How Digital Scenography and Images
Affect the Visual Spectacle
in a $te-specific Choreographic Installation

Submitted in partial fulfilment of the requirements fothe degree of MA by Research

School of Creative Arts, University of Hertfordshjiugust 2018By

Maria Mitsi



ABSTRACT

The aims of the research project were to gain a better understanding of digital scenography,
mainly in the field of dance as used by recent choreographers, to create an experimental,
improvisatory dance performancé&his was eventually entitlelg = ¢ = " A /Vastness,'

and successfully staged in a nthreatre installation space at the Attic, University of

Hertfordshire, on September 16, 2016.

The three main research questions are: Can a narrative, as representeddgsinm a
projected animation, be a clographic tool?s it possible to combine projected animation
with projected interactive motion generated images successfaliyleveloping
improvisatory dance performances in ntimeatre space® And if so, can thisombination

also be a choreographic tool?

The thesis of the project is that firstly, despite the apparent lack of historical precedents, it
would be possible to combine scripted animations anesaripted interactively generated
graphics successfully idance performance project, presenting a decorative and aesthetic
enhancement to the visual spectacle of the performance. Secondly, that such use could also
be identified as a valuable choreographic tool for the development of improvisatory dance

performanes in northeatre spaces.

This dissertation analyses the historical, theoretical and practical processes of developing
B~ 8 ~ h A [Vastnesslt concludes that all of the questions have been given positive

answers and these support the thesis.
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INTRODUCTION

This research project arose from my previous experience of visual/digital/interactive arts,
set design, and film production. During the three years before the project started, | was also
involved in the creation of installations involving experimental perfances and projected
visuals, either from animations and/or compuigenerated imagery. During this time | also
became interested in experimental dance productions that used these technologies in
relation to body movement. However, | had no experieateither choreography or

dancing. So the aims of the research project were to gain a better understanding of digital

scenography, mainly in the field of dance as used by recent choreographers, to create an

experimental, improvisatory dance performance eully entitledis = 8 ~ h A/ ™ ° A
VastnessThis performance was successfully staged in atheatre installation space at
the Attic, University of Hertfordshire (September 2016), and invoprejected visual
images, combining scripted animations andsaipted interactively generated graphics, as
well as an experimental musical composition especially written for the piece by the Spanish

composer and musician Javier Aparicio.

In relation to the aimsthe research project used three types of research methatie first

of these was libranpased. On the one hand it involved the analysis of historical and

theoretical aspects of digital scenography used for dance performances. On the other hand

it involved understanding the main philosophical concept (theisub), and the scientific

YVIENNF GADGS O0GKS Y22y Qa LIR2oSNI 20SN) GKS 20SIyau
second method was creative art practice, to design and select the images relating to the

concept and story that would be part of the projected i2inute animation. The third



method was analytical collaborative working with two improvisatory dancers, Sarah Penn
and Helen Ward, to create the choreography, and then working with the Spanish composer

Javier Aparicio in relation to the musical scoretfa performance.

The thesis of the project is that firstly, despite the apparent lack of historical precedents, it
would be possible to combine scripted animations anesaripted interactively generated
graphics successfully in a dance performance projgetsenting a decorative and aesthetic
enhancement to the visual spectacle of the performance. Secondly, that such use could also
be identified as a valuable choreographic tool for the development of improvisatory dance

performances in nottheatre spaces.

In chapter 1, the literature review briefly explores aspects of the historical roots of digital
scenogaphy. It then focuses on analgg a number of works involving digital scenography

and mainly dance performance, including works by: Josef Svobode;e \enningham,

Willian Forsythe, Johannes Birringer, Adrien Mondot and Claire Bardainne (Adrien M / Claire
B), Paul Sermon, Suzan Kozel, Chunky Moves and Darren Johnston. While each of the works
was to have a positive influence on aspects of the practiesthent of my project,

Cunningham, Forsythe and Kozel, emerge out of the discussion as key theoretical and
practical sources for my own experimental dance performagnces ~ h A /Vastnessas

outlined below

/ K2NB23IANI LIKSNI aSNOS /senng peyfainiahcysWas basedlanNiBer OK  § 2
unexpected seeing what happens by chance. In his wBiged(1999) Cunningham, along

with the two digital artists Paul Kaiser and Shelley Eshkar, only brought together the three

strands of the performance the choreography, the music and the visual déeat the

dressrehearsal and at the opening of the performance, creating an unfamiliar, immersive



space for the dancerstorespondfo.dzy Y A Y 3K YQ& | LILINR | OK y20 2yf
also challenged me to find owthat would happen if | were to adoptfior the development

of the experimentalg =~ ¢ ~ " A /Vastnesperformance

However Bipedwas produced in a traditional theatre space, which was not the sort of

@SydzS L gl a 3IF2Ay3A (2 dzoBographyauded Brzt@& deRces ofizy’ y A Y 3
steps that the dancers could use in the final unfamiliar situation. As | am not a dancer or
choreographer, this was not a model | could use practically, but would need to work with

trained contemporary dancers who weused to improvisation, to develop the

choreography folz = ¥ °~ h A [Vastnessi a different way The chapter therefore

identifies the methods of Forsythe and Kozel as the most useful theoretical and practical

models for my own purposes regarding chorequrg, since they were concerned with
RFEFYOSNEQ AYLINR@GAAF (12NE LKeaAOFIt IyR SY20GA2YI
technology, in immersive netheatre spaces, using elements of narrative to help structure

the performances. This is discussed furtherhapmter 2.

Chapter 2 begins with a brief description of the performance, to contextualize the discussion

of the narrative and theoretical aspects of planning and developing the performance in

relation to the esearch presented in chapter However, the chater is mainly concerned

with the decisions made in the process of creating the basic abstract concept behind the
performance (human encounter with sublime experience), and the more specific but related
A02NBEAYS NBtIFOGAYy3I (2 viatodl fdcednNde dckad tides2ahd (1 KS Y
the terrifying tsunamis that may be produced as a result. The central research question

addressed in this chapter concerns whether a storyline can be used as a choreographic tool

in the development and staging oh &xperimental dance performance.



Contemporary dance performances do not necessarily have to have a storyline, as can be
seeninBiped GKSNB [/ dzyyAy3IKIY NBEFdzaSR (2 3IABS RSO
However, as | am not a choreographer | dedithat | needed a storyline to support the

creation of improvised choreography by the dancers, so that they had a structured concept

and narrative, accompanied by associated visual representations from the projected

animation images, to help them work dmexperiment.

As will be seen in this chapter, conceptually, both the storyline and the scriptextfipted

projected images for the performance, derived not only from the eighteergthtury

LIKAf 232LIKSNI 9RYdzy R . dzNJ] SQa ériéhGeloBawd andterizdr G KS @&
prompted by human confrontations with the power of natural forces, but also from the

02y (i SYLJ]2 NI NB LIKAf 232LKSNI tFdzA / NRPoglGKSNRAE AR
the awe and terror evoked by the contemporary, incompresible and invisible power of

digital technology.

Chapter Focuses on the technical, technological, practical and experimental parts of the

the development and performance gf~ ¢ ~ h A [ Vastnesshased on the theories and
concept from chapters 1and®®2 ¢ KA & OKI LJASNRa yrfteasSa 2F (K.
only addresses the research question raised in chapter 2 about the possible use of narrative

as represented by projected images as a choreographic tool, but also raises another

guestion regardingtte possibility of using animation and interactively generated motion

graphics projections together. This question was stimulated by my research into the work of
SvobodaAdrien M / Claire B and Chunky Mow#o introduced either projected animations

with performance or examples of retime images responding to body movemeS8o, |

wanted to see what would happen by working and experimenting with animation images



and live generated graphics together, anthit would be successful, to see whether this

combination could also be a choreographic tool.

The process for developing the performance was entirely experimental. As | am not a
choreographer, | was depending on feedback from the two trained contempdirgers,

who were used to improvisation but had no experience with inatalhs or digital
scenographyThe process began by using images relating to the concept and story and also
a variety of different sorts of music fordldancers to respond tdt then moved on to
storyboard images to structure the performance, creation of the 21 minute animation
sequence, experiments with the interactive graphics alone and in combination with the
animation images, and the use of the commissioned music from Javieciapd his

A
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successfully brought together, for the first time, all of the elemeqntsnce, scripted and

un-scripted images and musidn an installation space unfamiliar to the dancers, to which

they had to respond. As may be seen in the illustratiorshepters 2 and 3, it offered an

dzy FF YAT AL NJ 6dzi SEOAGAY3I GAradz t &WUIROEROOGE S F2 N
2010), were allowed to move about outside the dance installation space to see the

performance frondifferent perspectivesl bdieve that this outcome may be seen not only

to answer all of my research questions, but also to strongly support my aims and initial

thesis.

The final chapter of this dissertation summarises the discussions in relation to the main

research questions. then provides a conclusion indicating the fulfilment of the aims of the

10



project and the validity of the overall thesis, discussing the specific challenges thrown up by

the project, and suggesting some pathways for future research.

11



CHAPTER 1
LITERATURE REVIEW

Introduction

This chapter focuses on the ideas and practices relating to the roots of Digital Scdnograp
and its recent developmentkat have influenced this research project. It begins by
examining some of the historicatecedents set for the development of digital scenography

by the scenographer Josef Svoboda and his sustained projects from the 1950s onwards.

The second section explores the recent development of digital scenographylSigge

starting with the stage deégn experiments with the choreographic approaches/discoveries

of Svoboda, Merce Cunningham and William Forsythe, who changed the way of thinking,
observing and producing a dance performance. Then with reference to Johannes Birringer's
writings, | discuss wariety of performances with technology, and the idea of moving in

other spaces, explaining the interactive, immersive, networked and derived environments,
through examples of works such as tHakanaiof Adrien M/ Claire B | YR t | dzf { S NI
Telematic Peamingand the phenomenological experience of Suzan Kozel as a dancer. After
this | consider the involvement of mixed reality environments througtlY Qa

choreographic installation by Birringer. At the end of this section, | focus on two cutting
edge eamplesof works by Chunky Movend Darren Johnston, as having inspired my

thinking about what could be created next. In the final section, | give emphasis to the
understanding of performance in other spaces, referring for one more time to the works

and theories of Cunningham, For$y and Kozel, as main influerscen this research, as will

be shown in chapters 2 and 3.

12



The Roots of Digital Scenography

Thetermd 5 A I3AGFf { OSy23INI LIKe&é¢ NBfIiSa (2 G§KS NBC
of digital techmlogies, in staging a variety of public performances. As wiklea, however,
it has its rootdn older avarigarde practices relating to theatre, ballet, as well as

experimental installations.

WSFSNNAY3I (2 a5A3FAGEHE {OSy23aNILIKeés GKSNB N
G5AIFAGFEE YR GKS a{OSy23aN) LKeéd 2KSNBlFaz (K
G5AAAGEEE A&  GSNXY GKIFIG YIRS AlU&XnicNB@2f dziA2y

technologies and compute§choenherr, 2004).

In the Preface td heatre and Performance Design: A Reader in Scenogf@phins &

Nisbet, 2010, p.xx)iithe director and scenographethe director and scenographer, Pamela

Howard OBBotesthat a few years ago (almost two decades), the term and the practice of
scenography were only familiar in a few parts of Eastern Eurdpectinues by

explaining thatsome people were thinking that it was a spelling mistake or a provocative,

grand word to be usgin set design from the designers. However, this changed and the

word has been used bgnthusiasts that want to investigate the term of scenography and

ultimately use the word as part of our languagtoward also notes that people want to go

further by researching and practicing scenograghyj  { A y 3 LJ Midindty (GKS yS¢

S@2ft dzi A2y 2 FCollirs & Nish&t 2019, p. ki) & £

According to the editors of the anthologyheatre and Performance Bign: A Reader in

Scenography]ane Collins a professor of Theatre and Performance, and Andrew Nisbet, a

A

lecturer in Theatre Practicend TheoryZ010, p.1)d { OSy 2 3INJ LIKeéé¢ A& (KS

(@
(@)
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visual arts, philosophy, science, linguistics, history, culture, and theatre and performance

studies as part of the process of designing and staging a performance event.

As has been noted by Howaf@ollins & Nisbet, 2010, gxiii),peopleare exploring

scenographyn a contextualized, coherent framewocgky travelling back to relevant works

2T LISNF2NXNIYOS FYR GKSFGONBE F2NJIAYALANI GA2Yy |
and how it will affect theatre, performersamce, set design and more generally, the world

of arts, science and culture. This is part of this research as well, as it is concerned with what

can be created and investigated,NA Yy 3Ay 3 aO0Sy 23N} LIKE Ayd2 GKS |
wS @2t daidiabsddcting unknown environments through somatic experience.

Whereas the experience might be from an observing point of view (audience),

simultaneously someone else (dancer) couldiagched as a medium, during her

actiongresponseand performancen unfamiliarenvironments.

This research focuses on a choreographic installation combining mediated digital
technologies, giving emphasis to dance performance. Nevertheless, the research journey
started with the historical precedent for digital scenography, and analysing workstfiem

1930suntil the last decade.

A noteworthy historical example for digital scenography, from the 1930s was the work of

/' TSOK GKSIFGNB YR FAEY RANBOG2NI 9YAf CNIYyGAC
theatrical pioneersthe German Expressionistréctor Erwin Piscator and the Revolutionary

Soviet director Vsevolod Meyerhold (Giesekam, 2007, pPidgatowasknown for his

theatrical techniques of still and cinematic projection. Whereas, at the same time, according

to the online sourcd’rominent RssiansVsevolod Meyerhol(Pigareya, n.d.), Meyerhold

14



was focusing on the physical theatre based on body movements as a new acting system and

method, developed by him.

Burianwas experimenting with film and slide projection for his productions, and the first

attempt to combine them together (film and projection), was in 1936 with $peing

Awakening(fig. 1)of Frank Wedekind (18641918), a German playwright (Giesekam, 2007

p.51).The stage desigeonsisted of a transparent scrim in front of the performers while

solid screen was behind them. According to Greg Giesekam (2007, p.51), a former senior

lecturer in Theatre Studies, despite the fact of presenting a live perfoceaombining

projection techniques, the performers were more likely to be sedi®fY G KS | dzZRA Sy OS
perspectivelas performing in a film productio(ibid). Giesekam (2007, p.5&¥0 notes, that

0§KS f S3I O &enaglaphicalzpelinyeationdas aken up by Josef Svoboda who

was also using film projections in his choreographic work from the 1950s.

Figurel: Miroslav,Kouril Spring Awakenin936)

15
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Figure 8o. Laterna Magika as presented at the 1958 Brussels World's Fair, ground-
plan and frontal view. 1—projection screens hinged =zlong vertical axis; 2—projection
screens hinged and rotatable along vertical axis and movable laterally across width of
stage; 3—treadmill; 4—circular projection screens rotatable on vertical axis; 5—projec-
tion sereens movable downstage from the cinemascope screen; 6—cinemascope screen for

frontal, wideangle projection, composed of vertical, elastic strips to allow for passage of
live actors; 7—cinemascope screen for rear projection; 8 — projection booth with three fully

synchronized film projectors and one slide projector, these being synchronized with one
film projector (behind all the sereens) for rear projection; g—main curtain; 10— two-sided
shutter frame curtain; 11— projection screens, laterally movable; 12—scrim curtain; 13—
rear projection.

Figure2: Josef Svobodalaterna Magikaground plan and frontal vie1958)

Part of the investigation was the exploration of the work of Svoboda, which in my view

contributed substantially to the world of digital scenography? 2 6 2nvark risdnly

involves a continuing development of interactyvbetween the performers on stage and the
16



projected figures coming from filmed action (Giesekam, 2007, pA&)rding to Giesekam

(2007, p52po 0 KS RS@St2LISR (KS vy 2 (didedtimespaael2f &430S
2 LIS NI (i AXany af expgregdion wich can be observed from different angles while

simultaneously can be included as one piece of work. Through this way of thinking, he

created Laterndagika (fig. 2 where he explored the potential of relating film and live

performance (Giesekam, 200@.53).

LaternaMagika(fig. 3) was the first multimedia theatre combining ballet, film, photography,
music, moving screens and projectidgnconsistedof three film projectors, one slide
projector, eight movable screens with the potential of rotatigwjing downstage, moving to

the side, appearing, and disappearing (Burian, 19&b).

Figure3: Josef Svobodal aterna Magikg1958)

According to Jarka Burian (1922005), a professor and author on modern theatre, Laterna
Magika had the potential to produce works, where film was specifically developed for the
purposes of each production, instead of using a film which had another parpefore its

incorporation with live actors. After the World War Il, Svoboda and the director of Laterna
Magika, Alfred Radok, produced their first production, taking full advantage of combining

TALY | yR -GNESH GiANBETE abdeEBhiry gzegidnedy ByyFiamtiseBamberk.
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Svoboda, in 1958, created a film just for the production as it shows in figedtjoning that

GUKS LIXle 2F GKS | OG2N& Olvefsdczhéy bécBmedie 6 A (i K 2 dzi
thinge (cited by Burian, 1974, p.83). Oisenot the background for the other; instead, there

is simultaneity, synthesis and fusion of actors and projection. Regarding the words of

Svoboda, about the relation of a projected film and live actors, and also paying attention to

a production from 1958)ndoubtedly, he created an experience, and maybe a revolution,

into the world of performance, film, and theatre.

Figure4: Josef Svoboda& Alfred, Radok The Eleventh Commandmein50)

WEY DNRA&YLFYSX | ONRGAO YR GKSIFGNB RANBOG2NE
dramatist, film scenarist, poet, and composer a new language: a language that is more
AyiSyaSsy aKINLI @& O2yGNIadAy3as | yRwokikg i KYA OX
over the density and dynamics, the multiplicity and contrariety ofweld in which we

f ADSPEOOAGSR 608 . dzNAlYS mMpTnI LIPypod® ¢2RIEX
technology gives the artist and choreographer the potential to creaiégomances inside

and outside theatre, having the comfort to experiment with an excessive amount of

18



different computer software, hardware and scenery supplies. Of course to be able to
produce such performances, you need money, but | believe that someomstart by just
experimenting with simple, affordable technologies and materials. Burian (1974, p.86) in his
book The Scenography of Josef Svoh@dso comments that Laterna Magika had problems
such as the demand of having time and money to produce & shcorporating film and

live performancelt is remarkable that this was happening in the 1950s when the availability
of the technology and the costs were not even close to what we have today, Laterna Magika

was able to produce an artefact combining stalgsign and filmic projection elements.

hyS SEIFYLX S 27F {Polgekranfy: 3 @hicldaddddislg todBlurian (1974
p.80), it was the onéthat contributed to the final form of Laternislagika.The difference
betweenPolyekrarandthe theatreLaternaMagika,was thatPolyekrampresented a film
spectacle atside theatre, without any livactors (Burian, 197483).Svoboda was
experimenting with practed techniques antilm, wherein,later he merged these with

performance.

Figure5: Josef, Svobod#&olyekran(1958)

Polekrantook place at the 1958 Expo in Brussels with the collaboration of Emil Radok
(brother of Alfred Radok) as the director and scenario writer of the show. It could be

described as a projéion form, combining a variety of techniques that were used to project

19



on eight screening surfaces including different sizes of trapezoid and square shapes. These
screens were angled in various ways and they were covered by projected autonomous films

and gatic images (Burian, 1974, p.81). According to Burian (1974, p.81) the surfaces were in

front of a black velvet backdrop with eight slide projectors and seven film projectors

accompanied by stereophonic sound. It was ateinute performance and the purge of

this film spectacle, was to create a space and an atmosphere, giving the opportunity to the
spectator to feel the presence of the screen and be part of the project (Burian, 1974, p.81).
Svoboda mentioned that the relationship of the projected objemighe screens and the

audience, were perhaps surrealistic and not realistic (Burian, 1974, p.81).

AndréBreton (1896 - 1966) a French writer and poet, and the founder of Surrealism, in his
Manifesto of Surrealisprconcludes that Surrealism claims doonconformisrda & 2 G KSNB A
Gy 2 ljdzSadAzy 2F GNryatlFdAy3a A4z G GKS GNRIF§
could, on the contrary, only serve to justify the complete state of distraction which we hope

G2 I OKASOSordé @inddBes thaf Gur predaiing Heaklpd elield |

stimulate our state of mind where there is no explanation or a rational answer to what we

sense, or see, or imagine. This is where, sometimes, we have to let our thoughts to exist as

they are in our imagirtéon and dreams, and with that way we will be able to accept the

other. This2 G KSNE > Ay GKAa OlFasSxz Aa NBfFGSR 2 G(KS
screens and their association with the spectators, which in the 1950s after the World War II,
preseried something new to the world/people, probably it was against their expectations,

because it was neither a theatre performance, nor a cinema movie or a ballet show. It was
something different from their previous experience. The combination of real imaiges

objects and people, in an immersive world, created an exchange of thoughts and maybe

feelings, among the displayed images and the spectators, giving life to the space. In the

20



same way, this modern creation of 1958, in the end, developed a surreatisixsphere

GKAOK SEA&GA AYy | LINFEtfSt g2NXR FNBY NBIFfAD
forget for a moment the destruction of the war. Indeed Breton (1924, p.27) himself

O2y Of dzZRSR GKIFG a{ dzZNNBIfAaY AnableluskiGwiniodtyv@i a A 6 f S
2dzNJ 2 LILRYySyGadé ¢KS NBlFazy F2N) IAPAYy3I SYLKI a
FYR GKS NBflIUGA2YAKAL G2 { diraNsRrarfishécaUselbottd A @S G 2
result in presenting a new and unfamiliar worldesents to the audience.

Today, people have disagreements about the relation between the digitally technological

elements and dance performance. Nevertheless, there are artists, choreographers, scientists

and theoreticians who are interested in discoveriegperiencing and reacting to a variety

2F INISTFOlas 6KAOK L The ReCamDaveldpyientioKSgitaF 2 f £ 2 6 A

{ OSYy23aNI LIRBF2NNRYydE Ay hiOGKSNI { LI} OSa¢
The Recent Development of Digital Scenography

Ly Hnnu { Jeafdi Rier@ dre corgbidd projection techniques and live

performance. Characteristic of this project was the success of presenting image animations

on stage and simultaneously watching the six dancers perform, creating an illusionistic
atmosphere as itlgows in fig. 6 and fig. 7. According@esekan{2007, p.67), Graffitiwas
{P202RIQa flad LINPRdAzOGAZ2Y 0STF2NB KAa RSIFGK A
¢CKS LINBPRdAzOGAZ2Y Ay @2t @SR dal y&§with Sy yRetar A 2y 2 7F
Gabriel, Michael Nyman and Philip Glass and video production from a young filmmaker, Petr

Kout(Giesekam, 2007, pp.&8).
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Figure6: Josef SvobodaGraffiti (2002)

Figure7: Josef SvobodaGraffiti (2002)

Svoboda (Giesekam, 2007, p.68) designed a system where, in the middle of the theatre,
there was a sheet of polycarbonate material, transparent and reflective, placed at an angle
2T np RSINBSAI 4 OdzihéstagedThe dcr€eNedciied dowrSo tiieA R K 2 F
stagefloor and on top of it, there was a mirror, so when the animation was projecting onto

the polycarbonate screen, simultaneoustywas reaching the mirror and then, vertically the

floor. This system, allowed Svoboda, to create an atmosphere with the dancers performing
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behind the screen, and with the projected videos to be suspended in theamidhe video

was representing images 8fA 3 dzZNB &> | 6 a0 NI Ol OA&ugmd 4% G NI Ay
ALINI @8SNB YR GFr3a¢es oA0K GKS RI y OSaidgekamy (i S NI C
(2007, pp.6869),the programme notes from the production referred to the urban culture

ofthatpere R ' yR (GKS daYSGl LK2 N PN FFSettdr®yereSan LI2 NI N.
inspiration to the scripted visuals that | created for the performanc¥adtnesswhich

focused more on the idea of projecting animated/scripted images, creating an illusion

during the performance between the dancers and their experience.

From the 1950s until 2002, there wagdualdevelopment of the works of Svoboda in

performance and stage desigAurian noted that Svoboda in his early works focused on

lighting as a keyole in his scenographic elements (1974, p.59), and later on continued
SELISNAYSYGARAYEYAARYGKNBAS 2F O2f 2dzNE omdpTn >
techniques.Svoboda fronthe early stage of his experiments was mainly interested in

creating a spee as well as an atmosphere (Burian, 1974, p.59), from the use of lighting, to

that of projection and colour. It could be concluded from this, that, no matter what period

we live in, we take advantage of the developments of the time, integrating thenoimto

artistic work, with respect and dedication, as well as knowing what other artists have

created in past years, to continue the process of discovery.

Taking inspiration from Svoboda, | further continued my research on Merce Cunningham

(1919-1 n n O &f thé greAtBst choreographers of the2® S v i ¥AUGhan, 2009).

David Vaughan (1924£017), the archivist of Cunningham, in his online artiglerce

Cunningham RS &AONA O S& [/ dzy y A ysBHEKprocelsiof dis@odeNWiee | a4 |y

mainly, he wagxperimenting with technology, video and film, in relation to the purity and
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classical qualities of dance. He was creating choreographies with strong structures,
OKI N} OGSNA&ASR Ida a2NBFYAO NYGKSNI GKIYy LINBO2Y

what can be developed through imagination and the new technology (Vaughan, 2009).

In relation to the stage design and its relationships with technology, Cunningham
choreographeiped(1999).Biped(fig. 8, fig. 9 is a work by Paul Kaiser and Shelley Eshkar

two digital artists who had collaborated with Cunningham in several stage vRigedis a

performance which includes abstract, projected, animated moving images of virtual dancers
dzaAy 3 [/ dzyyAYy3IKI YQa OK2NB23INIF LIKeE abdBihgi SR o0& Y
[ dzy YAYAKF YQa OK2NB2INI LKE> yR | YdzaAO O2YLR
Bryars. These images were projected onto a transparent scrim that was in front of the
stage/proscenium.

According to Ann Dils (2002), a dance historian, ProfesstiChair of the Department of

Dance at the University of North Carolina at Charlotte, Kaiser and Eshkar created random

R2Ga YR fAySas (0KFG OANDES 2N FtAG | ONRaa

visuals, were the virtual dancers.

Figure8: Paul, Kaiser. Shelley, Eshkar. & Merce, CunningBarad(1999)
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Figure9: Paul, Kaiser. Shelley, Eshkar. & Merce, CunningBarad(1999

Svoboda irGraffiti, was working with the illusion of a three dimensional environment where

the images were at the same level with the dancers, during the performance, whereas, in

Biped, the images were in front of the dancers. Both of the works with only three years

distance of each other were presenting human figures and abstract forms in an illusionistic
glred bSOSNIKSE Saazr / dzyyAy3IKl camuie(seelpBdzNBE & 6 S NEB
instead of a recorded film. This shotit Cunningham was interested the movement

and its structure, the relationship of precorded movement through tracking and what can

be created through choreography in real Ifevhich | discuss laten the setion of

Gt SNF 2 ek LB OXBtlE of the works were experimenting around the same

period (1999 and 2002) with new scenographic elements on stage, and the transition of the

audience and the dancers, into an illusionistic, surrealistic digital world

By contrast, William Forsythe, a choreographer and director, presented another approach to
combining technology and performandeorsythehad served the Ballet of Frankfurt as a
choreographer and director for 20 yegM/illiam Forsythe, n.d.) anddm 2005¢ 2015 he
established The Forsythe Company, producing a number of significant works in the field of
ballet danceHis last work with the Ballet of Frankfurt in 2003, was cdledreation(fig.

10).
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It usedseventeen dancers who perfoedin separated places on stage, talking to each

other or alone, sometimes with phrases or just wardibe protagonist role of the stage

design ofDecreationvas not about a transparent material where images were projected

creating an illusionistic atmosphems inGraffitiand Biped InDecreation there was a live
camerarecordingthe body movemergand the faces of the performersvith the video
LINE2SOGSR a2yid2 I avyrftf &AONBSy i (KS oF 01 2

while random soundsvere coming from the actual playe(8oenisch, 2007.19.

The description oDecreatiorby Gerald Siegmun(2004), a German theoretician and critic

in dance and performance, refers to some white pieces of cardboard, on which, during the
performance, the dancers were leaving their body traces by throwing themselves on them.
In addition to the scenographic elemies of the performance, there was also a table next to
the small screen and also some chairs. The existence of the table and chairs was not
unnoticed by the dancers, as they were interacting with the objects by moving them and

using them during the show.

FigurelO: William, Forsythe Decreation(2003)
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By contrast withGraffitiand Biped Decreatiorwas presented in a warehouse
0. 201 SYKSAYSNI 5SLI20GZ CNIyYy]FdzNIvsE gKSNBE (KS «
not only presented a performance with theatrical elements/objects, outside a formal

theatre space, but also experimented with live videcording and projection.

The three worksnay have used different choreographic and improvised structurasthe

exciting common idea was the simultaneous implementation of technology and specifically

the projection of images. This was despite the thett both Svoboda and Cunningham were

working on transparent materials, taking advantage of the width of the whole stage and the

height as well, whereas Forsythe was presenting his work from a distant depth without any
GOKSI GNROI £ ¢ & CAOWESONBA £¢000aNT | y230L3F ONGINP G ocKa G dzy A G S
seemed particularly interested in simple/presentable technological elements and the purity

of dance movement.

Technology and Environments

Techology has definitely invadealr life, and also has rekdely become part of theatre

and performance.This means that technology has its own place in rehearsal rooms, studios,
theatre and other spaces wherein dancers are practicing and performing in collaboration

with computer scientists, engineers, digitak@mactive artists, stage designers and
theoreticiansTheA Y G SNBa G Ay 3 aLKSy2YSy2yé Aa OGKIG S@S
experimentation, practice and theory to finally succeed, watch or participate in a

scenographic space (theatre or other enviragmis), in a choreographic/interactive

installation, or in spaces/studios using telematics or haptic devices.

Johannes Birringer is a Professor at Brunel University, and a media choreographer whose

work is concerned with multiple sikspecific, cultural pdormances and installations.
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Birringer (2002, p.85), states that technology has challenged the borders and spatial realities

of body movemenbetween the human and the machide Ly KA & OKI LJGSNJ aDSz
al GSNAFEAGASE I Yikthelb&o&DighaPMbyement BssagsanAVibtiorF €

Technology and Performanoedited byNicolas Salazar Sutil, a practitioner and researcher

in performance, and Sita Popat, a Professor of Performance and Technology, Birringer notes

that researchers from a variety of dffent fields such as dance, scenography, design,

interactive media and digital art are investigating methods about performance and its

correlation with technology (Birringer in Salazar Sutil & Popat, 2015, p.162).

According to Birringer (2002, p.88), thexre four kinds of environments that involve
performance and technology: interactive environments, immersive environments,
networked environments and derived environments. Today] according tdirringer

(2010, p.1)clearly lists the fiftkkind throughthe choreographic installatioKIlY Omixed
environments, which | will discuss later on this section. However, | will introduce each of the
four environments separately, to give an idea of what these environments are, referring also

to specific examples.

Interactive Environments

Interactive environments or performances usensory devices like sensor cameras and

computer programs for motion tracking, to generate data in4tgak. Eric Mullis (2013,

p.112113), an Assistant Professor in Philosophy and eavwier, describes the use of

sensory equipment for performing purposes, which generates motion to change the

presence of the environment through body movement. This also allbevperformers and

the audience to experience the interplay of the perforr@rs 6 2 RASa | yR GKS Ayl

technology (Mullis, 2013, p.113).
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In 2013, Claire Bardainne, a visual artist with background in graphic design and scenography,
and Adrien Mondot, a multidisciplinary artist, computer scientist and juggler (both of them,
are the art directorsof Adrien M / Claire B createdHakanai(fig. 11), a choreographic

installation with projected live animations onto a cube, derived from physical movement
(Bardainne &Adrien, 2013). Inside the cube there was a dancer, performing and interacting

with the projected visuals, which were taking geometric and organic shapes, letters and

numbers.

Figurell: Adrien M/ Claire BHakanai(2013)

According to Bardainne and Mondot (2013), on their website, they refer to the word

Gl F 18 yERAOK Ay WILIYSES YSIya GAYLSNXIYySyYy(s
Ft SS{A yanceins edity &hl dreams, the aspect of human being, its precariesisne

and its relation with natured ¢ KA &4 d&Yo0o2t A0 aaz20AlF A2y Aa (K
gAftt FFLOS AYI3ISa NBOGSIftAYy3 gKI (Bdrdaith@a& 2y GKS
Mondot, 2013. Based in a strong concept, the artists were alsu$mng orthe relation

between dancershumans who were about to meet the reality of projected/interactive or

unrd ONRA LJGSR YR aiUGNYYyaLI NByle GAradzZdt AYlF3ISasz |

LIS NJF 2 NJY' S NJmiaad, iot@ ilugion ang Rhagination.
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Hakanaiis a project which, scenographically and technologically, is related to my practice
and experiments. And for the first time in this research, we clearly see the involvement of
installation which also works as a choreographic installation; since tHerpsar exists

inside the installation, and observes the images, which dynamically move according to her
body reactionslt could be said thaHakanaiis part of an immersive environment as well,

because of its threglimensional approach which surrounds ttencer.

Immersive Environments

Immersive environments can also based on virtual reality andccording to Mullis (2013,
p.112)the performer uses goggles (Head Mounted Display), data gloves and body suits to
interact with and navigate through the immersive workhother characteristic about the
immersive environments is the inability for the audience to understand and perceive the
experience of a performer in VR (Virtual Realug)ess they try i{fMullis, 2013, pp.112

113).

Scott deLahunta (2002, p.105), a dance researcher, also deseiritued realitycombining
performance, where the audience or/and the users are invited to erepee an artwork
GWgAGKARRYSYyakapst SYygANRYYSyld deNdunaSR 0@
(2002, pp.1058L06)refersto the Head Mounted Display (HMD) which was developed (in the
late 1960s) from the ideas of Ivan Sutherland, an American compatentist and Internet

pioneer.

¢KS | a53> & dza &rd rigRtreyie %iGWN I yréate thé ifudion eD3 to the CAVE
(Cave Automatic Virtual Environmeb®92which is a threadimensional
environment/roomsized cube (deLahunta, 2002, p.10®ewalls of this immersive room

are covered by projected images as it shows in fig. 12, and during the navigation inside this
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In 20132014, | had the opportunity to work with VR CAVE as an intern member, in the ICT

Lab (Immersive Creative Technologies) during my Bachelor Degree. ICT Lab (2017) focuses
2y AGKS IINBlFa 27 O graphigivisudlawdinenteaity andcPeativddzi S NJ
G§SOKy2t23ASasz yR (KSANI I Diirdfg thiS petiotl, 2 ok payt | & A R
in a project to create/design a virtual museum where the user had the ability to move

around the CAVE/museum, wearing headsets and holdjogsdick. Through this

experience, the user was able to select an object from the museum and observe it from all

its anglesThrough this process, to be able to have full experience of the project, you had to
participate wearing the heagkt and control theenvironmentby holding the joystick to be

able to select objects or open doors, and simultaneously walk and move your body and

head in different directions. Of course for this to have been successful, having confidence in
VR CAVE, and for someone newhe environment, the provision of instructions were

necessary. Nevertheless, the experience from an observer outside the CAVE or even inside

(without any control on the space) would have been very different.

Figurel2: ICT LAB/rtual Museum(2014)
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The idea of exploring the immersive virtual environment as a choreographer or dancer

following aconcept and idea, of coursdiffers from the experience inside a virtual

museum. Howevethe reason for mentioning this that, through my experience, the

dancers would not have the ability to communicate as performers with the audience, and

0KS | dzZRASYOS ¢g2dzZ R y2i KI@S 6SSy FotS (G2 ¥F2f
immersive environment. DeLahunta (2002, 1t O2 y Of dzZRSa G KIF G F2NJ 6 S
OK2NB23INI LIKAO NBalLlRyaSa G2 GANLdzZf NBIftAGeEX
technologists will require more attention to incorporate dance into such environments. So,

it could be said that VR headsets mi@etuseful for a dancer to explore her body in a

virtual environment (from a computer), which maybe later could be a real set production.

But, it would not be very useful to present a dance performance, involving more than one

dancer and an audiencebelieve, as deLahunta said in 2002, the choreographers and the

technologists need to collaborate and pay more attention to such technologies.

Networked Environments

Networked environments are performances which use cameras, microphones, monitors and
network tocommunicate for examplein two different places like the work of Paul Sermon:
Telematic Dreamingfig. 13) from 1994The reason of introducinfielematic Dreaminm

GKS aSOKB2WEDByYyd 5SOSt2LIVSyd 2F 5Addalik £ { OSy
Technically and conceptually it could be a more recent performance work.

Paul Sermon is anteractive media artist who specialisgstelematics and telepresence
research.Telematic Dreamingas a live telematic video installation by Sermon, who

created a virtual space using a technology caielpresenc€Kozel, 2007, p.86). The

performer and a member of the audience were performing in a space that was created by
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technology. Susan Kozel wihg dancer inTelematic Dreaming<ozel is an awardinning
performer, phenomenologist, choreographer and writer who focuses on physical experience

in combination with digital technologies (Fontaine, 2002).

Figurel3: Paul Sernon. Telematic Dreamin1994)

During the performance, Kozahd theaudiencemember were in different rooms,
inaccessible to each other. Each room had one bed, video projectors, monitors and video
cameras. Members of theudlience were invited to lie othe bed individually and interact
with the artist who was in the other room far away from the public. The member of the
audience was able to see the image of the artist, projected onto the surfate bidin

their room. Then, the artist in the other mm had the ability to interact with the actions of
the person by watching both of their movements througnonitor, while also being able

to see their own movements through another monitor

Kozel (2007p.92) LISNF 2NX SR Ay t | dzf ourfwSeksvr2ay éxkibitianyfrd G I £ € |
Amsterdam called + the Other: dignity for alEhe described her experience as a dancer and

theorist in this virtual spacelhe interaction between her and the strangavas

unpredictable with cautious and hesitant actiofifiere were moments of sexual violence

against her; even when she was in another room without any physical dpat&ceone
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made an uncomfortable gesture by taking out his knife while she was projected onto the
bed (Kozel, 2007, pp.987).Nevertheless, shalso went orto describe her experienogith

a kind manwhereafter their interplay hecame for a second time just to offer her a rose.

Acting with a stranger through virtual technology without knowing what is coming next,
createdan environment oemotions, dialogue and exchangetbbughts through
improvisedbody movementsBecause she was givéme opportunity to see brself during
the interaction¢ Kozelthe performer, was creatinglifferent shapes with heown body,

and theaudienceY S Y 6 shhdies.

For the performanceSermon created a spac@hichin reality does not exist, buwvhereat

the same timehe audience and performer were living the momeobserving and

communicating in a thirdlimensional space full of mixed feelings and energy. Kager,

p.92), for example, apparenty E LISNA Sy OSSR G KS NBf I ibddgand KA LI 6 S
KSN) Ff SaKf & o0 2 R eéréatbodpat tfieCehduiiikfotyaBandorkdr, divhilésiBeNJ

was travelling in a thredimensional space.

Derived Environments

Derived environments or performances are characterised by motion capture data and
projectiontechnigues to represent images according to live choreography (Mullis, 2013,
p.112).DeLahunta (2003Jescribes motion capture asceY S a dzNAy 3 Ay a i NHzy Sy i
calbrates the real world units into internal units, to be used from the computenther

words, the movement of real bodies can be transformed into data bodies (deLahunta,

2003).
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Mullis (2003, p.112) demonstrates his powith anexample of a derived pesfmance

using motion captureBiped(fig. 8, fig. 9) from dzy Y A Y A K Y Q awitldoshé f | 6 2 NI { A 2

OpenEnded GroufKaiserand Eshkar) OO2 NRAY 3 (2 . ANNARAY3ISNI OHANH

capture enables digitak3 NB LINBaSy dl GAz2y 2F NBO2NRAYy3IA Y20)

animator-choreographer can extend and change their formation and structure (recorded
data from the dancer/s). AnexY L)X S 2F (GKA& Aa /dzyyAy3aKl YQa
Bipedon stage, incorporating both the performers and the projected animations using the

method of motion capture.

Mixed Environments

2 KAf S . A NNBaice SnidMedia Sezhindlogig2002) theoretically divided the
environments for dance into four basic typ@902, p.88, he did allude to the possibility of

mixing elements of these environments togeth{@&irringer 2002, p.89Pver the sixteen
yearssincél KS LJdzo £ A Ol ( ds@yyald & chanyes NaveyhapPexdd @ the world

of digital scenography as a result of experimental performances with mixed environments

and accompanying theoretical/critical documents. Indeed, Birringer himself has contributed
to the changes, through hisioreographic installatiotKIYQpresented for the first time on

June 1, 2009, in the Artaud Centre and the revised version of 2010. These raised, for me as a
practitioner, some complex ideas and understandings, and also created more questions,
which neede to be addressed in the developmental and final practical aspects of this

research project (see chapters 2 and 3).
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Figurel4: DARLab/dans sans joukeft side:Rehearsal for UKD(2009),right side:UKIYQ2009)

UKIY@xplores the potentials of moving in material and immaterial spaces focusing on

GG KNES LINR Y I NdEhe Roace SWhere the dariceérs were performing; the images

coming from digital objects and virtual spaces (through projections); the sound cémimg
NEO2NRSR YR fA@GS ' YOASYU &d2dzyRasx YlFAyftes TN
(Birringer, 2010, pp-8). Thespace had five runways (beanamichic from the traditional

Japanese Kabuki theatre) represented by white strips on a black floor adtileyh & adl 2S¢
for the dancers to perform/improvisen (Birringer, 2010). The danceatsohad the

opportunity to perform outside the stripand communicatavith the audience. In addition,

the audience was able to move around the space as well as to follow the dancers on
Gaidl3aSé¢d ¢KS aLI OS KIR GKNBS adzaLISYRSR aONXBS
images, such as animation, video and virtual wefldm Second Life. The virtual world was

a design of the same real Ingpace of the performance, connected online with avatars. The

creation of the virtual world was a collaborative work with Keio University (Tokyo). Mainly it
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was an installation of expting the possibilities of audivisual spaces and the outcome of
the generated data, to create an indirect relationship between presence and plasticity; and
between the real/unreal (virtual) world, the dancers and the audience (Birringer, 2010).
However,Birringer, (2010, pp.134)cameto the conclusiorthat the space was too largget

it had the positivity of freedom, to breathe moving around the space. He also commented
on the position of the audience as an observer and participator, without being rsede

a virtual reality, but stilbeing able to recognize the material space and the projected digital
worlds coming from the three screens. Responding to the resuliko¥ OBirringer in 2010
went further to recreatdJKIYQimproving the projected enronments, moving the
installation into another space, changing the shape of the screen. As it shéigisli, the
lighting and the aesthetic approach of the installation differs from the othitYO

performance in 2009.

Figurel5: DARLab/dans sans jouddKIY2010)

The reasorof giving emphasis to the wotBKIYQis to address the different experiments
and methods that have beeamsedfor the creationof site-specific choreographic

installatiors. Birringer the creator ofJKIYQMichéle Leila Danjouke costume designer
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and Oded BeiTal themusic composer of the performance, along with the rest of the team,

OKIff Sy38R (KS SEA&lAYI RIYyOS IyR &G1F38 RSAA

scenographic and digital object/element. Birringer, escaped from theatre and the extension
of the stage ifom the large transparent screens, giving another identity to projection, which
worked more as an existing and interactive/digital object, along with the audience, the

performers and their costumesvhich also generated sounds.

By contrast with Birringehowever, there are alsoontemporary artists and
choreographers who are experimenting with projections and lighting using the space
differently, and giving the character of something beautiful to watethich in a way, might

characterize as simple andt@ctive.

G{AYLX S¢ S5AIAGEHE {OSy23aNILKe& tNR2SOGa

Glow(fig. 16),is another digital/interactive performance which presented by the Australian
dance company Chunky Move, at the Hellerau Festspielhaus in 2007, during the CYNETarts
Festival (Birringer, 2015, p.17®M)was atwenty-seven minutes performance with two

dances, and image projections reacting to their body movements; exploring the beauty of
supernatural worlds through logic and lines, and the relationship between the human and
the machine (Weiss, 2006). Frieder Weiss (2006), a German software artist and the
interactive system designer @low; in his website, explains that using the video tracking
software, Kalypso, the images were generated live, very close to the body movement.
Birringer @015 p.177), describes thdispositifof the performance, as very spte, with an
overhead camera on top of the stage, to track the body movement of the dancers, and a

LINE2SOG2N) ySEG G2 AlGZ ¢ KA @éwnwarddntotieBoehs OG A y 3
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performer, and aesthetic/minimal lines, curves and other polygonal geometries.

Figurel6: Chunky MoveGlow(2007)

Zero Pointfig. 17, fig. 18) is a new performanieg DarrenJohnston, characterised by its
innovative architectural projections, using light mapping and motion sensing technology and
the ambient, electronic sounds by the pioneer of experimental music, Tim Hecker (Array (b),
n.d.). Johnston is a muéward winningchoreographer, sound and visual artist (Array (a),
n.d.). His work involves an exploration and experimentation in dance aesthetics and
technology, working in theatres, site specific spaces, galleries and outdoor locations. Having
the opportunity to watchive Zero Pointon the 26" of May, 2017, at the Barbican theatre,
there was a strong atmosphere of hypnotic, almost spiritual geometric, virtual architectural
and video projections (Barbican, n.d.). There were nine Japanese dancers trained in
contemporary dance and nedlassical biéet. Their movements were based on structured
choreography but with some improvisationhese movements, along with the ceremonial
atmosphere coming from projected light and geometric shapes, the characteristic
soundscapes, and the effect of the smokestage, created a mixture of feelings between

awe, fear, calmness and surprise.
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Figurel?: Darren JohnstonZero Poinf2017)

Figurel8: Darren, JohnstonZero Poinf2017)

Both Glowand Zero Pointvere usingmotion tracking sensors and projection techniques for
their artistic, conceptual approaches, however, with a minimalistic and simple approach.
Both of the works had no scenery props, but they were presenting an illusionistic character
through the projectors from an elevated position above the dancers. On the one hand, it
could be argued, thaGlowwas almost a twalimensional performance, followed by the
shadows of the dancer who was performing mostly with her full body parallel to the floor.
Onthe other hand Zero Pointreated a live virtual shape wherein the geometric forms

were coming from light/projection combined with smoke effeatdiichraised the question

of whether it was a material, tactile shape. However, the advanced technologidal a
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technical light mappingechniques had a strong impact tme stage design, the performers

and the audience.

Birringer (Salazar Sutil & Popa@15, pp.186a182), alsanentions thatGlowrelied on the

system controller, the Kinect camefsee chapter 3yvhich responds to the movements of

the dancer and according to him, the dancer was able to create her own rules, deciding her

next move. Instead of confronting technology, as a new device or medium or a performance
partner, for the body to experimentwitB NE a RSF2N)XY 2NJ RNATO 2FF&x
to be more cautious abouthowshiel & Y2 @Ay 3o LG asSSvya tA1S GKS
any dance techniques or ruleghey wanted to keep it safe and simple. This does not

necessarily mean that the mement of the dancers and their approach to performance

with digital/interactive technology is underrated or not uniqudaelieve what Birringer

means is that the visuals that have been created for the performance, and the approach

that the programmer andlancer chose to work with, were simple and easy to be fitted in a
performance, from the perspective of having the dancer, for example, adapting to the

contouring silhouette of her body, transferring, then, her own body movements to the floor

which works nore like a mirror, a reflection of herselfhus Birringer(2015, p.182)

presents the idea behinGlowl & | LISNJF 2 NX | y OS thg kilasOfdances I & & o f
K26 SOSNE (KSTARIRERG | &2 ildR §ysteiry fitingirfo thid Xidudl

graphics.

In my research and practice, | experimented with the Kinect camera as well, creating the

G dz& ONR LJi SR¢ astdesgieformarEe(dek dhdper 2); however, the approach

that | took differed from the idea d&low, which Idiscuss in chapr 2 section 5, and the

conclusion chapter.
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To conclude this section, the progress and experiments of technology, dance, and digital
environments of scenography since 1999, arguably, are not necessarily clearly classifiable
into groups, or types of enviroments, but | would say that they belong to a

multidisciplinary field of studiestyingto express their concerns and questions of the dance
movement and the devepment of the technology. Sonpeople are taking more artistic

and conceptual approaches,hwrs are investigating the possibility of a new movement of
dance through technological innovatiores)dothers are interested in the stage design. It is

a very open field

The next section focuses more on the understanding of performance with emphatis on
works of Cunningham and Forsyttgipedand Decreationas two of the main influences on

my project, and also referring to the phenomenological theory of Kozel.

Performing in other spaces

On one level, performing in other spaces might just relate to the use of spaces, either indoor

or outdoor, that are different from the traditional theatre, and in that sense may be
unfamiliar to the dancers or to the audience. At another level, howevatppming in other
spaces may also relate to unfamiliar or unexpected experiences that derive from the
staging, choreography and scenography of the performance. The first two sections of this
chapter,c¢ KS w228a 27F 5A ¥ RliebRécenf DixGyfred oiDigilkl & ¢

{OSy 23N} LIK&é¢x IAAVS | OIFNASGe 2F SEI YLX Sa

Since the introduction of immersive, virtual, interactive, and digital scenographic
techniques, the choreographer, the dancer, and the audience experience something else;

GKS d02ARSHNROKENE S O2dzZA R faz 6S I RS@OAOS
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FYR 3ISYSNIaGSa Ad Ayd2 @Aadzf 3INILKAOA 2N Iy
specific objects or fabrics, creating illusions. In this section, | discuss the posit@n of

dancer in relatiorio these other spaces, mainly referring to the works of Cunningham,
C2NBRE@UKS [yR (KS LKSy2YSy2t23A0It |aLlsSota 27
experimented with body movement, spaces, aadhnology, with the final step beinthe

presentation of an artefact in front of an audience or the existence of the dancers in a place

with the audience.

Biped the work of Cunningham, Kaiser, Eshkar and Bryars, as noted in sectiona2, was
performance, wherein dancesgrictly choreograpbkd by Cunninghanperformed alongside

projected abstracted, animated images of dancers derived from motion capture of the
RIFyOSNERQ Y2@0SYSyia a RAOGIGSR o6& /[/dzyyAy3aAKI Y
Kaiser (1999), iha Scena Digitalan Italian arttology on technology and art, mentioned

that the idea was to work separately on the three main strands of the dance: the

choreography, the music and the visual décor. The aim was to bring these strands together

at the dress rehearsal arat the opening othe performance.

Cunningham was never very explicit about what he intended to do in his projects, and
regardingBiped told the visual artists and the musiciani K| ¢ A G 6+ & WIFo2dzi
g2dZ R 0S fA1S WFEtAOlAY 3D (i KENRJIIDEO) nOtksithaty St a 2 F
Kaiser and Eshkar had only five minutes of metibh LJG dzZNB 2 F / dzy Yy Ay 3Kl YQa
to animate and draw figures for the aninian, without losing the basic and real perception

of the body movementBipedwas a 45 minutes performance using 25 minutes of animation

from 15 seconds to 4 minutes for each sequence. The animated images ran discontinuously
during the performanceandamé (0 KS f A @S RIFIyOSNARI gAGK GKS |
Ydza A O¢ s2 FOKINBRI I SNAT SR 08 AGa AGYAEGINNBE 27F &l
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(Dils, 2002)As Kaiser (1999) stated, Brgahose to ignore the lite hints that Cunningham
gavethem, followinga continuous piece of musgwithout a break creating a beautiful and

romantic piece, which in the end, was perfectly related with the dance.

¢

{ly22e w2eé& O6uHnnyoI FyOS ONARGAOZI YIF{1S&a NBT

P

OK2NB23INFLKes & ol as 2y alLS2LX S Y2@Ay3é od
2N ali2NARSad [/ dzyyAy3IKIYQa RIFIYOSNEI 6SeNS f A1St
style, but his methods were completely different. He was interested in line and shape,

A % 4 oA X

F20dzaAy3 Yzaidfte 2y adzySELISOGSR OKIy3Sa 2F 68§

(p))

f S3a¢ owz2éeX HAnyod

[ dzy YAYAKIE Y LI NByGte 2SRy {12 KRAya SANI]IES K
Hence, perhaps, his decision not to unite the three strands of the performance until the last
minute. It is likely therefore, that Cunningham had to make sure that the dancers followed

the steps he had taught them, and metapfeally, forgot about the music and the visual

images. Yet the dancers also had to recognise the existence of music and images as part of

the space and the performance, to compl&eed

The performance, combining the different movements of the dancedstha

virtual/projected dancers, with the projected dots and shapes, and finally the rhythmic and

YSEt 2RAO &d2dzyRa 2F . NBEIFNRAa YdzaAOx gl & SldzZ €t @&
of Biped Dils (2002) had wondered if the brilliance of both theital projections and

[ dzy Y AYAKF YQ& RIFIYyOSNR O2dzZ R Ll2aarofte YIOGOK G2
K26 SOSNE KSNJ O2yOf dzaAz2y 4l & OGKFG [/ dzyyAy3IKEYC
technology, and simultaneously the portraits of the projected virtta@ers were echoing

0KS LISNFSOGA2Y GKFG KFER al f NSFReé | OKASOSR oé
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2yS 2F GKS aidl3S RFEYOSNBRXI WSFYyyYyAS {G(SSfS3 YS
projected figure, she felt that she was dancing indideself (Kaiser, 1999). Moreover, for

Dils (2002) the performance was a work of illusion as allusion. The virtual dancers were

actually real bodies during the motion capture process, and when their almost abstract,

sketchy appearance on stage was conpédatvith the real dancers, there was a transition

from reality to materiality and back to reality, wherein, the illusion of the materialistic

bodieswas not anymore a decoratioithrough the work of Cunningham, Kaiser and Eshkar,

Dils (2002) also realizeld meaning of being a human in the twestgst century, where

0KS SYy@ANRYYSyil O2ylGAydzsSa (2 3INRg AdGa aO2YLIM

20A2k0dzf GdzNF £ 2 yR GKS (SOKy2t23A0If o¢

Qx

2 KSNBAk SR LIS NF 2 NI SR lirgidingonly gfoftteld id&jesonto a
transparent scrim in front of the stage/prosceniim C 2 N& & (b KSONIS| di2Aad)y>
YSYyiA2ySR Ay &aS0OiA2y H aqOSyRIMNSEKRESASH FLIV S
OKSIRLMNI®DS gA0GK | GFrofST a2YS OKFANERX FyR | &c
FTN2Y (KS RI y ONekRlesyliRedat Stypridvaded an unexpected,

dzy FF YAT AL N SELISNASYOS 2F a20KSNySaaés |taKz2d

Forsythe borrowed the namigom an opera libretto by the Canadian poet Anna Carson

(Boenisch, 2007, p.17). Boenisch (2007, p.17) explains that the opera is based on three
autobiographies of historical women who suffered because of love, jealousy and religion
resulting in seldestdzOG A2y @ C2NRE@UKS F20dzaSR 2y GiKS Ay
02RAS&a¢ a | YSUFLK2NI F2NJ KAa OKzedNdg®ANI LKA SaA
was interplaying with the inner world of the three women, creating spastic body shapes, as

it showsin fig. 19, from the inside to the outside worldhstead of facing a beautiful world
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of aesthetic bodies, costumes and a stage design of traditional ballet dance, the audience
experienced a notraditional performance with conversations (from the dangersices,
GRGNBIGSRé¢ YR dAfeés Foy2NXIf &Kl LSa 2F Kdzyl
bodies. In addition to the sounds of the performance, there was a live synthesizer played by

the musician/accompanist David Morrow who composed the scor®@meation. Boenisch

(2007, p.18), concluded thaxecreatiorit A Y RSSR 6SOFYS 'y 2LISNI &dzy:

Figurel9: William Forsythe Decreation(2003)

I OO2NRAY3I G2 [/ dzNIAA [ ® [/ F NI SN SaninKingieiar€ dasmy 0 >
to the word empathy, relating the experience of the audience with the dancers. He states
GKFOGZ G@ASgAYy3I | LISNF2NXIFYyOSés GKS aLISodal a2z2N
movement, according to the personal and cultural experiencethéViewer), creating

empathy (Carter, 2015, p.18). Decreatiod LINR2 Ol 6f &3 GKS @GASHSNEQ S

R

w»

GAGK GKS aF FTFSOGABS Y2RS¢ ONBFGSR o6& (K -y
O2d2t R 6S ARSYGAFTASR GKNRIdAK (KS GSELINBaaArgs
NBalLRyRAYy3I (2 K and@ekcSptidh (Charr, 200 pA 8).yThelbddrs/

were taking ugly shapes, talking and isolating on stage during the performance; the

SY2GA2ylf arbtdzadArz2y 2F (GKS FdzRASYyOSs O2dzZ R K
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muscle tension, creating sadnessglancholy or discomfort (to the viewersyesulting to a

state of empathy between the dancers and the audience(Carter, 2015, p.18).

C2NR@IKSQa 62N] Aa OKI-OWNRIGENAY BR IH&  kAaE Ne HiySE
LINE OS 4-4 ORXK 0 & & IHes (BoeKiseh, 2087, p.15). The dancers were no longer

dancing for themselves as individuals but they experienced the process of presenting and
presenceing their bodies (Boenisch, 2007, p.16). Boenisch (2003, p.19), refers to the

rehearsals oDecreationg KSy C2NBE@(GKS | 1SR KAa RIyOSNaA (:
LI ANBR | YR ( K®hich éeéated\alie minEmeYitfadiith bodies, following the

same physical direction. This gave the séiose2 T & 6 S A yiviihout ah@c®rRndand,
AYyaiSKHRY®ERRS Ydza Ot S& yR |yl1ftSa KIFIR &dzRRRSyf @
2007, p.20). Then, Forsythekasl the dancers to untithemselves and perform again the

aFYS Y2@SYSyid &aSljdzSyoO0Sasz ONBFriGAy3d (GKdza aoSKI

actorié OAOARDU O

The work of Forsythe, mainly during the 20 years at Ballet Frankfurt, was about the

response of body movement in different spaces rather than continuing to work on a variety

2F ol tftSG GSOKYyAIldzSa 6. 2SYyA8MBREéHAKRDSE (KSR 0 0z&
be trained for many years and get lost in a world where bodies were more stretched, and

their muscles were more tensed, paying attention to the sense of proprioception; wherein,

brain takes control and note willo . 2 Sy A & Q.BdEH pHOhds DeEreatidrand many

other works of Forsythe were focused on improvisation and the creation of gestures.

Both Cunningham and Forsythe were experimenting with body movement, going one step
further each time, discovering new possibilities floe body to exist in the same

environment simultaneously with technology. The dancers, essentially, had to respond to
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the terms of each choreographer. On the one hand, if the dancers were working with

Cunningham, they were about to create an environmermiLgrd them in which their body

was far away from their inner world, by focusing, mechanically, on each part of their body
AYRAGARdAzZr tféd ¢KSYy>S KFEGAYy3 fSFENYSR GKSANI aidS

to create sequences by chance, on stagetiie first time, in relation to the visual stimuli.

On the other hand, Forsythe was exploring the body movement and its tension, coming

through the physical states (Siegmund, 2004), ignoring any sequence of steps. He was into

the idea of proprioceptive gesation, with the body being aware of its position in space,
ONBIFGAYy3 3SalddaNBa 2F LISNEAAGSYOS YR FTAYyLffe@

moving bodies as outlined by Kozel (Boenisch, 2007, p.27).

Y2T St o6unnTtI LIPTnoE NBFSNE (2 GKS SY0o2RAYSy
bodies and technologies. She indicatesthatdh8 G KA O&a A& LISNF2NXYSR Ay
through the inner and outer world of the performer, following a process of traimgiat

discovering, and having feelings of surprise, anger, fear and sadness. As a phenomenologist,
Kozel (2007, p.69) argues thateryone is able to perform in her everyday life and use
G§SOKy2ft23e Fa LINIO 2F AlP . dzincéthdteNie penptel y OS G
who go to a dance studio, where the environment is connected with technology, and the

dancer has to understand technologyhen through her body and the presence or the
Y2YSyGz aKS gAaftt ONBFIGS aO2y®Hd4diaxzi $tyR SEMIS
{KS 0StAS@®Sa Ay || NBTFESOGAGS AyluSydaArzy FyR i
while she is performing, and while she senses the others performing as well (ibid.). For her,
GKAA A& GKS 1SeT (R2DPPIabwiNSE 2F BLKREIRZSY BNB

and Forsythe were more into the idea of improvising and creating the ethics of performance
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during the specific moment, Cunningham was more interested in creating steps
characterized by line and shape, toable the dancers to create generative sequences when

confronted by the unfamiliar images and sounds that were part of the public performance.

Conclusion

This chapter began by outlining some of the significant roots of digital scenography, in the
precedants set by the nordigital, multimedia scenographic experiments by Burian and
Svoboda between the 1930s and 1950s. It then focused on some of the more recent
developments in digital scenography from the late 1990s to 2017, with particular emphasis
on theoretical and practical examples that became key inspirations for, or influences on my
own practical performance projedg ~ ¥ = h A [/ Vastnegs2016. Thesaclude the work

of SvobodaCunningham, Forsythe, Bardainne and Mondot, Chunky Moves and Johasston,

well as the writings and practices of Birringer and Kozel on performance and technology.

Because | was approaching my research project from a background in the fields of
visual/digital/interactive artset design and film productiobut with a new foas on body

movement, the research into the history of the theories and practices of digital scenography

in dance performance enabled me to have a better understanding of two things. Firstly that

dance performance is something that creates tension, paiR am 4 Nd&aa G2 GKS R
02RASas YR a2YSGAYSa FSStAyda 06aSS Y2NB Ay
dzy {y26y SY@GANRYYSyl(la FyR 02Re Y20SYSyid Ay (K
incorporation of body movement and technology in a daperformance is a difficult and

subtle process. The possibilities and precedents provided by the historical and theoretical

research presented in this chapter, as will be seen in chapters 2 and 3, provided the
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inspiration and groundwork for planning anéwkloping the practical element of the

research project, the experimental dance performafgce ¥ = h A [/ Vastness'
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CHAPTER 2
B nf B I BMABTINESS PERFORMANCE PLANNING

Introduction

This chapter analyses some of the legistic, theoretical, philosophical and conceptual
foundationsof the project that were important to the planning process. dantextualise
these analyse# begins with a brief description of the final performance, focusing on the
key characteristics ahe work that will be discussed in this chapter and in chapter 3. The
discussion themxplores the roots of the central concepts behind the storyline of the
performance. In relation to the title of the work, ™ 8 ~ " A / Vastnesgocuses

particularly on the idea of thé & dzo f YAFYASEEZe | OO2NRAy3a G2 GKS

4dKS

LIKAf 232LIKSNI 9RYdzy R . dzNJ S bButhBovfefdiriigdtsLISNA 2 R 2 F

expansiorin the twentyfirst century, relating to the powerful use aligital technologyin
dance performanceThe chapter then goes on to discuss the choice of stage dasdjthe
involvement of somatic experience (danceumfamiliar spaces, the desired role of the

music in relation to both projected animation and interactive irgg
Descriptionofg = 8 = h A / VastnesdPerformance

B~ & ° h A /Vastnegproject was presented for the first time on the"16f September
2016 in a site specific space at the Atiicthe ForumHertfordshire University of
Hertfordshire Collegd.ane Campudt wasa choreographic installation, based on didital
mediated elements of projected images/animation and interactive generated graphics, in
association with live performance and experm& music. As it shows in f&f), its
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constructed cylindrical architecture, surrounded by transparent fabric allowed two dancers
inside the structure to experiencal of the projected, scripted and escripted visuals
along with a composition of evocative music. The installation/pertoroe invited the
audience to be involved as observers and spectators of the strange/natural phenomena of

an audiovisual performance, while wandering around the space outside the structure.

Figure20: Maria, Mitsi. 5 ~ ¥ = h A [ Vastnegs projed2016)Sarah Ward performing

¢CKS LISNF2NXIYyOS &Ll OS gt a SyYyOANDt SR o0& GKS 7
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SSy Ay FAI& HMI HHIX Ho | YR
SyaSyvyof Sa®eNR\ 3y Ky IAYy3I | fY2a8d ySEG G2 SIOK 2
AUGNALIA O0FAID HHU & IFalowidy thes8ips, the Sextiguate2waS I OK 2 i K
covered completely by a huge piece of orga(fica 23), while the fourth quarter was

composed okuspended strips sequencing the shape of the circle as it shows2i fig
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Figure21: Maria,Mitsi. B = & ~ h A [ Vastneg&roject(2016)the first quarter of the circular construction
was anensemble of smaltrips hanging almost next to each oth&vardand Penrperformingduring
Vastness

Figure22: Maria,Mitsi. 8 = 8 ~ h A [ Vastneg&roject(2016)the second quarter of the circular
construction was a wider size of striggacednext to each otherleft side:Wardand Penrperformingbefore
the presentation oVastnessright side:Wardand Penrperformingduring Vastress

Figure23: Maria,Mitsi. 8 = ¥ ~ h A [ Vastneg@roject(2016)the third quarter of the circular construction
was covered completely by a huge piece of orgaM¢ardand PenmperformingduringVastness
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Figure24: Maria,Mitsi. 8 = 8 ~ 1 A [ Vastneg®iroject(2016)the fourth quarter of the circular
constructionwas suspended by strips sequencing the shape of the cikéded and Penrperformingduring
Vastness

Twoprojectorswere focused on the structure. Thiest projectorprojectedimages of a pre
made experimerdl animation, while the second projectpresented interactively
generaed graphicswhichmovedand changediccording to theactions of the dancerms
the space. Based on the darkness of the site specific space, the projected toaiges

protagonist rolessamongst the dancers and thiusic

Conceptualfoundation of the project: the siblime and its relation with body experience

Conceptually the project was initially inspired by the gravitational force of the moon upon

the ocean waves and earth, the cycle of human life, natural phenomena and generally by

0 KS (SN asidafided byxh¥ &ghteentbentury theorist and philosdper Edmund
Burke(1729-1797) Thetermé& dzo f A YSé¢ A a Ffaz2z NBfIFGSR G2 2 dzN
that now it has also taken on another meaning as discussed by the professor of philosophy
specializing in visualestheticst | dzf / NP ¢ U K SrNJnetdindty thespoweifulkd T o

use of incomprehensible and invisible digtethnology/ N2 ¢ G KSNJ 6 My X LIPT p (
0KS dadzof AYSé OFy 0SS ONDBwliasiRa ldbofatolyrarsl citesi dzZRA 2 2

JeanFrancois Lyotard (19241998), a Fench phibsopher, who identifies aontemporary
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experience othe sublime through digitaR I G = G o KA OKZI Ay (GKSYaSft@Sa
physically vast or destructive but, rather, overwhelm ésbii K S A NJ Ceowthdf, SEA (& ¢ ¢
1989, p.74). Thug, N2 ¢ (| K SINILIdrvapy 32 Yy Of dzZREBE I SKNA G AKB I ARG €

A s oA X A X

02Re& SELISNASYOS-aOASKIARS Oa VAR S NINBE SOBR2

A
(0p))

a
ASYydzZAiyS LRAGY2RSNYAaAY KSNBAY (KS AyO02yOSA gl
SY RS @2 destheembbdetiitiriadendeavousto be part of the impact othe

science and technology, which , on the one hantinaginatively impossible to

understand, but simultaneously isipossible to ignore because thfe revolution of

G Y2 RSNY Y HhiGhSipdrt bfdur Belndrelation todance/body reaction to

technology their definitionchangedromo SA Yy 3 & & A Y lidfaBopleX,ldél SNA | f &
YFEGSNRFfA&SERNRGE K SANE -TRpeiiydifiBe sedh)@hile the title of my

project,i3 ~ ¥ ~ h A [Vastnessis derived from one of the material causes of sublime

experiences as defined by Burke, the performance/installation also engages implicitly with

I NP RENRY YT GKS GY2RSNY &adzofAYSeés (KNRJZAK

According to the online pulgationBritish Art and the Sublimeyo & / KNAAGAY S wARA
KSIR 2F NI FyR OdzNY G2NJ 2F (KS vdzSSyQa |1 2dzas
[t SgStteys |y hishiicallitte svar®(dNihlimg) had beania ovay Df
GSELINBaaAy DfBKS odey [iN2 1A OSYRAY I Ada RSTFAYAGA:
FSAGKSGAOa YR fAGSNINE ONRGAOAAYE NBfIFGAY3
who were looking for something that travels beyond. Riding and Llewellyn describe the

sublime as a state of mind, an emotion and a judgemental response to art or nature. The

origin of the word derives from the two Latin ternsbandlimen The prepositiorsub
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means something that is below or up to, while the ndumenis related with the words

limit, boundary and threshold (Riding & Llewellyn, 2013).

As mentioned by Riding and Llewellyn (2013), the Irishman Edmund Burke- (I7&2ZB) is

one of the welknown theoreticians and philosophers who have talked about the idea of

the sublime as being dzZNNE dzy RSR o0& O2 Y LX & PBhlNoSophichl EriquirkJ2 6 S NJp
into the Origin oOur Ideas of the Sublime and Beautgublished in 1757 refers to seven

aspects of the idea afublimeand its connection with natural phenomena and the natural

world:

oDarknesg; constrains the sense of sight (primary among the five senses)

Obscurityg confuses judgement

Privation(or deprivation)g since pain is more powerful than pleasure

Vastnesg is beyond comprehension

Magnificenceg in the face of which wera in awe

Loudnesg overwhelms us

Suddennessa K2 O1 a4 2dzNJ aSyaAoAfAdGASa G2 GKS LRAYD
In the Philosophical Enqui§t957) Burke studies the experience of sublime and beauty,

from formal to material to efficientause® weé | Yy £ H A/ MPOr eékdnddian art |

he examines the passions of fear and love as the formal causes of the experiences of the

sublime and the beautiful, while in Pailt and Il he continues with defining the objects

created from the emotiormof sublimity and beauty (Ryan, 2001). Such objects are the

vastness, the magnificence, the obscurity and the suddenness, which produce the feelings

2F adomfAYAle YR 6Sd® ¢KS fFad LI NG NBFSNAR 0

tothebodyini SNya 2F ySNW2dza 2NJ LJA@OK2t 23A0Ff NBI O
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properties of the mind and nerves affect the body, without having a particular reason for a

specific reaction of the body.

Generally, Burke presents the sublime as an exploratth@question of how we make

aSyasS 2F 2dz2NJ SELISNASYy OS¢ owélysS wnamsE LIdHcpO
in The Journal of the History of Ideasfers to the sense of the subject and the exaltation,

the transcendence and the overpowering of mind, as the physical and mental reaction of

the subject to nature.

I O0O2NRAY3I (G2 . dz2NJ SQad GKS2NASAE 2F (KS &adzmf AYS
members of the Parliament who experiencaltures which are strange to themgcognizing

their moralresponsibilities to those civilizations. In the face of the vastness, the

complication and the obscurity of those cultures, the experience of the sublirhe wil

eventually lead them to make decisions according to their judgment skills and to the diverse
customs and ethics of thespeople (Binney, 2013, p.6471). 0 O2dz R ©6S | NHdzSRZ
GKS &lYS &dzoa2S0ia OFy 0S5 LI NIt (oStANITS B KRA (A R
gAGK &LISOAdEA Dz 2 SIOiR | y26t SRIS | yR SELISNASY

2F g KI G . dzNJ Sy XOK X tf IS(RA 2nBSEFwel yS wnnamI LI Hcy

Annihilation, in a simple explanation could be the passage of moving fornirdm

unknown world, where the human being does not have the ability to measure a certain
circumstance. Binney (2013, p.649) refers to the idea of the association between us and
D2RX YSYGA2yAy3 . dzNJ SQ& LINE kdeinang thenagyfitude fr & ¢ S
God. Rcause the power of God is limitless, our imagination fails to become aware of His

%

2dzy REFNASa FyR fAYAG&A® ¢Kdza> GKS adzoeSodGa |

Qi

6802YS AYAAIYATFAOI Y Ay §.649)A \Wher the/suliedts v A (i dzR S £
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(Binney, 2013, p.649).

Under normal conditions we & comfortable when we observe a familiar object because it

provides us with uniformity and steadiness. But, when this consistency is disrupted, then we

K &3S || &dzofAYS SELSNASYOSd wély 6HnamI LD HT
is bigger tha us, as related to experiences of natural forces, where the mind cannot reach

out and control them. She continues by identifying the greatness of nature as something

which can cause a powerful response: astonishment (Ryan, 2001, p.270). Astonishment

accoR A y 3 (i PhilosdpNitalSEQquiy A &  téitekoff the s@ul, in which all its motions

I NB &4dzaLISYRSRIX gAUGK a2YS RSINBS 2F K2NNRBNE 6

This project has investigated, through artistic interpretation, the experience of human
beings in relation to the unknown and unpredictable phenomena of nature, and its
magnificence. In this case, two dancers take the position of the subjects. They drarfam
with body tension, and their own physiology and techniqgegnerally they are also aware
of a particular culture of movement, which allows them to function physiologically and
psychologically to the outside world. This outside world could be a&dtagptre, a rehearsal
room, a specific space, outside in the streets or in natural surroundings. Since the sublime is
connected with words such as magnitude, vastness and obscurity, we as humans cannot
perceive the majesty and the limitlessness of natdrerough this imaginative and artistic
journey, the dancers enacted a confrontation with the sublimity of nature, encountering a
diversity of phenomena including the domination of technology in our century (the modern

sublime), through the digital scriptéah-scripted images in the circular structure. The
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structure was intended to correlate broadly with the moon, the earth and the cycle of our

life.

My first attempt to structure the performance was to associate the motion of ocean waves
with human movementswhere in a parallel world, the dancers are the waves and the space
is the earth. Having this idea in my mind, the perception of dancing through observation,
experience and living among the ocean waves became a bigger concern regarding how the
human sensge the waveswhich are part of a more powerful sensation. Studying the way

that the waves are moving became more complicated in relation to how the subjects (the
dancers) will react to them (waves). Based on the gravitational force of the moon, the sun

andthe earth, the balance and movement of the waves are disrupted. Tides are the biggest

2081y 61 @834 FyR | 002 NRA Y Dceard in DIAtibnYWayeQ &nd 6 Y ® R ® 0

Tides the moon has the bigger effect upon the waves as it is closer to earthwdlbste

The Ocean's Tides ExplairigtbonConnection, n.d.)ndicates that the acceleration of the
water is changing towards the moon while the earth is spinning on its own axis. The ocean
water is at equal levels but it bulges while the moon is rotair@und our planet by causing
low and high tides. At the same time, when the water bulges on the one side of the earth,
the same event happens to its opposite saeit shows in fig 29his occurs because of the
centrifugal force of the earth and moon. Brng a New Moon or a Full Moon the water is
bulging at a higher level as the sun, the earth and the moon appearing at the same
direction/line (fig. 26) (MoonConnection, n.d.)This phenomenon is callsgzygyand
2NAIAYFGSR FNRY GKS DNBS] fFy3adz IS YSIFEyAy3
sun is 90 degreeapart from the moon, the high tides are changing to lower tifess 26).

This means that the moon is already on its first or third row ofytde, referring to the First
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Quarter and the Third Quarter. Higher and lower tides occur twice a day (usually). Gilman
(n.d.) explains that even if there are so many factors for the tides to be predicted,

sometimes they cannot be perfectly foreseen by #stronomical calculations.
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Figure26: Maria, Mitsi. Sketch: Moon, Sun and Ea(2016)

Humans will travel trying to go beyomwerything as a matter of curiosity wanting more

each time. But nature is above us and sometimes there are things that we cannot perceive,
understand, explain or realize. Burke argues that if the sublime is safe, helpful and
accessible to our needs, it Wil a y S @S N&, forhe subnie chnyeS frondomination

and destructio® (cited by Ryan, 2001, p.274). Ocean waves travel from tranquility to
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agitation, chaos and loudness, where their motional situation comes from a powerful source
beyond earth and éyond of what our eyes can see. Observing the calm, blue rhythmic

waves of the sea, it will probably bring serenity and peacefulness to the subject. If the

waves, however, become rhythmically faster progressively, with opposite directions and
enormous size as it shows in fig7 during Vastnesgperformance, then terror and fear will

folowdb C2NJ . dzNJ ST GSNNBNJ A& F aYlF22N OFdzasS 27

something dreadful or it is acting upon the subject as something which is unplesasént

terrible (cited by Ryan, 2001, p.275)

Figure27: Maria,Mitsi. W =~ 8 ~ h A [/ Vastneg§droject(2016)images of wavebecome rhythmically faster
with enormous sizedyringingterror and feas to the dancers/human&yVardand Penrperformingduring
Vastness

{ KdzZZGSNXYIFY OS6nHnnpX LI oHTOUZ 'y !'YSNARAOIY LIKAf 2
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Sublimé in the British Journal ofestheticE NB FSNAR G2 . dzZNJ SQa&a I NRdzYS
association of body and mind where somatic interference is changing our state of mind:

G¢KS 02RAf & 2NBHlIya adzZFFSNI FANRGSE FYyR 0KS YAy
cause terror to people andhts it affects the body producing this mental situation of

dangerousness and feaFsunamis are dangerous and they create an emotional situation of
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fear and physical turmoil which destroys parts of our world, involving human lives.

Sometimes you have thénance or luck to survive from a tsunami. Seismic sea waves or

tsunamis are caused due to earthquakes under the ocean and they travel tremendously fast

in open water, causing catastrophes in shallows by reaching a substantial height (of water).

. dzNJ S fusion @byl the experience of terrorwas thiati KS y ST NBNJ i NI I3SRe@
approaches reality, and the further it removes us from all idea of fiction, the more perfect is

AGAd LR2SSNE Owely>S HnnamI LIPHTcO® ¢KS &dzwa2S0i
most of the sublime, the reality and the confrontation to the power of nature is dominating

us. Through this loudness and vastness of events, there is another side which is related with

RSt AIKG YR FOO2NRAY3 (G2 . dzNJI& K& NNRNEI 082 NS
Shusterman, 2005, p.329). This sort of calmness will come from living through terror, fear,

danger, soothing our pain and bringing pleasure to ourselves. Burke describes it as a

Gpassio ¥ | ¢S yR ad2yAaiaKyYSogs E329.0k th& Romerd of { K dza
GKS &a2dzZ = aAYy BKAOK Ffft 2F Alda Y2GA2ya | NB &
HAnMXE LI HTno FYR gKSNB GKSNB Aa y2 0GKNBIG:X

(Binney, 2013, p.251).

Through the exgration of natural phenomena through the moon and the unpredictable
behaviour of ocean waves, the dancers will be asked to face and confront the unexpected
from nature, which brings terror and fear. Thus the dancers will need to survive and
preserve themskes through their passions of danger and pain. Since the two dancers will
meet new or unknown experiences through their bodies, it will bring pain as they will
experience a very different approach to what they are familiar with. The pain will come

throughi KS Sy RSI @2N) 2F GadzNBAGAyYy3IE Ayia2 20KSNI R
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that pain and danger are the most powerful passions and thus because the experience will
be engaged with such passions, when the pleasure comes it will be that pleashee of
sublimeg not just the positive pleasure coming from a beautiful object (cited by

Shusterman, 2005, p.329).

The consequence of the experience of beautiful and sublime will lead to an imagination

which the subject or the dancers will sense during thikective impressions from the

outside world. Burke acknowledges that the imagination can be a combination of different
FOGAGAGASEA o0dzi KS F20dzaSa 2y GUKS -2WA Yl O 27
Thus, the imagination coming from pure sensatiill expand the sensory impression,

before any procedure of the rational mind (Ryan, 2001, p.272). Binney (2013, p.647) adds

that when people react to a specific experience they use reason because of their customs

and manners refining their own critiquélevertheless, he continues explaining that from an

I SAGKSGAO LISNBELISOGADGS aliKS adotAYS SEAaGa oS
LIpcnTO®d® WSTFSNNAYy3IA G2 . dzNJ SQa &dzof AYS Ay NBf I
taste first begins wh sense, then the imagination comes and then as a third act, it will end

with sympathy. Later the reasoning function will define a specific conclusion according to

the experience, the interests and the manners about the object.

Through this journey the dancers will face the unknowable and the unthinkable that goes

beyond apprehensiorthe sense of conflicting forces derived from terror and calm; the

LINR F2dzy RySaa 2F ylFGdz2NE YR GKS aSlI Qe dzyaSSy
rise and fall of sea levels caused by the gravitational forces of the moon, earth and sun. The

journey will be a cycle from full moon to full moon: the first acquaintance with the

environment, the two human beings, the ocean, the beginning of lifethaeadontinuation
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of this journey. In the middle a meeting with the terrible power of nature and need for self
preservation will overwhelm the experience of the dancers. The dancers will travel in five

phases as outlined balv:

1. Full Moon:Bright light3 High tides (intensive/calming shapesrenity, awe,

wondermeny)

2. First QuarterSemilow light3 Low tides (calming shapeglaxation, happiness,

suddenness, unknowable

3. New Moon:Low light3 High tides (intensive shapdgar, anger, terror, paic,

uncertainty)
4. Last QuarterSemilow light3 Low tides (calming shape®laxation, serenity, curiosily

5. Full Moon:Intensive lighf3 High tides (intensive shapeserenity, awe, surprise,

strength)

From the beginning the dancers will face floece of nature, a feeling of uncertainty and

the inability to control everything they will face the digital images, the interactively
generated visuals, the music, the tangible elements of the installation and later the
audience. Through this complex\weronment they will bring another perspective of moving
their bodies, in relation to what they see, feel, touch, hear, and how far they can go through
their senses, the limits of their imaginations, their sympathy between themselves and the

outside objectsand their judgmental skills.

Stage design/idea

This research focused on a performance in a site specific environment combining a circular

structure, which in the end is an installation in a spéiae 29. At the beginning of the
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research | knew that the results of this project would be manifested in atramttional
manner. A traditional show would have been a dance performance in theatre with lighting,
stage design and the audience sitting in front of the proscenium watchirtggpip a one or
two hours showBut | was interested in the movemeat the body reacting tanfamiliar
spacesand then how the experience of the body will change or not change in an
immersive/atmospheric environment where the only light comes from thgqmtions onto

the installation.

Figure28: Maria,Mitsi. 8 = 8 ~ h A [/ Vastneggdroject(2016)the cylindrical structure/installatiorWard
and PenmperformingduringVastness

The idea of the circular structure did not just come from the cycle of the moon, the earth
and the movement of waves but it also came because | was looking for something that it is
not presentable only in front or it hides the body from behind. It was@umeé of combining

the concept of sublime, moon, waves and life with the idea of performing around in athree

dimensional structure, surrounded by a mobile audien&ed the question was how this
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could affect the response of the dancers performing insidge@ular structure, where their

bodies can be seen from multiple perspectives.

Another key element of this pject is the digital imagesnother component to be

investigated during the performancelowever, i is not only about scenography and

performarce. The reaction and experience of the dancers will also derive from and be

defined by the visuals, which are one of the main elements to be experimented with. The
dancers will be called to perform according to what they see and to what can be created
through interaction. By means of this, the visuals were separat®edsicripted images in a

21 minutes animation, andn-scriptedinteractively geneaited graphics, which change
FOO2NRAY3 (G2 GKS RIFIYOSNBRQ Y2@0SYSyida RdzZNAy3
O2YLX SYSYy (I N (2 (G4KS 20KSNE IfGK2dAK Al A&

bodies to adapt to, and to experience both of them at the same time.

Having only the@nimation or the generative graphics is something that has happened

before inthe work of Svoboda an@unningham. Inspired by them, | want to bring both

worlds together at the same time, maybe giving an advantage to the dancers to react on
what they seeand to create a reflection of their movement through the generative visuals.
The dancers need to be aware that they need to move, as there are some images which are
following them during this journey, like their own shadow in a more abstract magbat

also to be aware that in case they get lost in this world they can always come back to or
continue their journey through the scripted images, which unfold a story, the vastness of

nature, where moon is changing and waves are either calm or loud.

Having bth scripted and urscripted visuals, and their projection onto a fabric material,

creating the illusion of transparency, it would be a new experience for the dand¢erswi
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from the beginning that | was interested to experiment witAnsparent fabric. Itvould not
have been my first time of working with fabric but it would be the first time to experiment
with a more threedimensional artifact where the dancers are performing neither in front
nor behind. Thus, | came up with the idea of binding the arcstructure surrounding the
installation with transparent fabric where each quarter of it, would have symbolized each

quarter of the moon: full moon, first quarter, new moon, and last quaagit shows in fig

29, from my first sketches and ideas.
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Figure29: Maria, Mitsi. SketchiPhases of Moo(R2016) left &le: the idea of binding the circular structure
surrounding the installation with transparent fabric where each quarter of it, symbolizes each quarter of the
moon, rightside: the diagram of the position of the moon, during its orbit around eqttthe sun lights half of
the moon

The transparent fabric will permit the dancers and the audience a window view from the
insice to the outside world and vieeersa. The scriptednd unscripted images will be
projected onto the transparent fabric and since the fabric will be around the structiire
means that when for example the animation will be projected onto the first quarter of the
installation, then the sae image will be reflection orthe third quarter of the installation.
Since the light passes through the transparent fabric, it will reach the parallel side of the

structure as it shows in fig0, and according to where the dancers are; the images will be

projected on tleir bodies.
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Figure30: Maria,Mitsi. 8 ~ 8 ~ h A [ Vastneg&roject(2016) the projected image of the third quarter of
the installation (left image) is reflected on the first quarter of the installation, andwéesa (right image)

The same coulbe possibly said for the audience, as the light will continue passing through

the whole space, appearing between the dancers, the real but transparent images and the
audience. This verisimilitude, as it shows ir3flgwill be like a source of inconceiviab

astonishment a reality where curiosity, awe, loudness and terror become part of it. It will
0S02YS Y2NB NBIf gKSY (KS RidOSENAE ¢ 6 X NI yEEK WE
images) actually a material that you can touch, as it shows Befibefore (rehearsal) and

duringthelg = 8 = h A [/ Vastneggperformance. It is an illusion of this transparent world

full of projected images coming from the universe, the moon, the waves and generally

nature where, if you manage to transcend the self and rational mind, you will realize that it

is a tangible worldbut at the same time it goes beyond, since you can see through it.

68



Figure31: Maria,Mitsi. 8 = 8 ~ h A [/ Vastnes@broject(2016)Ward and Penn performing duringastness
reacting to the loudness of the projected images

Figure32: Maria, Mitsi. 8 = & ~ h A [ Vastneggproject(2016) left imagePennresponds to the transparent
fabric during the rehearsal, Ward af&nnrespond to the existing transparent fabric, showing its existence
duringVastnesgperformance

Somatic experience in unknown environments and body movement in the sense of

aesthetics

This research focuses on dance performance. Generally, everyone is capable of moving their
body in expressing feelings, or reacting to a speeriMdronment according to atmosphere,
music, people, colours, spaces, and the personal memories and images. Apparently,

whatever is around us, will cause a sense of motion to our body and our. mind

In Somaesthetics and Dandgarter (2015, p.6) refers tbé words of the American modern

dancer and choreographer Martha Graham (18291) on the independence of dance as
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can produce an ideh$he talks about dance and the notion of being aware that not all of us
can produce body movement as an art form. That knowledge and experience of producing
an idea, referred to by Grahamijll come through discipline, awareness, muscle tension and

pain, principles, and generally the formal qualities of dance.

I LISNF2N¥SNRa o602Reé 3I325a UKNRdAzAK | €234 2F LI A
able to bring her body to a very differestate to that of an ordinary person. For example, in

ballet dance the performerare aiming to bring their bodi¢s a strong, balanced posture

and technique (En.wikipedia.org, 2018), whereas the audience who have not received such
training, can only obeve the performing bodies from the outside. Carter (2015, p.16)
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The process of producing art, according to Shuster(2805, p.325) and the creation of

aesthetic experience is the structure, the conditions and the functions of our body. The

sense of rhythm and balance, and the position of our body space depend also to the

G Y dza Odzt | NJSRustedhad2006Ap326% Later on, Shusterman (2005, p.325) also

refers to the emotion and the cognition of the content which both brigigd N2 y 3 | LILIS| f €

the recognition and understanding of art.

70



The wo dancers are following an approach which at the beginning is unfamiliar according to
their own experience and knowledge. The reaction to narrative and interactive graphics, the
response to structures outside theatre, the rhythm and melody of the musidater the
awareness of the audience in space are different parts of the process until the ultimate
creation of the performance art forndnconsciously the body will start moving around a

new environment and space, reacting to the diverse phenomena wisdegar, the body

will start being more familiar with the actual atmosphere. Thus, kinaesthetically the body
will start processing in an unconscious way followed later by a more conscious behaviour,
where through repetition and continuation, it will increathe awareness of moving and

living in an unknown environment. For example the dancers will start working with scripted
images following a specific rhythm and later they will experience their first time with the
interactively generated graphics. Havirigetexperience of both scripted/uscripted images

they will start being aware of their body reacting to the digital visuals. Later, they will follow
another experience with the story, the music, the awareness of dancing around and inside a
circular structwe which it is covered by transparent fahréad then the sense of being in an

environment with the audience.

Usually there is choreography to be presented to the audience whether it comes from
emotions, inner thoughts, imagination, concerns, rhythmspmees, atmospheres,

cultures, music, sounds, and experience and so on. Each culture of dance has its own
variations, techniques, structure, and character. Moving forward through the years, artists,
choreographers, dancers, scientists and anthropologisgsat particularly looking but |
would say they are more seeking, wondering and problematizing about this experience of

0 KS &y S égwhergtéchidbléyysurrounds and overwhelms our livéd/e cannot
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ignore the presence of the digital media and the exatmn of new ideas, questions which
LINPOIFOof&@ AYALANS FSIENI AY dzAaX RARG2@OENAY I 2 NJ
Svoboda was experimenting with projections onto different shaped screens involving dance,
film and rotating objects during a perfmance. Later we see Cunningham working on

motion capture, experimental sound and dance techniques where each individual practice
becomes one balanced work during the performance. Cunningham had to prepare the
dancers to perform outside their comfortablerz but at the saméime it was a movement
coming from experienced bodies with skills, strength and knowledge of specific dance

Odzft G dzZNB @ ¢ K S NBelemdtic Qreaingd whi2ki mogeéld is not coming

from choreography but from improvisation, itugh unpredictable facts coming from the
reaction of the audience and through telecommunication, as the performer is in another
room responding back to them. Forsythe also brought a revolution to the ballet dance with
the complexities between bodies, timeequence and balance, where he later experiments

with architectural and multimedia/performance installations.

Having these inspirations from artists such as Svoboda, Cunningham, Sermon and Forsythe, |
wanted to experiment further with the digitally mediated elements of technology and the
possibility of performing outside theatre. Creating an installation whicblires images,
technology, music and dance can be included into the world of scenography. Each one of
them is a scenographic element. Once we see these elements together, it might bring

different results to the outside world and the performers.

In May 2016 found two female dancers who were interested to take part in the
experiments and the final show in September 20d6len Penn studied contemporary

dance inTrinity Laban Conservatoire of Music and Dance, London and she trained for eight
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months in conterporary and tap dance at Peridance Capezio Centre, New York. She is a
choreographer and performer who experiments with different forms in Art, Philosophy,
Science and nature. Sarah Ward holds a Bachelor of Arts Degree’\@tass Honours in
Dance Studieand she trained for six months at Peridance Capezio Centre, New York. She
worked in various programes especially as a dancer in theatres, films and TV shows.

{I N KQa alAtfta Ay@2ft @S 02y (GSYLERNINEB RIyOSs

Both Pem and Ward were willing to experiment with the interactively generated visuals,
and abstract or figurative shapes, the music, the narrative form of the project and finally
perform in a circular structurd knew from the beginning that this would have beefirst

time experience for the dancers, but it was part of the process to bring performers into an
unfamiliar situation and see what it would happeénis true that it would have been a
challenge for me to combine a dancer who has worked with digakls and interaction

with someone who did not have the same experience, because then, for me, it would not
have been so completely experimental. The uncomfortable sense of the body in a digital
world covered by transparent images, performing in a circstte@pe, and having the music
as well was part of the experimental process. Equaliyvas part of the experimental
process and for the dancers to become sympathetic to the concept of a world of sublimity
through the moon and its gravitational forces upitve ocean waves and the cycle of life.
Consequently, at this point | was interested to know how the dancers would respond when

Aa0GSL) o aidSLlE (KSeé RAAO20OSNJ SIOK L NII 2F (GKS

Music
From one side we have the scriptadd unscripted images and later on we have the music.

| wanted the music to follow a narrative form instead of being generated by the movement.
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Having the complex visuatghe generative graphics, and the animation and the story, it
would have been vergonfusing for all of us to experiment with generated music as well.
From the technical perspective regarding the experiments and the artistic side of the
project, it would not have helped me, and the dancers, or the musician to go further with
the music bymeans of working with interactive music. We were already working in a chaos
trying to discover, behave and react to the diversity of elements of this project. | wanted the
musicto be an element which brings harmompythm, melody and balance throughotite
performance. My purpose was to bring music closer to the story and the rhythm of the
animation. Subsequently, the dancers had to respond to the images of the animation as one
part, to the interactively generated graphics as another part, to the stergree more part,

and to the structure and the music. Later all elements were integrated into each other.
While, each element could have been used as an individual artifact, they became

complementary to each other.

Undoubtedly, the music has its own rafethe projed even if it is not usingnygenerated
sounds During the experiments with different kind of styles and diverse approaches of
experimental sounds and lyrical melodiesame up with how | wanted to proceed with

the musicl entered intoan orline collaboration with a music composer from Spain, Javier
Aparicio.Aparicio Rey Juan Carlos University, Madrid, Spain and University of Bargelona
is a visual artist, musician asét designer whdascollaborated with dancers and
participated in diferent festivals worldwide (Alfabody, n.d.). He is working on-tiead

music composition and the embodiment in performance through wearable devices. In
April, 2016 | had the opportunity to watch him perform at timternational METABODY

Forum: "Performancdérchitectures, Wearables and Gestures Of Participatiatd by
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Johannes Birringer at th&rtaud Performance Centre, Brunel University London {Daih
2016). The festival with Jaime del Val as the coordinator was based on a diversity of
embodied expresen through a variety of concepts combining interaction, architecture,
digital and physical aspects and performances in site specific locations, indoors and
outdoors (Dak_ab, 2016)Aparicio wrote and composed a 21 minutes soundtrack giving
anidentity of experimental, electronic, ethereal, eer@ad mysterious approach, combining
piano sounds on specific parfBhefig 33 showsthe studioof Aparicio in Spain, the place

where he wrote and composed the music\dstness

. 7

Figure33: Javier Aparicio Javier Aparicio's Stud{@016)Web. 24 Aug. 2016 http://alfabody.net/projects/

Apariciowas able to observthe movement of the dancersom rehearsal videos and
consideringhe scenario, the stylistic approach and the storyboarsisnt him¢ he was
working with me online during the whole process of the experiments until we mathtage

concludethe final music compositian

In its final form, he music sometimewent against the visual images and the movement
from the performers, creating juxtaposition betweebjectsand elements. For example on
the 39 phaseof the moon part of the storyduring the prevalence of tsunantihe music was
calming while theorojectedvisual images andne bady movement from the dancers were

intensive as it shows in f@f. Inthis way | was exploring the reacti®af the dancers who
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were reacting to the rigorous visuals and plot of the sfdmyt the music was following an
opposite approah of tranquillity. By these means, the music was not an influence upon the
dancers which exceeded that of the projected images, but it did raise the question of how

the dancers would react to the countpositioning of calmness and agitation.

Figure34: Maria, Mitsi. 8 = 8 ~ h A [/ Vastneg§droject(2016)Ward and Penn performing duringastness
and the prevalence of tsunami in th& Part of the storyBrd phase of the moon

In the2"® and 4" part of the storythe musicpresensanidea of having a lyricahovement

like the fig 35and fig36, instead of chaotic rhythm of shapes and motignthese points

the music changes from experimental to lyrical bringing awe and harniboguld be said
that the musical pieceverallhas moments of silence, sublimity, chaos, illusion, brightness
and a touch of swirling, hypnotic, adventurous charactdrere the dancers are called

either to respond to the rhythms or go against them.
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Figure35: Maria,Mitsi. 8 = 8 ~ h A [ Vastnes@roject(2016)Ward and Penn performing duringastness
in a more lyrical and harmonic movement, in tHe Rart of the story/2"d phase of the moon

Figure36: Maria,Mitsi. 8 = 8 ~ h A [/ Vastneg§droject(2016)Ward and Penn performing duringastness
in a more lyrical and harmonic movemeirt,the 4" part of the storyﬁlth phase of the moon

Conclusion

This chapter began with a brief description of the artistic product of my research project,

the choreographic installatiog = 8 *~ h A [/ Vastnes§September 2016). This was an

improvisatory dance performance in a site specific environment, combiningudagirc

structure hung with transparent fabric, in which the bodies of the dancers and projected

imagery could be viewed from afiside the structuresides by a mobile audience.

Simultaneously, the dancers had to encounter and respond to digitally mediated elements

from images/animation and interactive generated graphics, which were projected onto the
FIONARO YR GKS RIYOSNEQ 02RASAI X | aa20A1 GA
[ dzy' y A Yy Bigdd YiQriotthecessarily match with the most vigorous moments of the
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dance performance. The chapter then focusadexplaining some of the key philosophical,
conceptual, artistic and theoretical foundations of the project that wereantgnt for the
research and planning process, and the reasons behind certain technical and technological

choices.

Contemporary dance performances do not necessarily have to have a stargipgme

SEI YLX S 2F (KA & Bime§deg chapterdrgnd hiy/garielal Yefusal to be
ALISOATAO NBIFNRAYI gKIFIG KAa LIASOSAE oSNB al o2
choreographer, and would be using danocetlaborators to create the improvised

choreography and therefore needed to provide the danceih at least: a broad concept,

basic narrative and some potentially useful projected images to work on, at a conceptual

level, an approach which relates to that of Forsythe, although he is a choreographer. This

became one of the main means to help structtine performance, while allowing space for

the dancers to improvise.

At the most general level the storyline of the performance was about human experience of

0KS GadzotAYSés LI NLAOdz I NY & Fa RSTAYSR o0& 9R
evokedby experience of the power of nature. Indeed, the title of the performance came

from Burke, as did the more specific, naturalistic elements of the storyline and some of the

visuals, concerning the power and vastness of the ocean in relation to the layisib

gravitational power of the moon over the tides. The use of animationiatalactively

generated graphickINE 2SOl A2y > K2gSOSNE | a2 NBEFSNNBR
GLI2AGY2RSNY a4dzof AYSeé>S Ay NBEtFGA2Y ythe s KI G KS

contemporary, incomprehensible and invisible power of digital technology.
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In this chapter | have also identified a number of factors that informed the theorisation of

GKS adGF3S RSaAdIyd C2NI SEF YLX S5 L rebgraphich y & LIA NB
installation in a northeatre space. The circular structure of the installation had some

relation to the cycle of the moon in the storyline, but, more importantly would enable the

audience to move right round the installation to view the perfamase from any angle on

the same level as the performers Y ARSI LI NI f & RSGOGYAG2008B.R FTNRY
The idea of using transparent material hung from the structure was to create an immersive
environment for the dancers, in order for them tateéract, both with each other and with

the reflected digital imagery. This immersive environment would be crucial to the

performance as the two dancers were asked to improvise in relation to the storyline and

projected images.

The choice of having botmamation andreattime generatedgraphics projections to create
this illusionary performance environment was the result of a question raised during the
research about whether this combination of technologies was possible. The question was
prompted by theresearch into the history and practices of digital scenograggby example

in the work of Svoboda, Cunningham, Sermon, as well as Mondot and Bardarhiah
indicated that while both technologies have been widely used recently by digital
scenographerghey had not been commonly used together. How this was successfully

achieved by this project will be discussedhapter 3.

In planning the improvisatory aspect of the performance in the installation space, | drew on
a number of recent practices and thesations relating to digital scenography and
improvisatory dance performance, particularly Shustern20il§) as well as those of Kozel

(2007) abouthe relevance of somatic experience, particularly for improvisational dancers.

79



To make the performanceompletely experimental, | chose two trained contemporary
dancers with no experience of digital scenography or choreographic installafartsof the
process was to bring them into an unfamiliar situation and see what would happen. The
idea was that theyvould use their trained bodies to respond emotionally and aesthetically
to the storyline and digital visuals within the installation spad&rough this imaginative and
artistic journey, the dancers would enact a confrontation with the sublimity of nature
encountering a diversity of phenomena including the domination of technology in our
century (the postmodern sublime), through the digital scripted&eripted images along

with a composition of evocative music, in the constructed cylindrical architecture

choreographic installation.

The theoretical planning exercises constituted one large step towards the development and
creation of the performance. Nevertheleskey stillhad to be integrated into the technical

and practical side of it. The next chapter examines the processes and experimental
methodology of the development of the technological and technical elements of the
performance. It includes explanations of the preat tests used to achieve the
implementation of the performance on time, having in mind what sources were available

and what problems | might confront.
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CHAPTER
EXPERIMENTAL METHODS DURING THE DEVELOPMENT OF THE PROJECT

Introduction

The development of the artistic concept, including the philosophical theori¢iseodublime
and sensation, and the idea of implementing body performance into scenography, the
preliminary planning stage (see chapter 2) amounted to one large step towards the
realization of the performance. The creation of digital images/generated graphics, the
connection with an installatioandthe questions these raisedhowever, created a whole
world wheretheory finally had to be integrated into the technical side as Wélls chapter
focuses on the technological and technical elements of the performance development,
which differed a lot from the development of the concept and idBlaereason for this is
that, the process used experimental methodologies as practicaktastestablish what
would, or would not be possible to achieve, in relation to the dancers, the-sicade and
the resources available, to develop and present the performance on titeee, the
freedom of following an artistic concept was confronted witle technical and

developmental problems that the project might have.

Nevertheless, as will be seen, the experimental process of collaborating with the dancers in
the development of the scenario, animaticend interactively generated imagenmyositively
answered the research question raised in chapter 2 about the possibility of using a narrative
and concept represented through animated imagery. Moreover, the process also positively
answered my other two research questiomsit possible to combine prajéed animation

with projected interactive motion generated images successfaliyleveloping
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improvisatory dance performances in ntimeatre space® And if so, can this combination

also be a choreographic tool?

Making the first steps into the possible itementations of the concept and idea of this
project,in February 2016, | made my first attempt (for this project) to work with projection
mapping and transparerfabrics as a way to createwaorld that in reality does not exist.
Through the transparent fabrics, the projected images create an illusion between reality and
fantasy. Since | wanted to move on from my previous work with flat surfaces, | created a
small threedimensional installatiorffig. 37) using layers of transparent fabric and creating a
shape of a cube. Then, | created visuals representing shapes of waves and | projected them

2yi2 GKS GUNFXyaLl NByildé OdznSo

Figure37: Maria, Mitsi. Structured wavegblack and whitey, projection mapping2016)

Experimenting with projection, structures and visuals | came up with a few new ideas,
creating a main brainstorm, through which, latevas able to separate thideas into
successive brainstorm$he first branstorm was focused on the performance, followeal
by another brainstorm whichelated to the theories of ocean waves and to further ideas
about implementing them visually and conceptually into the performaBeg, because the
project was concerned wittiverse elements, | then moved further to create small

brainstorms about: the dancers; the sound; the construction/structure; the visual images;
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the sublime; the technology, the space; the interaction and the spectators. These elements

are discussed in theections below.
Projection mapping, performance and interactive technologies

During the period of testing technology devices, with visuals and projection | foals®d

on other experiments with the dance(&ble. 1). The first six experiments started with
projection mapping techniquess it shows in fi§8, interactive technologies, three
dimensional structures and transparent fabrics. The next four experiments focused on the
movement of the dancers witthe technology, the music, the visuals and the structure.
From February 2016 to May 2016, | had the time to evaluate my experiments with
technology focusing on how the results will affect the project. Focusing on the dancers, the
idea was to work on eacheaghent every time, discovering new senses and reactions af the
bodiesto new materials and then add the previous material to the new element of the next
experiment. For example, if the first day of the experiments was focusing on
scripted/projected visual, then | was trying to work with experimental, lyrical and classical
music separately, to perceive the reactions from the performers. Referring to lyrical and
classical musicelxperimentedwith the pieces:Atlanticoby Roberto Cacciapaglia aRthno
SonataNo. 14in§ K| N1J a Ay 2 NEAdag@ foltghatdEarRAGIdRy Ludwig
vanBeethovenAnd then another day | would have worked with scripted visuals with
experimental musicBike- Textures Mix I, Vuelta a Itaca,lVuelta a Itaca llandVuwelta a

Itaca IVby Javier Aparicio/Alfabodgnd then with theinteractivdy generatedgraphics.

With this process | was taking responses from thaakrs each time we triedew/unknown
things andthen noting how the responses to their first experience changed and developed

on the secondthird and fourth time theyworked with the same elements.
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Titles that | gave to each experiment from February 2016eptember 2016:

Structured waves (black andhite) ¢ Layers of transparent baic, Projection Mapping

Cubeg Projection Mapping

Transparent Cube Projection Mapping

3D objects; Projection Mapping

Cylinderg Projection Mapping

Two images, two projectors, Projection Mapping

Body +Projectiong Improvisation with projection and images then sound

Interaction + Body + ProjectiogImprovisation with projection, generative images and sound

Interaction + Body + Projection + Story + Sound + Girbeprovisation and first attempt toloreograph
involving the scenario, music and the generative images, surrounded by a circle (using chairs)

Interaction + Animation + Body + Projection + Story + Sound + Circle + Costumpgovisation and first
attempt to choreograph involving the scetarmusic and the generative images, surrounded by a circle
(marking the floor), experiment with costumes

Tablel: Experiments with technology, images and performance

Figure38: Maria, Mitsi. Cubeg projection mapping experimen{2016)

After working with hardware technologies such as the ArduinoBoard,-B%Q board and

the sensor Kinect (version 2), in April 2016, | decided to continue with the Kinect from
Microsoft. The first two boards gave me the opportunityetxperiment creatingsmall

scripts of coding and controlling specific lights and graphics. Neverthaféssthe idea of
involving body interaction and the creation of graphics using the VVVV software, | focused

onthe Kinect
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The Kinect (8bitjoystick, 2009) is a motion senfromMicrosoft, which has been usddr

the video game console Xbox. It issbd on a camera which enablige user to interact

with the computer. Spending thiast two/three years working witlthe first version of the
Kinect, | had the opportunity texperiment with the second version, which it camé m
HnAnMo OhQ. NAR2g1A was released fot Wirkklows. The new Kinect V2 (Microsoft,
n.d.), is able to track six skeletonslmdies with25 joints, as it shows in fig 3&hile the old
one was ale to track only two skeletons with 20 joints per person. Simultaneously,
FOO2NRAY3 (2 aAONRaA2FGQa 2yt AYS 6So0aArisSs
accurate.This can be seen in #f. While the dancers were experimentingtivithe second
version of Kinect,leir body movement waseflected onto the wall simultaneouslin

addition to this, he ability to detect a movement coming from a body in the dark was an
advantage for my project, as the danceirsthe endwere performing in darkness, giving

attention to the projected images.

KINECT V2 JOINT ID MAP

25JOINTS
6 BODIES
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Figure39: VVVV GrougKinect v2Joint Maf2016)Web. 6 Jan 2016 https://vwvv.org/documentation/kinect

85

[enN

[@h))



WA

Figure41: Maria, Mitsi. Graphics representing each phase of the scer(@0@6)created in VVV¥oftware
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Combininghe Kinectwith the VVVV software | created five differensuals as seen in fig

41, which represent each phase of teeript.+ + + + hgbkidAvisualftextual live

programming environment for easy prototyping and development. It is designed to facilitate

the handling d large media environments with physical interfaces, #t@ak motion

AN LIKAOAS FdzRA2 YR @ARS2 (KIFG O yGmypld SNI O

(@),2014).

Opening thevVV\koftware, the first thing that someone will see it is a blank gragdow

GKAOK Aa OFffSR aLJl G§OKE ® L youdghKiffetenthddégs OK (1 KS d
GKAOK AyOfdzZRS LINPINI YYAY3A AaONARLIIAP dx+x+ dza S
of textual programmind. Y G S NF I O S ¢ (b)p2614 By crebtiN@héslithrough nodes,

it gives you the ability to develop structures, sending data fromrmoweto another andn

that wayit generates or outputs data such as particles, sounds, effects, numbers and
algorithms.Integrating thecamera sensowith the VVV\&oftware, | used certain patches

one of whichrecognizaethe sensor when it isonnected with the corputer, and then

another patchable to detect theskeleton of a human body as can be seen id#grhen

through the skeleton patch | connd my patch with the graphics as it shows indgand

44, informing the patchhat when the right wrist of th&lancer goes up, the specific shape

will get bigger on the Y coordinate. Then the two patches are connedgtedhe camera

sensor. By these nams,| created the interactive part of my project.
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Figure42: Maria, Mitsi. Working withVVV\Vsoftware (2016)this patch contains a link between Kinect, the 5
phases of graphics and the skeleton together
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Figure43: Maria, Mitsi. Working withVVV\Vsoftware (2016)VVVV patch showing the five phases
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Figure44. Maria, Mitsi. Working withVVV\software (2016)VVVV patches showing part of the creation of the
graphics through/VVV- two of the five phases

In the early stages of the experiments, however, the motion sensor was not used. | started
by projecting only the visuals corresponding with the five phases of the performance,
representing the ideas of motion waves and sublimity as seen #bfithese wee projected

on a wall, so that the performer could obserthe images and try to improviglerough
movement, shapeshythmand vision. The first experimemtasdone with Wardonly.

Through the visuals | created using the V\¢dfvareas it shows in fig6, she tred to be

part of them andadapt her bodynto the shape and motion of the graphidst first, she
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experimented only with the scripted visuals and herself, while later she improvised with

sound andmagesas seen in fig7.

waves

= ~ e = - - — —
N~ T— " — —

Figure46: Maria, Mitsi. Experiments with War(?016)adaping her body into the shape and motion of the
graphics

89



Figured7: Maria, Mitsi. Experiments with War(016)adaping her body into themoving images of real waves

Throughout the first experimensome of the graphics were not réglworking for Ward,
especially whethe movement was not intensive enougkor example, when one of the

visuals was repeating itself with the same count of rhythm, Ward was losing her body sense
since; she did not know how to modéferently in the spacel could see her doing the same
spasmodic movementsvhich led to the domination of the specific animated ima8ke
preferred to experiment with graphidbat hadrigorous and clear, freer movemeoff

shapes because it helpédetr to react not necessarilyith the same rhythm of the graphics.

It wasmore like the performer was a continuation of the scripted visuals, a partner and an

equal complement.

During the testing | wanted to receive a reaction by projecting real wéiigeg7) from a
video that Irecorded, instead of the creategraphicsHow would the movement of the
dancer possibly change when reacting to real images from nature in comparison with the

digitally, abstract, surreal, geometric graphics? She got interestéite images of real
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waveswere familiar images. In a sense, it was a memory coming back, and her
consciousness of what she was dealing with was therefore clear. In relation to this, while
she felt more familiar and connected with the recorded ocean waves, the rhythm of these

imageswas still dominating her body movement through the lyrical rhythm of the waves.

The performer waslsoable to work with graphics accompanied by ambient, natural and
experimental sounds and then more classical and lyrical music. While she was performing
with lyrical/classical music she got distractesishe wagiving attention mainly to the

music. But when she was improvising with the same images accompanied by
ambient/experimental sounds, she mentioned that she was able to concentrate more on

the imagesand the sound together.

The next experiment was the attempt to improviséh the interactivelygenerated graphics
throughthe camera of thesensor (Kinect)Vhile | was working with VVVV and tb@mera
sensor | created eight graphiaghich had a betteresponse fromiWardthan those used in

the previous experiment. Based on these eight graphics, | gave movefoeekampleto a
shape to move on the Y coordinate while the left hand of the dancer was moving up and
down. With this way of thinking | starteglorking with hands, head and then le§¥ardand
Penntried to work separately as can be seen idfggwith the interactive technology and
then together as it shows in fgR. While they were in this new interactive environment, |
had to leave the dares alone exploring their body movemeritsough the interactive
visuals. After this, | moved forward explaining to them what the logic behind the technology
is and how | work with it. Having had this conversation with them, they managed to adapt

themselvedetter to the environment and get more familiar with the technologies.
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Figure48: Maria, Mitsi. Experiment$2016)First attempt to experiment with Ward and Pefseparatelypn
live tracking movement

Figure49: Maria, Mitsi. Experiment$2016)First attempt to experiment with Ward and Peftogether)on live
tracking movement

Their first experience with tracking was positive, but they mentioned that they wanted to
see more responsi their movement in thamages. One of the main reasons for this
realization came from the lack of joining parts of the legs with the digitally derived visuals

from the sensor and the software. As it was the first time of testing the interactive visuals

with the dancers, | had created the graphics to respond mainly to the hands, the head and
then the legs. So, it was part of the process and the experiments to see how the dancers
would react or what they would actually understand and sense. This resaultibe i
realization that the dancers were actually aware of their bodies inside the immersive

environment andf how their bodies reacted to the visual$héy felt that their legs were
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their bodies

During the experiments, | was workjmon the script as well, so that later on in the process

we triedto implement the first and second phaséthe performanceand work it out with

music, interaction and projected imagaédoving fom experimentation and improvisation

to unknown visuals and music, we started giving an identity to the project, as we were one
more step closer to what thperformancewas about, and to where all these hours of work
were leading us. At the santame | was working onlinLondon- Madrid) with Aparicio,

having the first samples of the music for the first and second phase of the scenario. Aparicio
was following the storyboards, the time sequence and the scenario with some comments

from me, and at tle same time he was able to watch some viddoehearsals.

Continuing with the third experiment with the dancers and Aparicio coming from Spain to
watch our rehearsal, we added ongore element of experimentationhe opportunity of
moving around a circleas the research was focusing on a thddmensional and circular
approachWe took a lot of chag from the rehearsal room amtteateda circle as can be
seen in figh0, measuing the distance of the radiuss it wouldbein the actual spaceThe
dancesstarted to workon the narrativeof the performanceanside this circular shape,
having the musi the backgroundin this period, the scenario was ready, as well as the
animation of three phases of the scenario, the final samples of the music andfs@he
tests from the generated live visuals. Step by step the dancers started improvising inside the
circular shape, then integrating the music with the storhis helped the dancers to
understand the limits inside the spaa®mmecloser to what the projet was aboutand how

this circular shape woulde transformed into a freed and transparent shape full of life
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through the animated images as seen inFigand 52, and the unscripted visualsTheir
practice focused on structured impr@ation and choreographfavingalsoin mind the
way that motion tracking works as it shows in5§) knowingthat there are limits on

specific movements of their boditrough the camera sensor.

Figure51: Maria, Mitsi. Experiment$2016)Ward and Penn practicingith the animation phase 2
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" h A [ Vastneg@erformance2016)Ward and Penn performing during
Vastness, phase 2

4

IEYs
)

]
-~
-

Figure53: Maria, Mitsi. Experiment$2016)Experiments with Ward and Penn on live tracking movement
This time the dancers concentrated on the experience of performing in a circular structure ,
but afterwards we went on to work with the interactive ages coming from the sensdihe
graphics had the potential to response ma@ecuratelyto their movementby adding the

ability oftracking theleg, spine and bell\spendingan extensive amount of timi front of

the sensor by myself anabserving the old rehearsals, | managed to improve or change the
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previous graphics from the VVVV softwaBamparing the gevious results, thergvasa
sustained improvemenirom the live visuals and thdancer$Yeactions The movement
from the visuals was smoother and more accurate in relation to what the dancers were
performing. Butthere were moment®f losing the trackig from the sensor.df example if
both of them were performing on the flopsince the sensor hdaken placed on a chair it
could nottrackthe movement from someone who wé®low its range and performing with

her full body on the flooas it shows in fi§6.

Figureb4: Maria, Mitsi. Experiment$2016)Wardis performing on the floor, whil®enninteracts with the
graphics from the Kinect

During these tests, | showed them my progress on my experimental animé&tiothe first,

second and fifth part of the story tget them more engaged withtte RS 2 F G KS LINER ¢
involvement withjuxtaposed elemergof interactivelygeneratedgraphics andcripted

images The dancers would have to follow the story, and focus on thiptett images, but

would also need to think about how the freedom of their badgvements in response to
thesewould/could changein relation to the simultaneous presence of the interactively

generated images reflecting their body images.
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From the first @&y, when | had the first chat with the dancers about being involved in this
project, we immediately started working together online and later having meetings for the
experimentations. There were times that | had to travel around central London to do our
meetings, and also bring the dancers to different rooms each time for the experiments. It
was very difficult to find a specific day when all of us were free to do the rehearsals, and to
ensure being able to be reached at the same place and time. Despitevthisere talking
through emails and texts or phone to continue with the project and be ready for the next
experiment. | was sending the dancers videos of the rehearsals so they could study their
movement and see their reaction to the experiments. Theyeasdso studying the scenatrio,
the movement of how the waves are reacting to natural phenomena and they were
practicing more on their movement. Each time | was working with them face to face, at the
end of each experiment | did a short interview about thperience they had of each

period. This helped me to see how they thought, felt and sensed their bodies through the

whole process.

There was also a time that, they both managed to travel from London and go to a beach
near London, facing nature itself, aitd magnificence. In their view, the waves helped them

to memorise tleir experience and sense theeiges through the wind, the water, the sand

and the endless sensation of the ocean reaching the horizon. Coming from simple, abstract,
geometric, complicate shapes of visuals representing the movement of ocean waves is one
thing. Later, the experience of changing the motion of the wakiesugh the tracking

process wasne more experience. Then, being able to watch videos of how the waves are

moving and throigh the fact that they finally met the nature efavesq was a continuing
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process of impressions, from primary senses to sensory impressions, reaching the mind and

the imagination.

¢KS F2dz2NIK SELISNRARYSYyG (2 2dnlyfodf dayd Sefofeyhe 1§ KS  mH ( K
actual performanceln this experiment | added the animation sequerseit shows in fig 36,

and the dancers tried different costumes for the performance. Hirdtew a circle on the

floor so the dancers will feel merthe existence oftte construction, withouexeedng the

boundariesof the structure in their movementSecond, weame prepared with different

costumesso thedances could perform wearing them and decide which ones were most

suitable for the concept, the project and theelves as performer3hird, we started

experimenting for one more time with the wscripted visuals as can be seen inbigand

56, which were now more responsive to the dancers and the concept, since the last time

Figure55: Maria, Mitsi. Experiment$2016)Working with Ward and Penn on the animation and scenario

Figure56: Maria, Mitsi. Experiment§2016)Experiments with Ward and Penn on live tracking movement
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After all, the dancers weresow familiar with the way that thesensorespondedto their

bodies and they knew what to do and what not to dbhe generated images were the final
step of development, and | had to rework more on the five visuals, to represent each phase
of the scenario. Téamainattention was giveno the scripted visualsnatching the

storytelling but fdlowing an artistic approach | 3 | the/d@niafding technicality of the
un-scripted visuals. This lasine, the dancers wouldontend with both the scripted and un

scripted visuals.
Implementation of scenography, animation and generative images

Being inspired by the power of the moon over the ocean waves, and having established the
scenario for the projectl then considexd the visual presentatioand how the dancers

would react to it. The scenario provided freedom to the dancers to improvise and further
choreograph the piece, having had the experience of experimenting with the digitally

derived visual elements from the technology. The story as@a@ clue as to how the

dancers shoul@nacttheir imaginative journey of living in a world where imaginations of
andresponsesty | G dzNJ £ LIKSYy2YSyl R2YAYIFGS GKS RIFyOSN
spae. It wasalsoa way of imderstanding howand whythe images changguring the

performance and the waythe dancers are aware of what whappening. When the

experiments started, however, the dancers did not have the scenario in the first place, as it

wasinitially a process of getting epience on how tkir bodies wouldnove and react in a

world where images would be part of the performance.

Since the ocean waves change shape mostly according to the gravitational force of the
moon and its positionand the interaction with wind, proximity of sea flomgastline and

ocean currentg; it gave me the main idea of how | wanted to continue with the creation of
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the scenario During a new moon or a full moon, the tides are higher by creating intensive
shapes of waves, while when theigea halmoon (first quarter and last quarter)t
effectuates lowetides leading to calm waves (Gilman, n.d@hestory is based on a plot

diagramas it shows in table Zrom exposition to climax and then resolution.

5 PHASES
EXPOSITION mxSl\(epXean(e; CLIMAX A\NE|N[ew:Noaple RESOLUTION
FULL MOON BEIINOISL a1 : BE\ISWAVele]\ WASINOlUA NS FULL MOON

Table 2Plot diagram of the storyfrom full moon to full moon

The storybegins with the sun going down and the moon rising wthikeperformer/human

is exploring: & yuBkiowre world. She meetanother humarperformer, having her

first contact, physically, optically and emotionally. Togetinea full moon they travel
through anumberof natural phenomenadiscovering aspects of tirdbody movement
representing the experienced danger, fear, happiness, surprise and suddennéssir

body movemats represent responses to imaginpenomenarelating to the storyEach
exploration is related immediatelp how themoonis changing, which influencélse waves
and the light, movingrom darkness to brightness, from tranquillity to agitatiand back
During the first quarter of the moon, theumars/performersget more familiar with each
other, the wavesthe images and naturdiving together in a peaceful environmer8ince,
the newmoon is cominghe light is reducing more and more. Darkness is coming and an
unpredictable natural phenomenon arrivesrenderthem lost, separted and without
control. This phenomenon could be parallelised with a tsunami, which leads the dancers,
the waves and the characters (symbols) of the story/animatiorunexpected behaviour.
The dancers, the waves and other elements of the story, perform/move aliginting to
survive Later on, the dancers face a source of light (new modajp 8y steptheytry to
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find themselvediving among/between/beneatlocean waves and generailjthin the

natural world Dancers/humans, waves and naturecome oneas they are influenced by

the intense source of light. Theawes and dancers perform together as otteey b not

follow each other but they perform simultaneously. There is a moment of mystery, awe and
serenityas the moon is getting bigger and bigger with the sun at the same temaehing

the sky It is a magnificent moment where the dancers lekingat this source of light

feeling strength and awe, approaching the flo@ottom of the ocean, earth or their bex)l

Hopefully this ending would raise for the audience the question posed by Charledg $ak:S
jdzZSadGAz2y y2¢6 AAaY R2Sa Ti K TR @203 | €paRes S9kS 2yF (KK

1994)

Development of scripted imagery/animation

Figure57: Maria,Mitsi.{ ( 2 NBE 6 B NRI 2 FVaines§2016)

It was fundamental to the project that the nature of the scripted, animated images would

KFE@S +y AYLRNIFyG STFSOOG yz20G 2yteée 2y GKS RIYy

101



S§gSyildd tte 2y GKS I dzRA Sy BévRgmaNdesstagtyardSas (i 2

seen in fig 57and kased on the storyl created an experimental animatiaf 21 minutes

Working on the animation, | came up with different experimentations: sketching, scanning,
stop motion animation, visual effects through software and gautside in nature looking

for different leaves and flowers. | @8 computer software such asdobe Photoshop,

Premiere Pro and After Effe¢ti® combination withdrawing skills and sketching. | was

looking fa something that comes fromature, my own way 6 using pencils and thethe
implementation of technology. Following my storyboards and the story,Ifatstw small

images as it shows in fg8 that led to the bigger idea of edn part of the scenario. These
exercises helped mereate aspecific sequece of images with the right timindgased on the
music as well agading to aalanced resulin the performanceConnecting the brightness

and darkness of the moon | created a series of symbolic visual representations of the moon

as can be seen in figp.

Figure58: Maria, Mitsi. From 1st to 5th phas@016)representatiors of eachmoon phase for the scenario
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Figure59: Maria,Mitsi. 8 ~ ¢ ~ h Ak~ * | &1 Yy S & §2016)!symbotid réplegentations the moon

The style of these images wiardluenced by theéwentieth-centuryartistic movement of Op

Art and Surrealism, combining elements of illusionistic naturalism and abstraatién. g 2 NJ

gl a LI NIfe AYyaLANBR o0& (KSHOYBILING KGO WBd yad SN2 Y
F2NBY2aid | NAckoidingo thz2 @nline wabditd\Tat@.d.), Op Art developed in

the 1960s using geometric forms which usually have black and white abstract patterns,

creating optical effectsThe use of sucpatterning is most obvious in the third imagefig

60,6 KAOK NBLINBaSyia | 1AYR 2F adNWzOGdzNBf Saa o
OKIF2& 27F GKS a2 NE ARd tNHigeRmagded Bodrydr, WdooweS @Sy i @
something to the visudmpact on me of the powerfulwave A { S LI GG SNY Ay 3 Ay

painting,Fall(fig. 61).

103



\\\\\\

=R . y e

Figure60: Maria, Mitsi. Sketches frold = ¢ ~ h A /[ Vastneg@nimation(2016)
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Figure61: Bridget Riley Fall(1963)Web. 6 Jan 2016
http://www.tate.org.uk/art/artworks/riley-fall-t00616
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Another key influence on the style of the imagery for the animation came fronCttalan
Spanisturrealist painter Salvador Dali (1904989).Surrealism was a cultural moventen

in the twentieth-century, where poets and artists we charmed by the unexpectednd the

2 LISNI (A 2y rdafingté B&psy¢hol8gical unconscioaad dreams (Tate, n.d.).

Such ideas effectively formed a subtext to the scenario and scenograpretopment for

this project, in which it would not be made clear in the performance, whether the events
were to be understood as imaginary or real. As a conceptual model for some of the imagery,
51 f AQa wmdgalatealofithie PpahérdBd6d), appears to represent the operation of

the universe, including phases of planets, in a way that is simultaneously fragmentary,

abstract and naturalistic.

Figure62: Salvadoy Dali Galatea of the Spherg$952) Tue. 6 Ma2018
https://en.wikipedia.org/wiki/Galatea_of_the_Spheres
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Figure63: Maria, Mitsi. Stills from the experimental animatiog ~ & ~ " A / Vastneg§(2016)

Inthe animation, this influence mainly to be seen in the juxtaposition of the abstract and
FAIAzZNI GAQGS AYI3ASasz | a ¢St fwiththe alisiast gen@divey OS ¢
images. In relation to this, later on in the animation development process, | focused on
introducing catrasting, naturalistic images of green and floweringyga(and fish) as seen

in fig 63 amongst the more abstract images, in order to give both the dancers and the
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