
Skin & Pulp

CONCLUSION

Now it is time to put this paper, 

this body of work, 

in a cast, a container, to unify, to heal, to rectify, to be made new, and stronger, to build bridges 
of collagen and connective tissue, and to increase its tensile strength.

Though, this part of the paper is not live.  

That is not to say that I was dead when I wrote it.  It is to say that this section needed the time it 
takes to weld together.
  
It needed reflection.  

In this conclusion, I want to 

Reiterate   important influences on Skin & Pulp that were already mentioned.
Review         how the installations began, developed, and became.
Reveal    the influence of philosophers, theorists, and dance scholars.

and 

Return    to the purpose of this paper stated in the Introduction.  This paper 
        as an extension of the work - finding its essence, then moving forward 
   to make more.

Reiterate.

Early in my research into the layers of the body, I came across an Editor’s Note in Contact 
Quarterly (2010) titled Page from a Dancer’s Journal: Giving Body to a Body, written by 
Melinda Buckwalter.  She described partaking in a dance workshop, Along the Watershed, 
taught by Simon Whitehead and Jennifer Monson, that occurred at the SEEDS festival at 
Earthdance in 2010.  Buckwalter shares that their adventure included mucking through muddy 
streams, scrambling over fallen branches, barefoot walking through “numbing water” and over 
“razor-edge rock,” ending with a strenuous day long hike with a day long fast.  At the end of 5 
days, she recalls that they were asked to “make and show dances in the woods.”  A perplexed 
Buckwalter questioned a friend on what their outings had to do with making dances.  Her friend 
“tipped her off, ‘You’ve been making a body’” (5).
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Making a body.

The physical contact with your surroundings, the sensations felt in your skin and your bones, the 
memories of thickness, and beauty and pain, and the pushing through and searching for an 
unknown destination of becoming was intriguing to me.  All from my body.  Accessible for 
making dance.    

Melinda goes on to share, “The body is a collection, a resource, something I can update yet rely 
on” (5).

I could not, and cannot, shake this image.  It has folded into my practice.  

It has folded into my theory of what the body is - more than bones and muscles that can lever me 
through the space and mimic the movement of another, it is a constantly developing collection of 
experiences that have figuratively and metaphorically shaped me, enabling me to respond and 
move.

Soon afterwords, as my practice was becoming rich with pleats and folds, I found myself 
pushing on floors, and walls, and bodies, and chairs.  Beyond actualizing the anatomical 
integration of my limbs to my core,

it helped me to know where I stood.

And, this practice has spread to the writing of this paper.  To access what this work was about, I 
had to push on walls and floors, and tables and chairs.  I had to push against the space to make 
room for memories to spill out.  I needed to recall it and move through it.  

I found that it was in me.

And, this is what I remember.  This is what I know.

Review.

As stated in the Introduction, this work stemmed from an interest to research alternative ways of 
looking at the body, whether from varying physical distances or viewing positions, or in created 
installations that highlighted both the skin and pulp of the body.  It came from a
 

• desire for visual simplicity of known objects alongside bodies in the space 
  (table and cards, chairs, benches and silverware) 

• desire for sensation 
  (pushing, writing on the wall, eating, rubbing rice into my skin)

• desire for textures layered onto the simple
  (lighting, sound, projections, food, fabrics, costuming)
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• desire to narrow or change the view of looking at bodies
  looking into In the Hall
  looking over Writing on the Wall
  looking around Table & Cards
  looking at the insides coming out of the body in Consumption & Projection

Then, as I put my body in these scenarios, 

and moved,

the work began to take shape, and possess and exude meaning.  It was research led by practice.

 What began as a desire to push on a wall

 unfolded

 and became

 3 bodies compressed in a room
 3 bodies compressed on each other
 3 bodies as animals locked in a cage
 3 bodies considering the horizontal
 3 bodies needing to scream
 3 bodies that were the writing on the wall, their bodies as their collective voice

 What began as an image of 2 women playing cards

 unfolded 

 and became

 2 women dressed in cocktail dresses playing poker
 2 women building card houses with slippery edges
 2 women labeling the cards
 2 women labeling each other’s bodies
 2 women finding support in the table and chairs
 2 women finding support in each other’s bodies
 2 women asking to “take me somewhere new”
 2 women asking to “help me build these houses”

 What began as an image of letting her fear come out of her body

 unfolded
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 and became

 woman demanding man to pick up silverware off the ground
 man feeding woman
 man supporting woman
 woman supporting man
 man and woman recalling food, desire of food, sustenance
 woman blind-folding man
 man supporting woman blindly
 woman projecting fears when the man is blind-folded
 woman projecting her fears (a 2-D image from an opening that     
      normally births a 3-D body)
 
 What began as an experiment of merging choreographic tools including: 
 gesture phrase, costume, prop, and autobiographical research

 unfolded

 and became
 
 woman wearing 3 heavy, romantic tutus
 woman sitting in chair 
 woman moving through 9 gestures
 woman repeatedly spreading and closing her legs
 woman reaching into a bowl of rice
 women spreading, writing in, and eating raw, white rice
 woman confined to a narrow corridor
 woman trapped in her own shame and guilt

Review of Aesthetics found throughout Skin & Pulp.

Form
 Improvisation
 Contact Improvisation
 Somatic Approach

Content 
 a phenomenological, lived experience of each of the created       
 installations that questioned:

 body and object
 body as object
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 body as political
 body confined 
 body compressed and suppressed 
 body as writing
 body as inside and outside, inside coming outside
 body as beautiful and grotesque
 body as material and immaterial
 
Movement Style
 Gestural
 Pedestrian
 Large 
 Small
 Physical 
 Still
 Non-codified
 Post-Modern

Artistic Style
 Performance Art
 Dance, Visual Art, and Multi-Media merged
 Conceptual work derived from images
 Repetition
 Arbitrary/mundane/ordinary movement within a context
 Simple/Minimal (sometimes)
 Paradox of objects and body, beautiful and grotesque
 Creating from a Somatic influence
 
And, as the work evolved, choreographic and aesthetic themes emerged from this research:

• Interdisciplinary Performance 
• Somatics of the Space
• Improvisation in Performance
• Overlapping of the Installations
• Proscenium Theater vs. Gallery Presentation
• Body & Technology
• Effect of Texture on the Body (Materials, Food, and Text)

In this work, we began with the simple, and developed to the complex.  Micro to Macro.  Parts to 
the whole.  Cells to the tissue.  Limbs to the body. 
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And, as I “scrambled over the fallen branches” and “mucked through the muddy streams” of 
reliving the work, writing about it live, and bringing new insight after having been away, I found 
it became something else to me once again.

This work 

became 

a work about disruption.
 
 disruption of space
 disruption of body
 disruption of time
 disruption of linearity
 disruption of front
 disruption of the gaze

This work

became

a work about collision.

 collision of body and technology
 collision of bodies
 collision of installations
 collision of body sensations and politics

This work

became

a work about tolerance.

 tolerance of the body confined 
 tolerance of the body compressed 
 tolerance of the body being told what to do
 tolerance of the body blinded
 tolerance of body being force fed 
 tolerance of body being put on body 
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Reveal of Philosophy and Theory.

As conveyed in the Introduction, I am interested, via this paper, in answering questions with 
more questions.

What overarching question was revealed when I realized what Skin & Pulp became? 

Ultimately, I believe Skin & Pulp is questioning the act of “planking.”

Of being in the horizontal.

90 degrees different from the vertical.  From the normal viewpoint.

Asking 

How do we look?  
What do we see?  

When the body is in the space.

Can we see the middle?  Can we see around to the side?  Or, do we always see in the vertical?

Can we see into the body if we change our position or the frame the body is in?

As we provided an alternative viewing experience, and framed the work in simple, yet layered 
scores, the theories addressing these alternative ways of seeing, that were imbedded in the work, 
began to expose themselves. 

Just as Skin & Pulp became installations of questions and proposals, I will share with you, in a 
similar fashion, those scholars and theorists that have influenced my path in making this work as 
well as future work.  These quotes are curated, in a sense, as installations in this paper.

Here are some of the quotes that have folded into my work:

<Body and Technology>

In Philip Auslander’s book, Liveness: Performance in a Mediatized Culture (1999), Auslander 
responds to the assumed polarity of the live and mediated body by agreeing with the 
“Baudrillardian paradigm of simulation: nothing separates one pole from the other, the initial 
from the terminal: there is just a sort of contraction into each other, a fantastic telescoping, a 
collapsing of the two traditional poles into one another: an IMPLOSION.”  Baudrillard, a 
performance studies theorist who coined the term, ‘mediatized,’ adds, “this is where simulation 
begins” (both qtd. in Auslander 39). 
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Furthering the theory of intertwining the live and mediated bodies in performance, Steve Dixon, 
performance theorist, poses a metaphor, questioning whether this is a “feast of quiche or highly 
blended soup?” (124).  Is it possible for the live and mediated (bodies) to completely blend and 
dissolve into one another for our consumption? 

Another theory that considers how live and mediated bodies begin to merge in performance is 
discussed in a later section of Dixon’s book, Digital Performance: A History of New Media in 
Theater, Dance, Performance Art, and Installation (2007), titled The Posthuman Body and Mind.  
It is here that Dixon notes that postmodernism is:

 “...the explanation of how society has become consumed by mass media; how we are 
 becoming the media.  The posthuman notion extends this until we are the media itself.  
 The fact that we can now consider that live and mediatized bodies are the same is because 
 we have (or will have) succeeded in ‘taking away’ the technology, since we no longer 
 give it a thought.  Since it is part of us” (153).

These ideas had been milling around inside me, and came out in the development of 
Consumption & Projection, one of the movement installations in Skin & Pulp.  This piece 
considered the idea of mass media consuming us, and we consuming it.  As Sarah Bowers 
consumed the metaphorical live and layered sandwich, and then projected 2-D images from her 
body, was she shifting from analog to digital?  Was she becoming unstable like the technology?  

object.  body.  technology.  

Which do we relate more to?  I believe we are in the middle.  In the horizontal.

Katja Kolcio, dance scholar/artist/educator, also considers an alternative view other than a 
polarity that separates body from technology.  As she refers to the dancing body, she proposes 
that we consider the similarities between dance and technology rather than the differences, using 
somatics as a framework.  
 
 “Although they are commonly placed in opposition to one another, both dance and 
 technology explore the interaction between the body (the person) and the environment by 
 challenging the parameters of what the body can do and experience (human potential).  
 Moreover, both operate within constantly shifting contexts, which assume that embodied 
 experience is itself constantly shifting and cannot be frozen.  In this regard, their 
 relationship can be conceived as a congruent exploration of human potential, privileging 
 flux over staticity....Somatics, a post-positivist philosophical perspective which privileges 
 the ongoing lived experience...also privileges flux over staticity ” (Kolcio 103).
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Later she references Martin Heidegger, an existential and phenomenological philosopher, in his 
essay, The Question Concerning Technology.  In this essay, Heidegger describes technology as 
“bringing forth” or letting “what is not yet present arrive into presence” (qtd. in Kolcio 107).

The film of a woman silently screaming and confined to a hallway, was projected from Sarah 
Bower’s body, from between her legs, bringing forth another way of seeing into the inside of her 
body.  Another way of seeing into her fear.

Another way of seeing.

<Phenomenology>

According to Susan Kozel, a dance scholar and artist, in her book, Closer:  
Performance,Technologies, Phenomenology (2007), “it became unfashionable to study 
phenomenology in the 80’s and 90’s” (4), but the “core of phenomenology survived:  that it calls 
for a return, again and again, to lived experience” (5).  “Bodies, thought, imagination, memories, 
material conditions of life, and affect find a voice through phenomenology” (5).  Throughout this 
text, she repeatedly references Maurice Merleau-Ponty, a twentieth century French 
phenomenologist, suggesting that his late work added more poetic, evocative, and perplexing 
notions of “embodied human perception.”

In one of his works, Phenomenology of Perception (1945), Merleau-Ponty states, “When you are 
skillfully coping, in flow, without thinking, without rules, your body in its skills is drawing you 
to get this optimal grip on the situation” (pg. #).  Ironically, Merleau-Ponty related this skillful 
coping to the idea of entering a museum, and your body being drawn to the object it wants to see.  
Hubert Dreyfus, a philosophy professor at U.C. Berkley, shared some insight into the words by 
Merleau-Ponty in an interview posted on YouTube in 2011.  He goes on to explain that your 
body is called to get in the best relation to the work, where you can see it the best.  When you see 
a house, you also get a sense that you can see it better if you could also see the back of the house 
(Dreyfus 2011).  “Similarly, when I moved in these constructed installations, I found this quote 
to be true - that the body knows what it needs” (Nelson qtd. in Skin & Pulp program notes).

As we (the performers) found that our bodies knew what to do in the installations, we allowed 
that choice to be the right one.  The hope was that the audience would also allow their bodies to 
make choices on how to look.  And know that their choices were also right.  I trusted that if the 
space was provided and offered, their bodies would know where to lead them in the space, to see 
the moving bodies from all perspectives that were meaningful to them.

As Merleau-Ponty’s work is an extension of Heidegger’s work, Dreyfus also referenced 
Heidegger’s take on mastery - on becoming a person of practical wisdom.  He suggested that you 
can change the world not by responding in the original way, but instead in a way that changes 
people’s perception. 
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Do we submit to the hierarchy that is in our everyday?  Are we subject to only seeing one way? 
It was the joint experience of the architecture of space and our performed phenomenological 
experiences, along with the dynamic viewing by the audience, that changed our collective 
perceptions of the body.

It gave US another way of seeing.

And, each night the work changed.  Every time we entered, we were different for having already 
been inside it once before.  Every time we entered, there was a new audience.  Each time, we had 
to find a new “grip on the situation.”

<Body Politics>

A couple of years ago, I read an article by Ann Cooper Albright in Movement Research 
Performance Journal (2011), titled Researching Bodies: The Politics and Poetics of Corporeality, 
that had a great affect on my practice.  At the time, my practice was highly somatic, and based 
largely on the physicality of the body.

In the article, she recalled a discussion between Steve Paxton, a post-modern dancer and founder 
of Contact Improvisation, and Bill T. Jones, also a post-modern choreographer that often made 
political statements with his work.  Their discussion revolved around their conceptual and 
physical processes in making work.  As the discussion developed, tension arose between the 2 
artists.

 “...the issues at stake revolved around the tension between cultural meaning and 
 personal experience, between politics and art ” (Albright).

 “I think a lot about this dichotomy these days, because my artistic and critical work 
 straddles both the realms of internal investigations of movement possibilities informed by 
 Contact Improvisation, release work, Body-Mind Centering, Authentic Movement, as 
 well as questions of identity and cultural representation fomented by studies in feminist 
 and queer theory. Each area carries a certain truth for me, and I like the tension between 
 them. Interestingly enough, my willingness to submit to that pull in both directions at 
 once, comes directly from my improvisational training and practice which was formed 
 and informed by MR (Movement Research).  Yet, I believe the potency of 
 improvisational practices today lies less in the opening up of more movement options, but 
 rather in understanding how to encourage a willingness to cross over into uncomfortable 
 territories, to move in the face of what is unknown.  Improvisation can lead us out of our 
 habitual responses by opening up alternative experiences, encouraging dancers to explore 
 new possibilities and desires not only physically, but critically too. Why not let our 
 improvisational practice, as well as the physicalities that experimental dance cultivates, 
 lead us into an engagement with the world instead of away from it?” (Albright).
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And, more recently, I came across an interview of Jerome Bel by Gerald Siegmund in 2002, 
where Bel says that, “the body is a discursive agent.”

In that same interview, he also said:

 “‘The body does not lie.’ Such a remark is based on that disgusting, old modernist myth, 
 bogged down in Judeo-Christianity. The body is not the sanctuary of truth, authenticity or 
 uniqueness. It is deeply subjugated to culture, politics and history. You don't have to look 
 far for proof of that in our own field.  For example, a dancer does not walk on the stage 
 like an amateur” (Bel).

 “Anthropological, medical, sociological, psychoanalytical etc. study and knowledge of 
 those numerous agents which modify the body (its stereotypes, its cultural censorship, 
 its perception, its movements, etc.) have enabled me in Jérôme Bel, to make a critical 
 speech about the body through the medium of the body itself” (Bel).

In past projects, I was driven by the visual elements of the body moving through space, and the 
felt experience of the performers and audience.  But, in Skin & Pulp, I was interested in 
exploring the body as political in a more concrete AND complete way.  This time, I was curious 
to apply our full bodies to the work.  Taking its rich collection of history, gender, race, religious 
beliefs - our metaphorical FLESH - and reacting to the created installations.

I became curious as to what it meant to have a woman blindfold a man, and a man force-feed a 
woman, and the body engaging in normal activities with normal objects (playing cards and 
building card houses) that become a metaphor for the slippery slope of the spectrum of the 
political body.

When contemplating the body politics that occur in Skin & Pulp, along with my current interest 
in the horizontal, it came to me.  I am interested in power.  Of following the rules.  Following the 
rules of how something is seen.  The power of seeing.

Should dance only be seen in proscenium format?  In a theater?  From the front?
Is a paper only legitimate if it is written in the “father tongue?”
Should a woman only find solace and support from a man?
Can a body be grotesque yet still beautiful?
If you see me from above, are you more intrigued?  Do you “hear me” better now?

What do you see?  Have you only been looking in one direction?

This is not to say that Skin & Pulp had any agendas in specific areas of body politics.
It was more that 

the body, 
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and where it is in the space, and how it is positioned in that space, 

is political.

It was just the beginning of the acknowledgement of our humanness as performers.
We were more than objects.  We were more than traces of movement.

As I was drawn to all the banter about merging, blending, spectrum, tension, collision, and being 
pulled in both directions, I peeled back the layers.  And, found they were all in the 

HORIZONTAL.

Return.

Returning to the purpose of this paper stated in the Introduction.  This paper as an extension of 
the work.  Therefore, finding its essence, then moving forward to make more.

Finding its essence.  Finding the simplicity.

Early on in my process, I was drawn to the work, I had a blue bicycle, they have my blue bicycle 
(2010), choreographed by Marina Mascarell Martinez.  It is a trio - 2 women and a man.  
They are wearing shades of 

grey and black.  

The sound is minimal piano, composed by Harmen Straatman, overlaid, in the beginning, with 
sounds of 

washing dishes.  

The work is very physical, utilizing the fluid elements of contact improvisation, yet harsh in it’s 
way of manipulating the body, pushing and pinning each other down.  Overall, the visuals are 
simple.  The bodies are clear in their intention.  

The simplicity draws me in.

Since my involvement in un(W.R.A.P.), curated by colleague Cristina Golletti, I have also 
become intrigued by the work of Jerome Bel.  When referencing his own work, Jérôme Bel 
(1995), he comments on the idea of stripping back the layers.  “...but the body and the staging 
and the sound and the lighting are less dense so you can see the thing.”  (source unknown).
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Recently, I viewed Shirtology (1997), Veronique Doisneau 1 (2009), and Nom donné par l'auteur 
(Name given by the author) (1994), all created by Jerome Bel, and I felt drawn to his research of 
the simple.  Of the mundane.  Bringing attention to the live experience of the dancers happening 
right in that moment.  

Bringing attention to one thing. 

I am curious about the body in these scenarios.  Again, I believe it is in the 

simpleness 

that we see more vividly the 

complex.  

The flesh.  The skin and the pulp.

In an article in Dance Research Journal, Sabine Huska notes how William Forsythe, an 
American dancer and choreographer, “conceives of the body as a compilation of images, sounds, 
sensations, and reactions when creating movement” (62).

The body is a collection and a resource.  
The body is a compilation of images, sounds, sensations, and reactions.

The body as complex.  The body is complex.  In Skin & Pulp, it was in the simpleness of the 
scores and installations, layered under the lighting, and sound, and projections, and costuming, 
that we discovered the complex.

The body.

It all comes back to “How do we see the body?”

Reflection.

And, now, “How do I see my body and this body of work?”  So that I can learn and move 
forward.  Referring to the questions outlined in our thesis format, I considered the simple 
answers to these complex questions.

What have I learned about myself?

Simply. 

I have learned that it is possible.  
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I have learned to trust myself.  
I have learned to trust my body.
I have learned that I thrive in a collaborative environment.  
I am inspired by space.
I enjoy merging theory and practice into my work.
I enjoy blurring the boundaries between dance, technology, and visual art.
I enjoy beginning with a concept.
I enjoy beginning with a question.
And, I tend to put all of my thoughts into one piece.  Simplicity does not come easy to me.

What have I learned about myself as an administrator/producer?

Simply.

I have learned that I can get caught up in the logistics of production, and forget about my body.  
I have learned that I have a keen eye for details.
I have learned that it is challenging to coordinate and lead a large production team, and I 
sometimes desire to be a solo artist.  But, I am committed to developing a working process with 
my collaborators.

What have I learned regarding the use of technical design elements?

Simply. 

Though it seems obvious, I have learned that lighting adds focus and theatricality to the work.  
Lighting from the floor can create shadows, and lighting from above vs. from the side changes 
the human qualities of the body.

I have learned that set and space design are key, especially in this work, creating flow of the 
audience, and bringing attention to particular viewpoints of the installations.  Bruce Bergner, 
Assoc. Professor, CU Theater Department, was instrumental in sharing lighting and staging ideas 
that brought a needed asymmetry to the space.

I have learned that video projections, at certain angles, create shadows.  I learned that live feed 
projections can be merged with pre-recorded images to created a morphed sense of liveness.  

I have learned that there is a delicate balance between lighting the stage to see the performers 
and space vs. keeping the lighting low enough to view the video projections.

What do I value aesthetically?

Simply.
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I value clarity of intention in my collaborators and performers.
I value improvisation in performance.
I value dialogue with my peers, dancers, and audience which is reflected in how I make and 
present work. 
I value the layers of dance, sound, and visual elements that can inhabit the space together.
I value the architecture of space.
I value process.
I value installation and site-specific work.
I value the body as central.
I value paradox:
 beautiful and grotesque
 mundane and the choreographed
I value pedestrian, post-modern movement.
I value multi-media and interdisciplinary performance making.
I value the somatic principle of noticing.  Noticing what the piece has become rather than what I 
thought it was meant to be.  (This also does not come easy to me.)

To say what this work really is, and where my work is going, I found an intriguing dissertation 
written by AUT doctoral student, Mark Robert Gordon Harvey, titled Performance Test Labour.

In his research, Harvey asks, “What might it mean to attempt to combine contemporary 
perspectives of dance choreography with current ways of seeing performance art through 
practice and as a form of research?” (2).

When he talks about the lineage of choreography and performance art that informs this current 
practice, he happens to list Yvonne Rainer, Pina Bausch, Tino Sehgal, Jerome Bel, and William 
Pope L., whom I just learned about when researching my interest of the horizontal.

Similar to Harvey, I feel that my work may fall into the following description:

“It is situated in what I am calling a choreographic practice though a choreography that I come to 
emphasize as an “expanded field,” that is non-exclusionary with respect to the intersecting or 
overlapping terrains of dance, performance, theatre and the visual arts” (Harvey 3).

Overlapping terrains of dance.  
Overlapping terrains of the installations.  
Overlapping terrains of the body.

And, can you identify the origin of these aesthetic values?

This overlap of choreographic processes and artistic fields comes from the plethora of artists that 
have inspired me.  Throughout the process of making Skin & Pulp, I was moved, and continue to 
be moved, literally and figuratively, by the lineages of the following artists (parentheses indicate 
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limited research into these artists or scholars).  I have been inspired by them during direct 
interaction as a collaborator or student, they were the predecessors of my teachers, and/or I have 
read or seen their work, some more extensively than others.  I feel like it is the overlap of these 
artists and scholars that inform my work. 

Improvisation/Contact Improvisation Artists:
 Michelle Ellsworth
 Kim Olson
 Joanna Rotkin
 Laura Ann Samuelson
 Cortney McGuire
 Jeanine McCain 
 Alicia Grayson
 Gretchen Spiro
 Nancy Stark Smith
 Chris Aiken
 Angie Hauser 
 Darrell Jones 
 Bebe Miller
 Ralph Lemon
 Barbara Dilley
 Judson Church
 Yvonne Rainer
 Melinda Buckwalter
 (Nita Little)
 (Frey Faust)

Performance Art Artists:
 Jerome Bel
 Pina Bausch
 Tino Sehgal
 Marina Abromvic´
 (Sarah Michelson)
 (William Pope L.)

Somatic Practitioners: 
 Nada Diachenko
 Julie Rothschild
 Erika Berland
 Wendell Beavers
 Linda Hartley
 Andrea Olsen
 Bonnie Bainbridge Cohen
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 Ray Eliot Schwartz
 Glenna Batson

Theorists/Academic Scholars/Philosophers:
 Philip Auslander
 Steve Dixon
 Susan Kozel
 Katja Kolcio
 Martin Heidegger
 Maurice Merleau-Ponty
 (Michel Foucault)
 (Andre Lepecki)
 (Sondra Fraleigh)
 (Brenda Dixon Gottschild)
 
Collaborative Artists:
  Michelle Ellsworth & Michael Theodore
 Tara Rynders
 Pina Bausch
 Zoe | Juniper
 Abromovic´ and Ulay
 Karen Schaffman 
 Deborah Hay 
 Andrew Waas
 
As mentioned in the Introduction, this paper is an extension of the work.  This Conclusion 

Reiterated.
Reviewed.

and

Revealed.

And, now we must continue to

Return.  To where I am going.

I am now interested in the SIMPLE.

I am now interested in the HORIZONTAL.

Maybe this is in line with the European dance scene. 
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“Lepecki points out in Concept and Presence (A chapter in Carter’s book Rethinking Dance 
History, 2004): ‘The contemporary European dance scene can be qualified by one term: 
‘reduction’ – of expansiveness, of the spectacular, of the unessential…’” (Jordaan). 

I am researching a piece titled With.Stand., created in the recent un(W.R.A.P.) mentorship 
program with performance artist, Trajal Harrell.  In this piece, I am in the vertical until another 
dancer comes and stands with me.  Eventually, while I am improvising in the vertical, she 
repeatedly runs from the wings and pummels me to the ground while I continue to return to the 
vertical until I can no longer withstand.  Eventually, I remain in the horizontal.  And, she 
continues to attempt in “taking me down,” though I am no longer there.  I am already in the 
horizontal. 

In essence, I am interested in how much we can withstand.  Simple.  Complex.

In a larger sense, I am interested in developing simple pieces that explore the body politics of 
vertical, horizontal, and perpendicular arrangements of the body in space.  I am also continuing 
to create collaborative interdisciplinary work with composer and sound artist, Hugh Lobel, and 
visual artist, Kyle Monks.  I plan to pursue positing my work as installations in galleries, store 
fronts, and large homes with many rooms.  Any place that I can offer an alternative view of the 
body.

I am curious to continue the conversation.

Addendum

Experience of writing a portion of this paper live.

I discovered that, yes, it mattered that someone was on the other end.  And, I have found the 
same to be true in performance.  Knowing who was on the other end added a sense of 
responsibility to be clear and on task.  It took away the preciousness of each thought.  I had to 
make a choice to say it or move on.  And, once it was said, I had to follow it through, linking it 
back to the point.  I wanted to be with the audience.  I felt like we were in dialogue.

I found that I couldn’t rehearse the paper too much.  It took away from the spontaneity that 
emerged in the moment.  

I found that I thoroughly enjoyed the pre- and post- dialogue with the witness of the live writing.  
The process developed to include a sharing of his/her notes that he/she took during the session.  
And, it was these responses that blew me away and took the process one step further.
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It is this dialogue that adds to the conversation, and moves it forward.  That’s why we need to 
keep making work.  So we can keep the conversation going.  Keeping it current.

And, just like the installations in Skin & Pulp, my thoughts spilled from one topic into another.

I danced the paper.

And, I continue to dance the paper.

As I proceed to read, and write, and dialogue with these artists, this paper keeps evolving.  It 
doesn’t stay still.  It moves like the body through a wind storm.  It goes where it is taken, 
reacting along the way, having faith that there is purpose in the current.  That there is purpose in 
the chaos.  That there is purpose in the searching for the place to land. 

And

at some point

it will land.

Maybe

in the horizontal.
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