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Researching the Accounting Equation through Movement
Researching anything else in the world through dance.
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The Purpose of Movement Research

Discovering things in the body that your mind did not know in advance
Learning more about how you move

Gaining awareness of the details of your body

A method of training

A method of expanding your own toolkit as a dancer
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To Perform “Nothing”

To perform nothing
why is nothing slow
why is nothing still
can nothing be fast
is nothing isolated
or boring
can it grow
does it have a pattern
is it silent or does it scream
can | prepare it

is it empty and peaceful

does it sink or float

is nothing original
does it move on its own
Is it empty space
or an idea
what comes before it

and what cleans up after it’s gone

how far away is it
can | get there
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Insight:

Page 34-36 Choreographers Handbook: it is about what the audience sees, not what you feel (but
that doesn’t mean that you don’t feel and that it doesn’t show through your choreography). You are
already expressing yourself simply in how you choreograph for your audience to see. So the “you-
ness” being shown should not be a focus.

My amazing friends/peers say that they see clear habits in my dancing which is very interesting to
me. Here are some of them!
Tempo - playing with slow to fast to slow
Turn with flexed feet
The shapes | use (contorted leg behind and torso twisted)
Fluidity
Balance
Slow movement
Shoulder collapsing
Intentional
Things that seemed new in my dancing to my peers when | tried to do a piece that did not involve
my habits:
Pedestrian type, Choppiness, Verbalizing
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Various Scores

My favorite scores are scores that are so outlandish and wild that they force

you to be creative and imaginative in how you complete them. Here are some

examples:

30

“You are a tiny blueberry that has just been dropped from a great height.
How do you splatter?”

“There is a large hawk looming over you. Move across every inch of the
floor without getting caught and eaten for lunch.”

“The floor has just turned to quicksand. The only way you won’t be
sucked in is if you turn. Switch between turning and not turning.”

“You are orange paint being applied everywhere. The floor is your canvas.
Paint a picture titled ‘Someone Get Me Out of Here’. Create the next mas-
terpiece.”

“Just don’t. Just don’t at all. Not even a little bit.”

“OH SHIT. It started raining and you don’t have an umbrella or jacket.

Avoid every single raindrop.”
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What is your relationship to the idea of dance?
The first questions can have many interpretations. I’'m having a hard time simply
answering because it’s difficult to say exactly what I’'m being asked. Am | thinking
about what | believe to be dance? Am | remembering my first experiences and de-
scribing that relationship? Should | write about my ideas of dancing, the movement
as a profession or art form? Much of my time spent thinking about the world around
me is through questioning. My relationship with the idea of dancing is no different.
The idea of dancing and | have a strong and complex relationship. Maybe somewhat
short in the realm of seeing this as a profession as a maker, creative, and artistic
person; dance has always been in my body and mind. The idea of dancing gives me
space to be hopeful. It makes me feel bold and brave. | feel my relationship with the
idea of dancing growing and flourishing every day. I’m trying to explore and become
my authentic self with helping others who need support.
What are the qualities that drew you towards dance?
As a movement based activity, dance embodies a lot of positive qualities for my
mind, body, and spirit relationship. It helps me to feel grounded and to connect
with my body in a positive way. When | dance, I'm challenging myself to do better
while also appreciating what current capabilities. As a field in which | will study and
hopefully work in in the near future, dance is about creativity, innovation, worship,
community, expression, and so much more than | can mention. Dance, like music,
can transcend language, culture, race, age and other boundaries.
What qualities of dancing are still useful to you now?
Now, | still find dancing to be a source of inspiration. | think about it as one of the
many things | want to do in life. This course I’'m taking while in university is preparing
me to do what I’ve known | wanted to do for some time now, interdisciplinary work.
Dance is a part of a massive machine that is constantly reorganizing and reinventing
itself. | use dance as a mental and physical inspiration. It is currently useful because
it allows me to express myself through my body, the only vessel | will every expe-
rience this world through.
In what ways might choreography be separate from the act of dancing?
The clearest distinction | can find is if one is creating but not taking part in the danc-
ing or performance. It’s difficult to create choreography without moving, how does
one show others what to do? This question makes me very curious about the ways
in which one could create movement without moving. A composer doesn’t have to
play the piece before it is written. With enough skill and knowledge of composition,
scale, and musicality, a composer could create a piece of music without picking up
an instrument. | wonder what would have to be true for a dancer or choreographer
to do the same thing today. | know that there have been many notation methods
constructed in the past and used through history, but generally most dancers aren’t
formally trained to “read dance” the way musicians are trained to read music. See-
ing as dance is a visual art form, we could think about ways of choreographing and
composting without movement. In these simple versions, the dancers are left with
lots of independence as they interpret what they hear and navigate choreography
with audible guidance.






Becoming A Dancer...

Before the semester started | wouldn’t have considered myself a dancer, | would just
refer to myself as a person who can dance. | felt like being called a dancer was such a big
title that | didn’t deserve. Being a part of something that was designed to improve my skills
has helped cultivate my talent and increasing my confidence. The one method that really
helped me grow as a dancer were the creative investigations during studio time. The most
important takeaways that | would like to emphasize is the slow walk for fifteen minutes
across the dance floor. This task was very tedious for me the whole way but | never realized
how helpful it was until later on in the semester. That exercise helped me gain patience. |
learned that patience was key not only when creating a piece but also when performing it.
Putting one hundred percent effort, energy, passion into every single movement made by
the body. There are movement that dancers consider basic and the the ones we consider
the WOW movement and factor. We usually don’t put as much effort into the moves we
consider basic rushing through them in order to get to the “WOW” movement. | was able
to learn to be patient enough to follow through with the moves that way the whole perfor-
mance is the WOW factor. Another method that I’'m taking away from my experience is writ-
ing scores for a piece, this method helped me a lot in remembering the movements in my
pieces. Not only does it help remembrance it also makes it easy to work with other dancers

and when there isn’t much time to teach a piece.
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My Creative Practice 1 Performance Prep
T iy past performances T afwaye thought about what T wanted to cay or how T folt firct. and then T looked at

bow T oowld make how T Felt emtartaning For atherr fo watch. IF it gmdertaining to me then i more than .ﬁ.‘eﬁr
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performance, Hair and makeup, oot and lghts, What darcere will T have-will T have damcere or mot, ic thic & big
production ike performance or comething unplugged and intimate? Because with afl of thece different cimates they
cant tell a different ctory and capture your audience in multiple different waye. [ can telf that Tve engaged with
my audiemce cuccesafully whem theyve aln mjaying Ehemeeiver and feeling the lve and emergy that T have om the
stage. IF T can look into the crowd and feel comfortable erough to talk £o the audience and darce with thew and
they interact with we then Tve dowe my job. I perform becanre of my wnconditional fove for it and if someane
winbehing me can cee and fesl that love then ive done my job rucceccfully without & doubt. Ales, another way Ehat
Tve fownd that helps e E0 know Ehat Tim doing wy job corvectly Tr i, when i dancing or cinging the avdisnce can
Feol the emations and can read the ctory iim taling without me caying & word. T fud what warke bect for me it to
let mycelf get lort within the words, the wmucic and even iy emotions . IF [ comcentrate to hard on tounding pretiy
and having everything perfect nathing comes out the way [ want it to My voice counds ke fin Erying and wmy dance
wovee dont look o fluant ac they chould becauce af that povnt iin Erying to imprece poople imctoad of juct ucing my
gifts Td fove to reveal mare of mycel to my audience. Td like to chare my ctory through movement and cong becauce
those things mean the wmost to me. Giving mycell unapoivgetically to my audience means the aboolute most to me
becanse iE ¢y gift that i charing and it wouldn? be me if T kept wycelf out of it Me putting my own real
Emationg o by work ic wy §ifE to the peaple T love and the world around we. TI ewploy the chadowing wethads T
fearned from my project ta come ap with my pisces becance [ found my voice while wording on that project. My

shadow project Eaught me to never be afvaid of what others may think of my art becanse it's mine Eo begin with.
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That’s the thing that is
so endearing about dance:
that we will never be
satisfied,
it will never be
perfect.

The inevitable
disappointment
Is ultimately outweighed by
the perpetual desire
to keep searching.

“As for everything else- well, conditions are never perfect, sufficient knowledge rarely at
hand, key evidence always missing and support notoriously fickle. All that you do will inevita-
bly be flavored with uncertainty...” (Bayles and Orland 19).

What you want to do

Uncertainty

What you did

The giant leap from what you want, to what you did is a giant leap of faith. As an artist, it
has become a priority to learn how to navigate that grey area.

“Art is like beginning a sentence before you know it its ending. The risks are obvious: you
may never get to the end of the sentence at all...” (Bayles and Orland 20).

Bayles, David, and Ted Orland. Art & Fear. Image Continuum Press, 2001.
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CREATIVE PRACTICE STATEMENTS
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Quantity rather than quality.

How can | access the sensation of finding movement from my feelings faster?
Crafting a performance has to do with sharing with others.

What bridges between ideas and movement is metaphor.

We find new perspectives through movement research because it rearranges the ideas
through the body and we understand ourselves better as movers.

Looking up (or in another direction) is deliberate, while looking front is sometimes
disengaged.

It is hard to break the impulses from your own body.

Clarity is what makes a dance engaging.

We can dance without choreography but choreography is intrinsically related to dance.
A lot of my habits come from what | like to see in a dance.

Scores can be a shortcut of what you want to see.

Scores can be a way of getting out of your habits.

If we establish something simple, any change seems huge.

If we establish some complex, a change to something simple seems huge.



Top 10 Takeaways

—

W

No

8.
9.

. Music is often a barrier between the dance and the audience.
. In creating a performance, we must make a choice if we will fulfill or disrupt the audi-

ence’s expectations.
Dance research is an incredibly useful tool.
Types of dance research:
a. Research anything else in the world through dance.
b. Research something else in the world and let it inform your dance.
c. Research dance through the body; movement research.
d. Research dance through a means other than the body.

. Each dancer has their own habits, which is important to recognize. By identifying hab-

its, we can either use them or discard them in any given piece.
Not having expectations can be very beneficial and lead to many great things.

. Ways to approach a score:

a. Make it a representation or template of the piece itself

b. Use it as a tool for inspiration (ex. Image, text, video)

A Choreographer’s Handbook
Change and rate of change must vary. Pay attention to these ideas.
We must find a balance between predictability and unpredictability.

10. Site-specific work responds to place (architecture, texture, material, people,

etc.)

Researching the Accounting Equation through Movement
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Wise Words:

“Be your unapologetic self fiercely and
fearlessly. Someone close to you might
not like 1t , but a stranger will admire
you for 1t.”

“Art 1s personal and art 1s love , there’s
no need to try to make it any less

personal or passionate”






