tangible and
& ___ = intangiblelive and operate asone
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MATERIAL ”

Maueablhty Of
different moyement materijal

Material, and particularly <
movement material, is malleable. =

However the degree of its elastic- g

ity depends on its structure and m

its relationship to other materials

(sound, space, other performers, <
cues...).
Movement material as used in set =
choreography might be precisely de-
fined in shape, timing and spatial ori-

-
H
entation to the last detail. The higher g

m

-:

”.N

the degree of refinement and the denser
the structure of interdependent relation-

ships with other materials, the lower is H
the degree of malleability, which then — ge— _ g
needs to be found by the performer on a M
«microscopic» level. Pe——
Instead of applying accurately pre-choreo- <
graphed movement material, instant compo- |r————
sition operates through compositional struc- —)
tures and principles as a way to generate |Jr———
material and composition in the actual moment — @gm—
of the performance. Being engaged in the emerg- e————
ing material as a response to multiple channels of =
information, the performer must master a contin- <
uous malleability, ranging from microscopic to mac- g
roscopic, as a way to find determination and clear —S
choices whilst keeping the material in its core alive. E

=N =
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nature of dancing and thus it is one of the core principles I'm
interested in when performing and making dance work.

Space and time
In working with and through the body as «material» one must
acknowledge its existence in space and time. And both space
and time are dynamic.

Things live in time and have duration. Varying the span of time
allocated to a given movement changes that movement, altering
its relationship with other elements.

Similarly space and body can’t be separated: the body is «in»
space and there is no movement without space. But also, space
is «in» the body. Being composed of spacious matter it is itself
spatial and in moving creates space, transforming internal
space and the space around.

As cultural theorist and artist Erin Manning concludes: «Move-
ment is one with the world, not body/world but body-worlding».!
Further each point in space has its specificity. It follows that
from each point in space the same movement vi- H
brates differently and lives in a meshwork HWH“

of different relationships.

Ul
|
Uil Jhu“

1 Erin Manning.: «Relationscapes: Movement, art, philosophy», p.1, Camebridge 2009.
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from in-between» (inter-legere). It is this intelligence within a
material that I aim to access through perceptual attention and
to which I respond through my actions and choices.?
Accessing this intelligence is part of getting to know the charac-
teristics of a material and requires more than reflection from a
«distance». I need to engage with material through activity and
by working with it on a bodily level along multiple pathways.

It is a way of working from «within» rather than from without,
being «in» the material and «in» the dance.

This requires opening all one’s sensory channels, engaging
through deep physicality with mind and body in each move-
ment and being receptive to its «voice». Thus I can hopefully
hear what a movement «says» in space and time and be recep-
tive to what wants to evolve next.

Without noticing the intelligence of the material one might tend
to navigate towards static «ideas» or accumulate «detached»
(movement) material that masks the original one.

To conclude: the «intelligence» within a material gives direction
to its further journeying; it can become a thread the dancer can
follow through attention and intuition and it steers

an organic evolution of the process that ' mn | q
resides from and stays true to
the heart of the

material. |

MR (il

2 Incase of the body the materials are bones, tissues, skin, organs and the dif-
ferent sensory modalities, the sense for time, space, the imagination ... as outlined
in question 1)

a‘B
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Fluidity versug dichotomy

To an extent the distinction between «inner» and «outer», be-
tween «me» and «the other» might help in framing the complex-

ity we are dealing with, offering an understanding of particular

manifestations. However this separation and simplification ig-

nores essential facets of our being-in-the-world. As artist I feel

the need to question this profoundly established notion of dichot-
omy and invite into my practice a wider and more fluid under-
standing of moving and dancing as part of our embodied, envi-

ronmental and social nature.

Where does the body begin and where does it end? What is
inner and what outer?

Depending on the context and from which angle we look at
these questions we find different insights and answers.

For example, considering the skin with its semi-permeability, that

allows an exchange of moisture, air and energy with our sur-

roundings, is different from starting with our visual sense that
identifies the visible outlines of the body, which is different again

from an approach that looks at the body on a subatomic level,

where there is no longer any solidity but instead an oscillating

field of waves with a unique rhythmical pattern of en-

" ergy vibration that is individual to each of us.
1 | 'H Each perspective provides a different
. 4

view on the material thus

revealing different

aspects of

it.

| HJ i lAL
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E The essential question is: do we dare to deal with this
multiplicity of coexistence? Can we handle the nu-
merous differences within the material, (that is e.g.
> partially the tangible and partially intangible), in
dancing and celebrate both their individuation and

Pemmmmmmg integration as we move and compose?

d

| ImmeTsing oneself in the actual
—— activity as mode of creating
De—] Immersing myself in this welling fluidity of the
material(s) is the mode I work from and
through. If a «material» is defined as some-
thing active it must be an amalgam of multiple
activities dormant in it like seeds:

D) A song unravels its multi-layered life only
through the activity of singing, which in

w turn houses further activities such as
m breathing, vibrating, directing, articulating,
-ﬁ voicing, listening, tuning, stilling, imagin-
——  ing ... allliving together in «singing».

B—— | immerse myself in singing by engag-
z ing body, attention, imagination, com-
> positional mind, intuition, and sense
e of time, space and poetry as a way to
=== activate the multiple relationships

<« = between the «I», the activity, the sur-
rounding and what unfolds as com-
position. I'm becoming «the sing-
«_ : ing». Similarly, one could say I'm

™™™ }ccoming «the dancing».
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