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ABSTRACT
In this essay, I wish to examine a set of perspectives on dance writing from the
position of the artist/scholar – of someone like myself attempting to work both
on the professional dance scene as a practitioner and within a university setting
as an academic. Many of the issues I deal with here have emerged from
involvement as an artistic collaborator on a number of university-based, inter-
disciplinary research projects with new technology, the most recent of which,
The Touched Project, seeks to put artists and scientists together in an environ-
ment where they can create outcomes useful for, and relevant to, both areas of
investigation. This project also seeks to explore new avenues for the creation,
communication and dissemination of dance, and in so doing, to re-examine
the role of the artist as scholar. Part of my objective is to question whether
some of the institutional frameworks that were created to support dance have
outlived their usefulness, and to suggest new frameworks for research/creation
or creation as research, if this is indeed the case. I admit that taking on the
complex position of writing about one’s own creative work from such a per-
spective (having a foot in both camps, so to speak), leaves me open to a kind of
“double scrutiny”. Nevertheless, the challenge of speaking with di�erent voices
is one that I both accept and welcome.

Keywords:dance writing; dance and technology; research/creation; practice as
research; art/science collaboration; transdisciplinarity

Introduction
My readers should know that I am a pretender, not of the kingly sort but in the
spirit that the French origin of the term suggests (prétendremeans to put forward,
to aspire to, or to claim). I create work within the professional dance commu-
nity while trying to maintain a career as an academic within the University. In
the past I have prided myself on having one foot in each of these camps, but
I increasingly question the e�cacy of such a stance, as this often means not
having a strong sense of place or belonging. In choosing to address di�erent
approaches to writing on dance, I felt it would be useful to begin by introducing
a perspective that is probably well known to most dance writers and readers of
the last generation.
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In the introduction to the1994 edition of Writing Dancing, Sally Banes
claimed that although she “had both danced and written since childhood”,1 she
felt that she had entered the �eld of dance scholarship “through the back
door”. Banes confessed that prior to1973 she had no “o�cial credentials” to
write about dance other than an inside knowledge of the art form from her
early training, as well as an ability to write about a number o�ssues in her job
as a critic with the ChicagoReader2 which ranged from restaurant and theatre
reviews to occasional articles that pertained to feminism and culture. Through
what she called consistent and prolonged attendance at dance concerts, Banes
claims that she “trained” herself to “look at and think about” the works of
numerous choreographers.
Banes’s position was not unique by any means, since many journalists and

dance critics from an earlier era came to write about the subject from similar
positions.3 However, her point about entering through the back door is instruc-
tive when considering how to enter a �eld that is, initially at least, not one’s
“speciality”, and how one comes to make it such.4 Even though I consider my
own experience of dance as a practitioner and dance scholar to be considerable,
I often �nd mysel�n Banes’s position due to the sheer diversity of material that
presents itself to my critical eye on the one hand and to my creative instincts on
the other. Su�ce it to say that the approach that I have adopted is to “train”
myself to look at and think about these materials from a number of “non-
specialist” perspectives, as I explore them in a practical and creative manner
both in the studio and onstage.
O�ate, the projects I have been involved in are all collaborations with scien-

tists of one sort or another, sometimes using movement vocabularies from other
cultures of which I have a limited practical experience. While one may never be
at one’s “best” when working outside of an accustomed area, whether in a
di�erent culture or in a di�erent disciplinary domain, one certainly becomes
much more aware, in a general sense, of what is at stake. In the case of working
with someone of a di�erent culture, as the “guest” I am obliged to depend on
the knowledge of an “informant”. In the case of a di�erent disciplinary domain,
I often rely on the technological and scienti�c expertise of a team of experts.
In trying to combine what appear on the surface to be disparate interests,

I have elected to utilise what Basarab Nicolescu in hisManifesto of
Transdisciplinarity(2002) calls a “transdisciplinary research mode”.5 A fundamen-
tal premise of this research mode is that apparent disparities are often linked
together in a very complex manner that makes it extremely di�cult or even
impossible for any one discipline to account for on its own. The premise here is
that as disciplines grow and begin to over�ow the boundaries initially set for
them, new frameworks must be constructed to accommodate such growth. The
interdisciplinary approach is limited in this case since this mode often presup-
poses a family of related disciplines that share at least some methodological,
ontological and perhaps even aesthetic similarities. Transdisciplinarity, on the
other hand, brings very di�erent disciplines to the table to try to solve an issue
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that originates in none of them but can reveal completely new perspectives on
all of them. Interdisciplinarity and transdisciplinarity are thus two very di�erent
concepts that serve two very di�erent intentions. The former goes between and
tries to mediate, while the latter goes across and tries to create new frameworks
and solutions to address a wider set of concerns.

The transdisciplinary research mode thus provides a basis for the concepts
that ground my own creative work. What is always di�cult to anticipate,
however, are the repercussions that creative decisions made in such collaborative
environments eventually have on one’s practices and ways of thinking. This is
true regardless of whether one ventures into a cultural or a disciplinary domain
di�erent from one’s own. In The Touched Project,6 the emphasis on collaborat-
ing with scientists as well as di�erent types of dance and media artists within a
transdisciplinary context was in part an attempt to get away from some of the
standard frameworks for seeing and writing about dance. For example, such fra-
meworks have in the past forced me to privilege a textual approach to viewing
and trying to understand dance as an art form. By contrast, growing up in an
Afro-Caribbean culture and learning �rst-hand some of the varied movement
forms of Indian, African, European and American modern dance origins gave
me a sense of the importance of kinaesthetically understanding a movement
culture very early in my career. Such kinaesthetic understandings form a
gateway that allows more profound understandings of space and time. In short,
the more we are aware of, and attuned to, our physical embodiment, the better
we are at perceiving other realities. It is this conviction that draws me to explore
the knowledge inherent in bodies in conjunction with the tools of modern
science and technology. One can therefore see how a certain scepticism arises
regarding those “readers” of dances who are always on the lookout for the
all-important signi�er that promises to reveal what the artist really means. It is
also obvious why I am wary of dance “written” and understood as a text, rather
than as a genre that is performed and apprehended physically through bodies
that are sensitive to a range of extremely subtle actions and reactions.

Generally speaking, I do not deny the value of such textual approaches. What
I question are the e�ects that this type o�ntellectual exercise has on the
“readers” themselves. What starts o� as an interest in dance as an activity
quite often turns into a reading that is characterised by an internal, intellectua-
lised dialogue or debate between the reader and himself. Before long, this
short-circuits the kinaesthetic connection and prevents a more complete under-
standing of the dance. In short, the viewer is so busy “reading” that a sense of
the body re-cognising itself as part of a larger and more immediate phenomenon
is lost. The theorisation of dance with reference to a linguistic model that does
not take account of the speci�cities of dance as grounded in performance and
the body also plays into a particular power struggle that exists between those who
create and present dance works and those who write about them. Using this
theoretical framework privileges themes and concerns that may be of more inter-
est to those who write about dance than those who make and perform it.
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As an academic and a choreographer, I very often come up against these
biases, and it is because of this that “writing” dance in the manner of a post-
structuralist critique has never sat as comfortably with my sensibility as a
choreographer as I would have wished. In short, I feel more comfortable refer-
ring to my choreography not as writing but simply as dancing. My writing, on
the other hand, serves a purpose that has more to do with introducing the
viewer to some of the ideas and processes that shape the creative work so that
they can better understand its context. Understanding here entails something
much deeper than the logical processing of symbolic elements in verbal stimuli.
The work must be experienced as a physical entity with all its kinaesthetic,
emotional and psychological resonances; in short, as a complete “cultural”
experience.
To be sure, choreography can de�nitely be seen as a form of spatial inscrip-

tion. The well-known American choreographer William Forsythe has created a
number o�mprovisational dance techniques along these lines, one of which he
refers to as “room writing”.7 But as I am arguing in this essay, my academic
writing performs a very di�erent kind o�unction to my choreography, and
I wish to keep it that way. Having evoked echoes of Sally Banes’s1994 text and
the numerous critiques of modernism and post-modernism in dance that that
work and its precursorTerpsichore in Sneakers(1987) provoked,8 I must now disap-
point my readers and say that I aim to steer this ship in other directions.
The direction I would like to go in now involves opening doors onto plat-

forms that are shared by very di�erent disciplines. I have argued elsewhere that
the current mode of practice-based research in dance, which assigns greater
importance to the studio process, to the performance site, and to the involve-
ment of a family of disciplines precisely at these sites o�nvestigation, introduces
the potential for a more profound transdisiplinary discourse.9 Such a discourse
recognises that no single disciplinary approach can hope to encapsulate the
complexities that are contained within our human actions. Dance is an extre-
mely complex activity, and dance writing should be su�ciently �exible and
transdisciplinary to re�ect this. Hence, any attempt to deny the rich sources of
information that exist in the interstices between disciplines, especially those as
di�erent from art practice as the sciences, is absurd. Exploration of these inter-
sections, described as “the logic of the included middle” in Basarab Nicolescu’s
Manifesto of Transdisciplinarity, not only gives impetus to my creative practice but
also requires that I adopt a di�erent mode of thinking and writing about that
practice.
In pursuing these new transdisciplinary approaches, I cannot claim that the

ghosts of poststructuralist, postmodernist and deconstructionist styles of dance
writing will not follow me. In fact, they may well return with added force to
haunt me. But I hope at least to orient my audience to other directions that
have been inspired and encouraged through collaborations with scientists,
media artists and dance artists working in a range of di�erent movement voca-
bularies and cultural orientations.
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Re-visiting practice
In using a live electronic score or working with robotic machines, a choreogra-
pher’s creative choices are a�ected, the context of a dance changes, and
generally speaking a more complex range o�ssues comes into play. Also, in
choosing a particularly media-rich approach, some things beyond the sphere of
one’s disciplinary strengths are evoked and a host of new associations challenge
one to work beyond past habits. As a choreographer I �nd that, by entering into
new collaborative projects with scientists, media artists and people from other
cultural backgrounds, my dances increasingly take on the mantle of a transdisci-
plinary exploration where my lab is the larger material environment.

However, working with engineers and computing scientists has taught me
that their work is guided by very di�erent approaches. There is a problem to be
solved and they go directly to it with a set of very speci�c rules, de�nitions and
mathematical formulae that have proved to be reliable over time. As an artist,
I work in a very di�erent manner. Even though my general strategy also involves
the use of speci�c methods, my approach is far less empirical, much more intui-
tive, and certainly guided by a desire for individual expression. Uncertainty is
not a problem as much as it is a creative opportunity to approach the unknown
within as well as outside myself.

In terms of working within a collaborative environment, an important ques-
tion is to what degree the parties are open to processes that stretch the limits of
their knowing to sometimes uncomfortable places. For example, is the individual
prepared for the extremely awkward feeling that comes with attempting to learn
or speak a language very di�erent from his or her own? And what about those
terms and concepts we feel comfortable with but which clearly have very di�er-
ent implications and may mean something signi�cantly di�erent in another’s
discipline?

These are some of the issues that motivate me not only to take my choreo-
graphic expertise into other areas o�nvestigation but also to question the
degree to which my practices can assimilate new knowledge. This latter is
important since the goal of any research, especially that of a transdisciplinary
nature, is to eventually produce results that can be reported, presented, written
about and otherwise understood by one’s peers as well as those from a quite
di�erent community o�nterests. In a world of specialisms, this is quite di�cult
to achieve.

In my essay “Organization, Control and Emergence in Choreographed
Performance Systems”,10 I attempted to examine some of my experiences with
Touched(2008), a work I collaborated on with Dawn Stoppiello and Marc
Coniglio of Troika Ranch, 11 with computing scientists Richard Vaughan
(robotics) and Arthur Kirkpatrick (haptic interfaces), and with Odissi dancer
Scheherazaad Cooper. My scholarly intentions were to investigate issues that
were embedded in the terms “control”, “complexity” and “self-organization”,
as scientists understood them, but with a choreographic perspective in mind.
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The chief argument was that these terms could provide fertile ground for a
choreographic examination of the behaviour of human, technological and socio-
cultural systems within an interactive context.
My main premise was that research at the borders of art, culture, science and

technology had slowly and consistently been introducing a kind of post-
humanist thinking that shifted the predominant emphasis away from human
beings but paradoxically also drew closer attention to us as an important part of
a larger systems ecology. The term posthuman, as well as its corollary transhu-
man, has been used in a variety of ways to suggest that a new critique of the
“human” needs to be written in light of new developments in technology. The
potential for change through short-term arti�cial means (biological transplants
and genetic reprogramming, for example) as well as long-term evolutionary
means leaves much to speculate on with regard to what is possible for our
species. These developments pose some serious questions about how humanity
has been de�ned in the past and how some of these de�nitions may no longer
be relevant.
Robert Pepperell in The Post-Human Condition12 argues that many widely

accepted theories we inherited from the Enlightenment era now seem redun-
dant in light of new theories about the operations of the universe. As far back
as 1988, Steve Nichols argued in hisManifesto of Posthumanism13 that all techno-
logical progress is geared towards a redundancy of the human species as we
know it. Likewise, Katherine Hayles in How We Became Posthuman14 suggests
that since the speci�city of the embodied form determines how understanding is
enacted, the current model of the human can be transformed into something
more posthuman. Peter Baofu more or less agrees with Hayle’s position in
The Future of Post-Human Knowledge15 when he claims that there are some funda-
mental dialectic principles hidden behind all categories of knowing, and this not
only constrains how reality is understood but also determines one’s ability to
perceive it.
My own stance on the posthuman is simple. Human bodies are material con-

�gurations with the potential to re-cognise the full extent of that materiality and
its inherent genetic memory. Since our understanding of what is human is
always changing, the term posthuman becomes relative. It implies an existence
that can be radically di�erent from the one previously imagined. This also takes
into account larger environmental concerns. In other words, the things that
exist in the phenomenal world beyond and apart from human beings. In this
way the interests of the environmentalist are as important as those of the astro-
physicist. One can also see how, simply by shifting the emphasis to a more
transdisciplinary mode of thinking, such issues have the potential to fundamen-
tally re-arrange the context for writing about the resulting dance.
In establishing this particular link to the post-human, a responsibility is

placed on the human being to help sustain this larger system of relationships.
The term “larger” as it is used here quali�es systems ecology not only in terms
of scale but also in terms o�evels of reality. In this concept, human beings
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are repositioned within a system of relationships that includes our immediate
sensible environment as well as that which potentially lies beyond our ordinary
abilities. In short, we are part of a material universe that includes phenomena
we cannot see but which in�uence our actions. The claim in Hindu philosophy
that everything in the world (including our thoughts and ideas) is material16

suggests that the eternal act of creating, maintaining and destroying the material
world through Shiva, the Lord of dance, is a fundamental choreographic prin-
ciple. It also suggests that we can experience the subtle processes of such
phenomena as they undergo change through the action of dancing. The refer-
ence here, as in my choreographic workTouched, is designed to draw attention
to an underlying inter-relatedness o�deas that allows the individual to better
understand the larger context of the work in question, as well as the discourses
to which it contributes.

In this new context, words like “human” and “divine”, “virtual” and “real” are
seen as concepts that de�ne areas o�n�uence. If the real relates to things that are
readily apprehended by our �ve human senses, then the virtual is the beginning of
that place where things begin to change in their manifestation. By contrast, the
divine is the place where potentialities are so di�erent that we cannot comprehend
or even apprehend things in our human state. The post-human thus represents a
kind o�n-between state where it is possible to explore new states of existence. To
do so, however, we need new visions, new methods and new approaches. I argue
that a transdisciplinary approach is the place to start.

Touchedutilised a number of robotic devices that were paired with dancers in
the space, and motion sensors and video tracking systems that allowed them to
direct a range of media through their movements. It also utilised some “old”
technologies such as pieces of wood that were used throughout the work in the
manner of a “constructivist” art project. Through these complex interactions
onstage, which were facilitated by the strategic introduction of di�erent collabor-
ators’ input over time,17 I sought to prove that notions of control, complexity
and self-organisation could manifest cumulatively in a choreographic work, and
that such a work could eventually be viewed as an “emergent choreographic
organism”.18

I continued working on this idea in two subsequent works,T 2 (2009) and t2:
echo(2009),19 deliberately repurposing movement material and technological
ideas from Touched, restructuring them within other closely related contexts,
changing the cast of dancers to access new bodily information, and eventually
restaging the source material as a completely di�erent dance in di�erent
locations and physical con�gurations. The resultant works transformed them-
selves as well as the ideas they came into contact with over time, and a complex
organism grew and changed shape as it attracted and repelled things and
people around it.

These three linked artistic works explored wider notions of body from a
number of perspectives that range from the cultural to the technological. In so
doing they also opened up new perspectives on how I could position my own
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academic writing. This latter entailed �rstly moving beyond the structuralist,
poststructuralist and deconstructionist modes of analysis that had previously in�u-
enced my creative practices. Secondly, by adopting a laboratory-based
experimental process that was in some ways akin to my scienti�c collaborators’
methods, but which did not necessarily always involve a prior hypothesis that had
to be proved during the experimental process, I was able to produce a series of
artistic works that also functioned as documents of the stages of these exper-
iments. It was not di�cult to write about these documents once I had su�cient
distance from the creative process. The truth is that these works form part of an
extensive archive of method and process that continues to grow as I write.
Thirdly, by drawing on literature outside the more traditional stream of

dance discourse, some of which is very scienti�c and di�cult to understand,20

I was introducing my reading audience to new possibilities for engaging in a trans-
disciplinary discourse at the level of both practice and theory. In my continued
exploration of this methodological approach, a fourth work,Imprint, with a new
orientation that extends the site-speci�c nature of my work thus far, had its pre-
miere on 23 January 2010 at the UBC Museum of Anthropology (MoA) in
Vancouver, British Columbia,21 and continued its development for an expanded
premiere that included �ve performances (17–20 June2010) in Vancouver.22

Imprintput its main artistic collaborators Owen Underhill (co-director with
Jeremy Berkman of the Turning Point Ensemble23 and composer of the musical
score) and mysel�n a somewhat perplexing position. MoA is �rst of all situated
on contested territory in BC, and secondly is home to a number of collections
from other First Nations bands (Haida, Salish and Kwakwaka’wakw Nations,
to name a few). Since the aim ofImprintwas an exploration of cultural
artifacts and stories as transmitted from place-to-place, time-to-time and
person-to-person,24 the issue o�nding links between the technological research
and the traditional beliefs of the First Nations peoples, whose artifacts we were
performing amongst, was a critical one.
It was soon clear that we had encountered a fundamental principle of trans-

disciplinary research in that certain protocols, both tacit and obvious, had to be
negotiated as a team, and those negotiations would not necessarily obey some
of the logic we were accustomed to.25 Not only did the MoA itself, and the
curator of our production Jill Baird,26 have very stringent culturally and institu-
tionally mandated requirements for the use of the space, the two representatives
from the Kwakwaka’wakw Nations we invited to collaborate on the production,
Chief Robert Joseph and William Wasdan, also voiced their own concerns. If,
according to First Nations beliefs, the land was indeed under the spiritual guar-
dianship of their gods and other entities who were always present, we were
entering a space that was institutional, politically, spiritually and technologically
charged, and at the same time con�gured by very di�erent notions of presence.
In short, we were attempting to construct a new interface between the real and
the virtual as well as the human and the divine within the con�nes of a
museum that was also an academic research and teaching institution.
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It is rare that one has an opportunity to bring these areas and concerns
together within the guise of a contemporary performance work. The context
also reveals a fundamental objective of the type of transdisciplinary discourse
I seek. Virtual reality operates via speci�c rules that are scienti�cally grounded.
The unseen world of spirits and gods that all traditional peoples �rmly believe
in and respect is governed by a very di�erent set of ceremonial and ritual proto-
cols. An academic institution, on the other hand, operates according to the
dictates o�aculties and disciplines that seek to isolate, explore and promote new
knowledge in a very speci�c manner. As �elds with their own sets of meticulous
rules and protocols, all three can also be notoriously unreliable at times.
However, I argue that they all have common conceptual links in the sense that
they try to create the conditions for phenomena to manifest within extremely
rigorous but nevertheless di�erently ritualised frameworks.

The exploration of these “levels of reality”, which is again a pre-requisite for
transdisciplinary research,27 was and continues to be of concern through every
aspect of the collaborative research within The Touched Project. In fact,
I would say that this project represents a concerted e�ort to revisit ideas that
have always been present throughout the history of dance-making as well as in
the history of Western scienti�c enquiry but which, for one reason or another,
have been deliberately and meticulously separated out from one and the other
at di�erent times. The future of dance writing lies, to my mind at least, in their
reintegration via a more transdisciplinary discourse.

Building other structures
Although each of the dance works on The Touched Project (Touched[2008]; T 2
[2009]; t2: echo[2009]; Imprint[2010]) explores some aspect of the broader spec-
trum of research in dance and technology, a speci�c concern has been how
one’s practices and the surrounding discourses can change when attempts are
made to cross a number of cultural, institutional and disciplinary lines. What
has emerged is a strong conviction that a transdisciplinary perspective can com-
fortably accommodate all of these issues. Additionally, my e�orts to incorporate
fundamental concepts that are contained within terms such as “complexity”
and “self-organisation” have further strengthened this conviction.

For the engineering team,28 The Touched Project is a vehicle designed to
develop new video coding and processing tools for telepresence, which I will
explain presently. For me as an artist/scholar it is an opportunity to develop
new transdisciplinary perspectives on research/creation in dance, with part of
my overall argument being that many of the existing frameworks on both sides
of the conservatory and university dance spectrum were inadequate. A case in
point is in the area of training.

The time it takes to train a dancer and to prepare her for substantial employ-
ment in the �eld is generally about eight years. This regime by necessity omits
things that are deemed either unnecessary or expendable. However, these
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so-called unnecessary and otherwise expendable things, such as a wider knowl-
edge of the world in which dances are made as well as the interconnectedness
of the discipline with other �elds, for example, are the stu� that allows a perfor-
mer not only to better understand themselves and their discipline but also to
make substantial contributions to the creation of works of art that give some-
thing to society as a whole. This other training comprises things that transcend
learning and articulating dance steps.
Although a university setting o�ers such opportunities, the bureaucratic

nature of these institutions rarely permits such cross- and transdisciplinary
engagements within the framework of a four-year degree. Disciplines are so
entrenched in their methods that even if they wished, any e�ort to cross bound-
aries necessitates a shift of manpower, resources, scheduling and �nances that
becomes an automatic disincentive.
In preparing the choreographic works as well as a number of other studies

for The Touched Project, I experimented with a framework that allowed me to
work with dance students as well as students from other disciplines, in both the
arts and the sciences. Some of these attended my Performance Studies lectures
and worked with me in the studio on more practical projects. Others had a
great deal of exposure to my collaborators. Additionally, I made it a require-
ment of the research at one point that some of these students attend the weekly
graduate engineering seminars where the scientists presented their research. In
pursuing these approaches, it became clear to me that unless a new kind of
structure was designed to accommodate these e�orts, the transdisciplinary work
that was being done was in danger of dissipating quite quickly once the project
was over.
The positives were that the di�erence in the “understanding” of the work for

those few students who managed to be involved in all stages of the research was
inestimable. So much so that I believe that in successive re-workings of concepts
in T 2 (2009) and t2: echo(2009), some of those understandings were lost to the
new, more “professional” cast of performers I hired from outside the University
to work with me. Like everything else, however, there was an up-side to this.
I was able to solicit a range of additional responses from these new members
that enabled me to �ne-tune my methods. When one is in the midst of a new
process that promises to change perspectives on a �eld radically, such as I am in
with The Touched Project, these are very important considerations indeed.
In telepresence research, which is the scienti�c and technological focus of

The Touched Project, the underlying idea is to connect two or more remote
locations where participants are able to share experiences simultaneously.
Conceptually, notions of multiplicity and simultaneity are important here. In
trying to translate these ideas across cultural, disciplinary and institutional
boundaries, the choreographer takes on a di�cult but not impossible task. In
many traditions, for example, people believe that there are entities that exist
amongst them that are for the most part invisible but that can manifest through
a certain presence. This presence can also appear simultaneously in di�erent
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locations. The issue here is that multiplicity and simultaneity also have a deep
rootedness in traditional cultural practices, and e�orts to connect these see-
mingly di�erent strands of thinking can be signi�cant in terms of how dance is
perceived.

Performance actions that involved the concept of simultaneity can also
be found in the work of the Futurists at the beginning of the last
century. P. T. Marinetti, at the opening of the Futurist exhibition at the Dore´
Galleries in London in April 1914, recited several passages from his novelZang
tumb tumbthrough the telephone to the painter Nevison, who was in an adjacent
room providing sound accompaniment to the narration. This event was fol-
lowed by another performance a few weeks later on17 May 1914 as Marinetti
recited poems from London to another performance that was taking place at
the Sprovieri Gallery in Naples.29

The technology in question (the telephone) and the performance by
Marinetti were used to explore a particular concern of the Futurist movement
with the notion of simultaneity, which they claimed was a fundamental aspect of
modern life and a state of the modern mind. Simultaneity drew attention to the
idea that the modern individual was fragmented and dispersed, a networked set
o�dentities each capable of speaking with an independent voice that was not
necessarily harmonised or consistent.

More recent experiments in telepresence, or telematic performance as these
events are now called, include Paul Sermon’s extensive performance works,30

especially the seminalTelematic Dreaming(1992) with Susan Kozel. Kozel’s sub-
sequent book,Closer: Performance, Technologies, Phenomenology,31 and Sermon’s work
are good examples of the practical and theoretical work that has been done to
further transdisciplinary research perspectives.

Part of my job as choreographer and artistic collaborator on The Touched
Project was to make interesting work that continued to challenge the boundaries
of disciplinary research, as the examples above reveal. This was no easy task but,
as I mentioned above, a key issue lay in �nding ways to explore common concepts
shared by a team of multi-disciplinary researchers. Control, complexity, self-
organisation, multiplicity and simultaneity were all used as grounding concepts in
The Touched Project, and as we discovered, these all had some in�uence in
determining how a more complex idea of “presence” could be articulated.

Admittedly, “presence” is a very di�cult concept to de�ne. For example, one
may be dealing with technological images that are pre-recorded as samples and
manipulated on the spot as part of an event. In other words, presence as an
idea is already heavily compromised within the framework of dance and new
media technology. Even the dance steps that performers articulate have some-
thing of a “pre-recorded” aspect, because they are often over-rehearsed to the
point that they become “second-nature” in the moment of their performance.
In fact, the very concept of meaning in dance depends to a great extent on how
someone is able to connect their store of acquired memories and associations to
what they see, hear or otherwise sense in the present.
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I do not have any strong statistical evidence to support the statements above,
but from listening carefully to responses to my own work as well as that of
others, I suspect that although the triggering process may be quite di�erent for
various individuals, the ability of certain “memory zones” to “interact” when
presented with new or even unfamiliar material helps the person to make sense
of the event. Thus what is “live” in the work and facilitates notions of “pres-
ence” comes from an ability to make these connections come alive in the
moment of performance. This is as important for the performer to understand
as it is for the writers and readers of dance since it mitigates the need to stake
out and claim at least some of the available territory.

Conclusion
As a choreographer, performer and researcher I still continue to be fascinated
with ideas, concepts, practices and methods that appear far from my discipline
but which I argue have a fundamental relation to my work. This has inevitably
led me to explore a path that I see as clearly transdisciplinary. This
path, I believe, can lead one beyond the limitations of any inter-, multi- or
cross-disciplinary research method. Using a transdisciplinary approach, broad
networks of knowledge and cultural production, including all areas of science
and technology, are brought into play. Basic ideas, such as the notion that there
exist di�erent states of reality that are in many ways connected through our
human activities; that there is a particular logic of the included middle which
o�ers a di�erent solution to a set of eternally dichotomous relationships; and
the possibility of utilising complexity as a cumulative process that is found every-
where around us and features in everything we do, o�er the transdisciplinary
researcher and dance writer a number o�nteresting alternatives.
Touched, T 2, t2: echoand Imprintall belong to the sphere of experimental

dance, and it is my hope that these experiments will lead to new considerations
of what is possible for the individual attempting to work in a more comprehen-
sive manner across disciplines. Inevitably, the challenge here is always how to
present one’s work in a manner that best be�ts its mode of production. I often
ask myself whether I am practising research, researching practice, making
dances, writing a practice, or simply trying to validate my position as an artist/
scholar. However, in the practice-as-research environment that is currently
prevalent among Arts Departments in universities and other institutions of
higher education, I predict that the artist/scholar who is interested in, and
capable of, moving across these di�erent practices and positions will substan-
tially in�uence how new chapters on contemporary dance are written.

Addendum
Excerpts from Touched(2008), T 2 (2009), t2: echo(2009) and Imprint(2010) are
presented to the reader for viewing online at my website, http://www.sfu.ca/
~hdaniel/ . . Since these works range from20 to 70 minutes in length, it is not
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possible to present them in their entirety for this publication. However,
the viewer will be able to follow the intentions behind some of my arguments
here, the technologies involved, and the di�erent movement vocabularies that
are explored.

Dance and Performance Studies
School for the Contemporary Arts

Simon Fraser University
149 West Hastings Street
Vancouver, BC, V6B 1H4

Canada
hdaniel@sfu.ca

NOT E S

1 S. Banes, Writing Dancing in the Age of Postmodernism(Hanover: University Press of New England,
1994), pp. xi–xv.

2 The Chicago Readerwas an alternative weekly newspaper with a literary style o�ournalism
sympathetic to the arts that was founded in1971 (Banes,Writing Dancing, pp. xi–xv).

3 John Martin (1893–1985), a well-known writer on American Dance, is perhaps the most
famous of these. His writings include countless reviews for theNew York Timesfrom 1927 to 1962 as
well asThe Modern Dance(Brooklyn: Dance Horizons, 1965); Introduction to the Dance(Brooklyn: Dance
Horizons, 1965); and The Dance in Theory(Princeton: Princeton Book Co.,1989).

4 This latter is a word to be used guardedly since it suggests a defensive position or one of
limited power in the knowledge game, and as such it can be quite risky in an academic
environment.

5 B. Nicolescu, Manifesto of Transdisciplinarity, trans. K. Voss (New York: Suny Press, 2002).
6 The Touched Project is a three-year initiative funded by the Canada Council for the Arts and

the National Science and Engineering Research Council (2007–2010). Its lead researchers are
H. Daniel (choreographer), I. Bajic (engineer) and J. Liang (engineer). The project is titled “Video
Coding and Processing for Improved Telepresence in the Performing Arts”.

7 W. Forsythe, William Forsythe: Improvisation Technologies, CD-ROM produced by ZKM Digital
Arts (Karlsruhe, 2003).

8 Among these critiques are H. Thomas,Dance, Modernity, and Culture: Explorations in the Sociology
of Dance(London & New York: Routledge, 1994); M. Franko, Dancing Modernism/Performing Politics
(Bloomington: Bloomington University Press,1995); and R. Burt, Alien Bodies: Representations of
Modernity, ‘Race,’ and Nation in Early Modern Dance(London & New York: Routledge, 1998). S. Banes,
Terpsichore in Sneakers: Post-modern Dance(Middletown, CT: Wesleyan University Press, 1987).

9 See H. Daniel, “Transnet: A Canadian Case-Study in Practice-as-Research”, in:
Practice-as-Research: In Performance and Screen, ed. L. Allegue, S. Jones, B. Kershaw & A. Piccini
(London: Palgrave Macmillan, 2009), pp. 154–5.

10 H. Daniel, “Organization, Control and Emergence in Choreographed Performance
Systems”, in: Performative Body Spaces: Corporeal Topographies in Literature, Theatre, Dance, and the Visual Arts,
ed. M. Hallensleben (Amsterdam: Rodopi, forthcoming).

11 Troika Ranch is a well-known dance and technology performance company founded and
run by choreographer D. Stoppiello and media artist M. Coniglio. See, http://www.troikaranch.
org/ . (last accessed18 February 2010).

12 R. Pepperell, The Post-Human Condition(Oxford: Intellect, 1995).
13 S. Nichols, Manifesto of Posthumanism(reproduced in ibid., pp.179–85).
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14 K. Hayles, How We Became Posthuman(Chicago: University of Chicago Press,1999).
15 P. Baofu, The Future of Post-Human Knowledge(Oxford: Chandos, 2008).
16 M. Eliade, Yoga: Immortality and Freedom, 2nd edn (Princeton: Princeton University Press,1970).
17 All of these collaborators (computing scientists R. Vaughan and A. Kirkpatrick; Odissi dancer

S. Cooper; Bharatanatyam dancer J. Govinda; M. Coniglio and D. Stoppiello of Troika Ranch;
engineers I. Bajic and J. Liang) were introduced to the project at di�erent stages.

18 Daniel, “Organization, Control and Emergence”.
19 See , http://www.sfu.ca/~hdaniel/t 2_echo_v3.mov. (last accessed30 December2009).
20 In particular I. Prigogine, Time, Structure, and Fluctuations, Nobel Prize lecture (Stockholm,

8 December 1977). Text available at: , http://nobelprize.org/nobel_prizes/chemistry/laureates/
1977/prigogine-lecture.html. (last accessed21 February 2010).

21 See , http://www.moa.ubc.ca/events/events_news.php?item=618. and , http://soar.is2.
net/Sammy_Chien/Projects/Pages/Imprint_(MoA ).html. (last accessed30 January 2010).

22 See , http://sfuwoodwards.ca/imprint.html. (last accessed30 December2009).
23 A Vancouver-based orchestra that my academic colleague and collaborator O. Underhill at

Simon Fraser University co-directs. See , http://www.turningpointensemble.ca/. (last accessed
17 February 2010).

24 This was the general artistic vision ofImprintthat composer O. Underhill and I worked out and
agreed upon for the two iterations of the work at MoA and SFU Woodward’s. See, http://
sfuwoodwards.ca/imprint.html. (last accessed17 February 2010).

25 MoA is a Department of the University of British Columbia and is a teaching and research
museum. It is also located on traditional Musqueam First Nations lands.

26 J. Baird is Curator of Education and Public Programs at MoA.
27 Nicolescu,Manifesto of Transdisciplinarity, pp. 26–8.
28 Professors I. Bajic and J. Liang and their graduate students.
29 G. Berghaus, Italian Futurist Theatre,1909–1944 (Oxford: Clarendon Press, 1998), pp. 172–5

and 234–40.
30 See , http://www.paulsermon.org/. (last accessed18 February 2010).
31 S. Kozel, Closer: Performance, Technologies, Phenomenology(Cambridge, MA: MIT Press, 2007).
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