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Thinking Moving Beyond the Box

Moving: Performance fragment Sleeping in Public

Speaking: In contemplating the work of art as a work of thought I am going to speak through my own experience as a dance maker, performer and researcher.  The core activity of my research is the making, writing, construction, production and touring of choreographies. The flow between movements and ideas, gestures and words, personal events and public environments forms the foundation for the repertoire of my company, Carol Brown Dances. I perceive this body of work as a poetic unfolding of spaces which question how we are in the current moment.   Because my primary mode of expression is movement, it is through gesture and the heightened perception of bodily sensation that this work is configured. Underscoring this practice is an abiding interest in working in the space between what we know through an engagement with literature of different kinds, and what we perceive through our sensory experience of the world. 

In combining a passionate immersion in dance practice with an intellectual appetite for continental philosophy, I have, over the last eleven years engaged in a process of calibration between the spaces of dance as corporeal knowledge and philosophical discourse as the production of ideas and ways of thinking about the world.  What I value in this exchange is how the potency of thought, expressed in the desire to know, can open new ways of doing things. 

In discussing two works that have emerged from a simultaneous engagement in both scholarly and professional contexts for dance, I hope to chart a movement from theoretically-informed practice, to performance as research.  That is, from research which is predominantly about establishing a dialogue between theory and practice, to a performance practice which itself embodies a space of encounter for actions and ideas.  Underpinning this cartography of cultural and intellectual production is a belief in the impossibility of a fleshless ontology, in a way of knowing that is not also aligned to bodies of specific kinds and their leakages.

I have a body.  What I express is what happens to my body.  Through our movements and unscripted gestures we experience the anarchy of the body in expressing desires of its own. As Barthes so eloquently put it, ‘We show our arse to the political father’
.  The intimate revolt of the body can be heightened through the experience of movement improvisation.  Through improvisation the dancer experiences a series of shifting states of energy and material becomings mobilising ideas through an associative flow of thought and sensation.

An idea, in this context, is an active state of very high intensity which opens up the unexpected.
  In the studio, we start from where we are.  In clearing a space for the mobilisation of the unexpected, it is necessary to still the multitudinous voices inside our heads and fall into the time of the body’s present, to be in the moment by moment of embodied action.  Yet, we live in fast times in which it is difficult to be present.  

In this age of information overload it is possible to touch upon more ideas than we can possibly incorporate or process within our lives. As Paul Virilio states, ‘we are racing standing still, downloading more whilst processing less’
.  Within this context, the current challenge for artists and artist-scholars is to think about and through processes rather than products.    This is no easy task.  Rosi Braidotti describes how “It is by far simpler to think about the concept A or B, or of B as non-A, rather than the process of what goes on in between A and B.”
  Despite the efforts of radical critics, deviant minds and fugitive bodies in refuting the mental habits of Western logocentrism, linearity and objectivity endure as the paradigmatic conventions of knowledge production. 
Similarly artistic institutions remain fixated on cultural products which can be named, categorised and programmed within inherited definitions of artistic boundaries, representational apparatuses and the conventions of theatrical staging.  Art in the marketplace is driven by the economic imperative of accessibility and becomes commodified through the bifurcation of subject and object, performer and spectator positions. The trajectory of artistic practice continues to be framed as a linear development from process to product and from studio to stage, compressing the research process into a preliminary week or weeks before rehearsals begin and therefore anterior to the ‘real’ work of creation. For artists and scholars alike, thinking and moving through flows and interconnections remains a difficult challenge. Yet there is considerable overlap and interconnectedness between creations which might collectively be viewed as a going process through which a range of questions flow. 
 
Question One

 How are we installed in this world? We start from where we are and we build on what we know. The first space I know is the space of my body, this intimate housing.  As I develop an awareness of the world around me, I am more and more aware of the activity of my mind and less and less aware of the space of my body. For mostly we do not feel our bodies so much when they are still.  Yet the history of knowledge about the body has, since the age of enlightenment been based upon the stilled life of a corpse.

Through the history of the body as an object of science we have dissected, analysed and broken into parts the wisdom of the body moving. 

I have all these bits and pieces, a left side and a right side, an upper body, middle body and lower body.  A front and a back, a top and a bottom,  and an inside and an outside. And when I was very young I imagined that I could fold all of these bits, and pieces into parts and that I could  make myself into a work of origami. At other times I would imagine that I had a split through the middle, separating my upper body from my lower body, and that I could fold in half like a suitcase  Are you following me?

We overcome the division between thought and action by bodily gesture.  The silent understanding of a gesture allows for the discovery of forgotten and misrecognised movements, shedding a different light on our corporeal generation.  In moving new sensations are obtained through our contact with the built and natural environments we inhabit and which in turn enfold us.  Movement, experienced as impulses, flows and forces, is the unifying bond between the mind and the body, and sensations are the substance of that bond. 

Becoming a dancer as a learning of embodiment is a process of deep knowing through sensations experienced as material becomings. Through moving, the body stages an intimate revolt against the enclosures of the logos. As a choreographer, I search for those moments when gestures take on a life of their own, when they, rather than ‘I’ become the performance. 

My quest is to create performative experiences which heighten both audience and performer perceptions of   the differentiated ways in which we experience this being-in-the-body.  My question is whether  it is possible that, through the creative and generative powers of movement we can enable an ethics of empowerment, enhancing the intensity of life lived in excess of the logocentric grid. 

  I have all this critical baggage, I hope you don’t mind if I share some of it with you.

Through the ‘materialism of the flesh’ school of Continental philosophy, I have for some time been interested in following a critical path for my choreographic research which attends to the complexities of the something else beyond the subject and object of conventional wisdom.  This process of research involves an engagement with the writings of Luce Irigaray, Julia Kristeva, Gilles Deleuze, Rosi Braidotti and Elizabeth Grosz amongst others, together with an investigation of the spatial thought of a range of architects including Daniel Libeskind, Le Corbusier, Bernard Tschumi and Zaha Hadid. My reading of these thinkers and practitioners is thoroughly dynamic.  For, given the conditions of my practice as a performer involved in action-based research which is labour-intensive it is impossible for me to follow the long-established habits of a sedentary majority in the contemplative reading and reflection of a traditional academic work.  My ‘work’ is also my ‘reading’ of poststructuralist philosophers of difference and the filtration of their theories through a practice I consider to be a philosophy in the flesh.  It is a practice which happens in transit, between venues, performance commitments, rehearsals and productions as a kind of philosophical nomadism.  Or, a journey of embodied mind.  Critical ballast for this journey stems from Deleuze whose fundamental legacy is the becoming-creative of philosophy.  Through his writings the very image of thinking is reinvented to empower the active, positive forces of life, disengaging it from the reactive or negative passions
. For we do not know what a body can do.
 In choreographing, it is in the physical doing of the work, that the architecture of thought becomes evident.  

Question Two:

How does one invent new structures of thought?

If we are to accept that, through choreography, the connectedness of the living tissues of the body can create an alternative system of thought then we dislodge one of the central premises of Western thinking, that being and language are one.  We might ask therefore, how can I write or speak of this power that lies outside language?  But equally we might question how, the acquiring of different frameworks for perceiving the world might impact upon our corporeal generation shedding a different light on our understanding of the relationship between consciousness and perception. 

I am thinking on my feet and they are usually dirty.

To exemplify the transformative potential of embodying theory I would like to draw on an early experience of ‘writing the body’ within an academic context. 

In the early 1990s I completed a PhD to exploring the intervention of feminist theory in relation to choreographic practice. What was innovative about this research at the time, 1992-94, was that it sought to do this through practical knowledge, that is through the creation of a series of choreographies mostly on my own body exploring regressive modes of femininity and lineages of descent within feminist dance making.  For as Peggy Phelan has stated, “our own body” …is the one we have and the history of the ones we’ve lost”
.  Significantly, the work, which emerged from this research, as feminist figurations in space and time, was evaluated in 1995 as ‘embodied theory’.  That is, as a way of knowing which averted the traditional character of knowledge by refusing to distance thinking from moving, knowing from being, thought from the material specificity of bodies.   The work recognised that knowledge always has a material as well as conceptual reality. I called this knowledge corporeography a thinking through the body.

The research method involved alternating actions and locations: between the studio and the library; between dancing and writing. In alternating between traditional modes of academic scholarship and choreographic practice, I crossed from one mode of corporeality to another, through different kinds of cultural spaces. However, the tandem sequencing of the different modes of research – dancing into writing, and writing into dancing - allowed for their productive interfacing and ultimately a specific method of process emerged.

What feminist theory did for me in terms of practice was radically alter the corporeal style of my choreography.  For a feminist perspective on movement awareness techniques, in particular Laban’s effort shape analysis, created a method for learning to move Other-wise. 

Through a yearlong daily practice, I experimented with my own body by unpacking the gendered traces evident in my corporeal style.  The unconscious processes of dance making involve an attunement to the internal crevices and contradictions of these traces which are key to identity formation. However if we think of choreography, as a process of both interpretations of these traces as well as an intervention, then it is possible to undo traces of body morphology which are saturated with signs of sexual difference and habitual movement patterns. And, through a conscious process of resistance, refusal and the learning of unnatural, uncomfortable and unfamiliar movements, incorporate a multiplicity of disavowed other gestures.  Following the work of Judith Butler, such a process can be said to unravel the stranger at the heart of the self through a relearning of embodiment. I was no longer described as a lyrical, lithesome dancer, but as a recent review of my work in the Philadelphia Enquirer describes, it as “edgy”, “frenetic”, “mesmerising” and “savage”
.

Moving and speaking are intimately connected.  It wasn’t just the style of movement that changed but also the language I spoke.

Performance extract mechanics of fluids

I had a brainchild.  Well, haven’t you ever wondered what it would be like to give birth to an idea?  Imagine the indigestion from all those words and what old man philosophers we’d give birth to.  Plato for instance. I mimed philosophy.  Partaking in the phallologocentric phantasmagoria of post-freudian anal-alysis. I mined Philosophy, evoking a glossollalia of languages by speaking in tongues and repeating past narrations of he/she fantasies.  Is reason sexed?

Following Irigaray, I saw this early work as a working through the repertoire of accumulated images, concepts and representations of women within the culture I inhabited. Strata by strata plunging ever more deeply into the folds of my materiality to become my own piece of flesh.  To become, in other words a material embodied section of space and time an immanent, sentient being. This experiment was personally and professionally empowering.  It enabled me to claim my own space on the stage.  For, as the recent Civic Centre Symposium (Roehampton University of Surrey April 2003) the right to performance depends upon the right to space. 

 Ultimately it created footbridges for my movement out of the academic shelter and into the professional circuit of contemporary dance, ensuring the widest possible dissemination of the research outcomes.  Mechanics of Fluids, the evening length solo performance that emerged from this PhD research, went on to tour internationally and is what largely, put my work on the map of professional networks of influence
.

Touring this body of thought however provoked a number of questions to do with its framing both in terms of physical structure and language. If the point of feminist figurations is not to reproduce the world but to change it, I was not sure that I was being effective. 

Firstly, the presentational aspects of the work as dance theatre meant that you could choose to see the work on its own terms as a dance, entertaining and hopefully captivating without getting all the references to contemporary feminist philosophy. The ‘insights’ of the research process were embedded within the content of these works, but did their framing, within the conventions of dance as theatrical performance inhibit alternative readings of this body beyond the ‘tricks of the trade’? The black box venues the work mostly toured to assumed a universalist model of neutrality.  But black is never neutral. 

The second problem was to do with the obfuscating language I used to describe the work. A theoretical underscoring of the performance proved a liability to its communication outside academic circuits.  With my arsenal of theoretical jargon I could put off any would be critic, or indeed funder, as I was constantly reminded by various arts administrators that, that inspite of the accessibility of the live performance, the obscurity of my language in discussing and writing about it was alienating and off putting.  In addition to this I experienced the fundamental mistrust of those who were not convinced that a dancer could also be a thinker.  As recently as last year, the Evening Standard Critic, Judith Flanders, wrote that as a choreographer “Carol Brown starts work from an unusually intellectual base.”

Fully aware of the potential divide between my position as an academic and my role as a performing artist I mimed the manoeuvres of the critic from inside the work. But this was a parodic performance and ultimately reinforced existing structures. A rhetorical performance contained within the architectural conventions of the stage marked a continuation rather than a disruption to the classical inheritance of the subject as linguistically constituted.

This brings me to the space between what is known and what is visible. The schism between what I thought I was doing and what I was seen to be doing by the paying guests. 

The question remained how to create ideas in real space, which enabled continuity between the discourses I was interested in exploring from an intellectual standpoint and the performance contexts my work was being distributed through?

In other words, how could I entice the viewer out of the performance as spectacle and into a space of thought for their own embodied location?  How might I represent the unrepresentable of the feminine imaginary?

Question Three

What is a space of thought for dance?

Experimentation is necessary wherever institutions become stale. The history of dance has to a large extent been the history of spacing.  Spacing, as the tailoring of a dance to the architectural dimensions of a theatre or studio is an act of emplacement. In this sense, choreography is also a writing of place.  

Through the act of performance, and the staging of our relations as performer and audience – we make a place between us. Yet contemporary dance struggles to find its place in a world, which has already, invested heavily in the power of the logos, as evident in theatrical conventions that privilege the scopic and the spoken over all other sensory becomings.  To a large extent architectural spaces for dance have inherited models from the traditions of the spoken word. The master space for dance is the proscenium arch theatre with its front end stage.   

The staging of dance as representation acknowledges the tempo of Western European history in repeating past narrations of the classical humanist subject. The live tissues of the body are thus inscribed by the historical alignments of these spaces and become crystallised by the segmentations of a society that separates artistic events from everyday lives.  As a performing artist with professional touring commitments I am forced to negotiate my inventions within the space of the given, the ‘always already’ conditions of perspectival thought and theatrical staging.  I make a machine house [machine for living], I balance on shelving systems [shelf life], I fall into ditches [nerve] but I cannot exorcise the deep print of theatrical space from my skin for deep binding is involved.

The theatre can be considered as an inside without an outside.  It assumes the significance of a universalised model of space ignoring ethical sequence between city and stage. So that, as Helene Cixous has stated, “we go as little to the Theatre as to our heart”
.

Yet the lines of which our lives are composed are always more complicated and more free than the more or less rigid “segmentations” into which a society tries to align them.  (
) How is it possible to create spaces in which to relate to ourselves and to one another in a manner not subordinated to the fixity of identity and identification? Or as Lacan would put it, how can I express ‘the idea of another space, another scene, the between perception and consciousness?’

The perception of movement through kinaesthesia, proprioception and proximity is curtailed within venues that privilege perspectival vision and passive spectatorship.  For the further I move myself upstage the more flat and specular I become making the experience of the work less palpable.   The history of representation of the body has been mostly concerned with its outline, its skin, rather than the inner lines of its postures and movements.  The stage becomes a regulatory fiction tattooed on our skins through modes of display.  But we do not know something so well through its appearance.  It is touch, which gives dimension, contour and depth to our feelings.  According to Irigaray, the sense that could bore a hole in the still assumed to solid humanist subject and that could invert things between us is touch. 

In considering our bodies as tactile tools for apprehending and manipulating the world, the other and ourselves we can also contemplate how bodies actively inscribe spaces. What does it mean to explore the body through the idea of corporeal surfaces, to enflesh spaces through rotations, convolutions, inflections and torsions of the body itself, flexing and unfolding spaces.
  So that through our gestures touching we make a place together, an intersection and a space that implicates the viewer, creating opportunities for something unpredictable in us being together.

Though I continue to feel the collective weight of the past in paradigms of performance that reinscribe the tempo of history in perspectival space, I reach towards a counterspatial project which cuts against the normalizing tendencies of modernist, universalist and hygienic space.

If we are to design spaces from the perspective of a dance artist then the feel of the space becomes paramount questioning the division between container and contents. Performance design which takes into account corporeal becomings, forces us to rethink traditional forms of staging which contain the eruptive potential of the unscripted body
.
In considering the possibility of making diagrams of these other spaces my work has moved from a concern with dance as representation to the choreography of spaces for embodied presence. 

Energy precedes matter.  When this energy stabilises into the fixity of a shape it can be called representation.  When energy flows as dynamic potential and through performative states I would call this presence. In questioning space from the perspective of dance as a series of corporeal becomings, my practice has moved from the tradition of dance theatre I learnt to move in, towards a model of performance as an event-space through which bodies of both performer and audience are actively installed.

Question Four: 

 What forces us to think? 

“

The ‘trespass of thought’ is what confronts us from the outside, unexpectedly.  As Gilles Deleuze states,  “Something in the world forces us to think.”
 Thought arises from the provocation of an encounter.  It confronts us from outside the concepts we already know, from outside the subjectivities we already are, from outside the corporeality we already inhabit.  Thinking involves a wrenching of concepts away from their usual configurations. “Thinking is never easy”. 

The movement in contemporary dance in the 90s towards what has variously been called, the ‘thinking body’, or the ‘reflective practitioner’, has been largely inspired by the influence of somatic practices and techniques on the training and development of dance artists.  However whilst a somatically informed dancer might engage in a reflective act of body/self awareness, this does not necessarily open the practice, as a technology of the self, to critique from outside its own borders. This, I believe is largely because whilst the materiality of the body is rethought through experiential anatomy, contesting its historical inscriptions as an object of science, its installation within the world is inhibited by existing frameworks for both learning and perceiving dance. This is largely to do with the practice of space within dance and its studio-based culture that teleologically points an arrow towards the perspectival space of the theatre as its paradigmatic mode and endpoint.   

Incorporating some new methods for understanding the body and enhancing movement awareness is not going to have an impact on the grammar of creation unless we shift our understanding of this space and how it is both implicated and entwined with networks of power beyond its walls. 

If we understand that the Ptolemaic space-time framework of these spaces is isomorphic with the prevailing concept of the hierarchically positioned subject, then rectilinear Cartesian spaces, which encode the body along these lines, continue to perpetuate the classical model of subjectivity. The limits of possible spaces for dancing are also therefore the limits of possible modes of corporeality.

Conversely, if we explore space as a corporeal category, whose precise features parallel the cultural and historical specificities of bodies, then we can begin to think outside the box. In this way we move from a consideration of performance as a representation of the body to the contemplation of embodied presence through the enfleshing of real and mediated spaces.

I am interested in places and experiences, which force us to think differently about dance and the alignments between performers and spectators, bodies and spaces, stages and streets, distance and foreground, the local and the global. To this end, a recent experiment which put these ideas-into-action involved a collaboration with architects Dorita Hannah and Sven Mehzoud on the design and performance of a Touch Tower for the Heart of the Senses at the Prague Quadrennial 2003
. 

The Heart of PQ was a research performance.  Through a sceno-architecture, it aimed to create a space in flux for the exploration of the body as a stage for the senses. 

By challenging and eliminating the borders that traditionally exist in theatre, new relationships were researched between the body and the built, between the viewer and the viewed. Through the installation, performance became a process of mediation, a “lived experience” where theatrical space was presented, discovered, and shared by practitioners and visitors alike.  This design-lead event, facilitated by the Czech Theatre Institute, was a collaborative process involving a team of international artists in global dialogues and local workshops over a period of 15 months.

The project culminated in a site-specific installation for the Middle Hall of Vystasviste, the Industrial Palace in Prague, over two weeks in June. 

Five scaffolding towers each representing a different sense were organised around a long table, and bound within a timber landscape, a landform of planks rising from a platform.  These structures formed containers for the (uncontainable) senses (smell, hearing, taste, touch and sight) the intention being that they would be fleshed out with performance and a physical engagement by the public.

As Fleshy Architecture the installation intended to become a complex landscape upon which language, culture and performance were negotiated. In a positive way it offered journeys, framed events and encouraged spontaneous happenings.  But it was also ‘Babel’ a space of chaos, conflict and confusion 

The design of the touch tower sought to embody space through the intertwining of the physiological structure of the body, with its history as a material object and cultural artefact. Stitching itself into the landscape the structure formed a vertiginous panoptic, anatomical theatre focussing on the body, lay out on a slab or suspended within a viewing slot.  The design of this anatomy theatre acknowledged the influence of technology on the senses by contemplating the long distance touch of contemporary medical science whereby through procedures such as laser surgery and telepresence operations the surgeons hands are no longer required to touch the insides of the patients body. The Touch Tower invited visitors to contemplate the limits of the body its palpable presence through a series of different performative experiences.  

Three towers make up the touch tower: a stairwell, anatomical theatre and projection silo. The skins of these 3 vessels envelop both the architectural structure and the bodies of visitors and performers alike. The audience’s experience of the tower is supported by the clinicians, a group of local Czech dancers dressed identically in red uniform dresses, clear slip-on shoes and black Louise Brooks wigs.

 The  ‘Clinicians’, lead spectators through a wrapped stairway into a vertiginous anatomical theatre where the body 6m below is laid out on a slab, viewed through a narrow slot.  The slot provides a limited view of the body below, a slice which resists containing her whole image. The performer, in this way engages in an interactive play with her audience, alternating between partial zones of visibility, which implicate the voyeur in the field of vision and in the act of fragmenting, and objectifying her. The improvisation unfolds through a ricocheting action between the seen and unseen which also destabilises the spectator’s position whose heads and hands are, in turn framed by the upper rim of the slot.  The sheer verticality of the viewing slot created a sense of vertigo and a distortion of distance. 

A series of live actions were performed on the slab over 14 days. These included massages, bodywork, self-analysis, and movement improvisations involving puppets, the making of bread, and the habitation of scores for performance those of invited guests.  For my own evolving performance, for two hours every day I gave myself the task to self-dissect through simultaneously speaking and moving, revealing and concealing.  

In a third space, the adjoining silo, the performer is projected in close up through the amplified sounds & live video feed projected onto a horizontal screen at the base of a dark tower.  To access this space visitors are invited to reorient themselves by lying down on a padded mat below the screen.

The Touch Tower invites the spectator to inhabit a range of postures and physical orientations whilst encountering a series of live actions manifest within the space.  Spatially and sensorially these are intended to induce a reorientation of perception, a turning inside out of the usual habitations of performance including through the contamination of surrounding spaces.
As a performance research project the Heart of the PQ sought to develop figurations and structures for contemporary subjects that do justice to the complexities and contradictions of our technological universe.  In questioning the space of performance it sought to acknowledge the specific ways of knowing of the human flesh and proposed that these can only be accessed through spaces which are themselves enfleshed.  In this sense it was a melding of materialism and idealism.   As architect Dorita Hannah described, “it  is a space that gathers community, encouraged dialogue and offered a structure for the dynamic pulse of action, re-action and inter-action.”

I was out of touch.

I’d become a machine in service of a technique.

I submitted myself as raw material for the designs of others.

I was a resource.

I brought about my own disappearance.

How can we encounter each other without annihilating our differences?

How can I touch you if you are not here?

I subsumed other species into my projections.

I could not get a grip.

I closed the eyes of my skin

I lost dimension

I was unfaithful to nature

I projected onto other species mutations of my own

I did not handle things

I was governed by destinies external to man

I produced a culture of prosthetic extensions

I made myself into an object for others enjoyment

I overcome distance

I was untouchable

I understood words better than caresses

I lost time

I played formal games

I learnt to speak about things I had never touched

I lost sense.

Performative gestures are those actions that bring a performer and a spectator into proximity through being touched by the experience of embodiment in a shared space, a venue. In a space-time condition of shrinking distances and information overload, we experience a condition of distractedness.  It is difficult to be present. 

Performance design that enables the habitation of a plurality of spaces through presence is I believe effective in allowing for experimentation that might unfold the spaces between bodies and loosen the fixity of identity positions crystallised within the normative boundaries of performance. In this way, space becomes embodied, encouraging active spectatorship and questioning relations between body, built environment and location, and between personal and environmental events.  Through this entwining of body and architecture, the ‘something else’ of the participant is experienced in the flow mechanics of movement encouraging risk and contamination.

In searching for the something else beyond self and other, what or who is the we that haunts us?  Who are the strangers at the heart of the self who disrupt our sanctuary with disquieting moments? Mothers, dogs, sea urchins, whores, mystics, muggers, diseased spores, derelictions and secretions. I spawned multitudinous becomings within a constantly deformable body, a malleable container of anarchic desires.  I became so lucid that I, in becoming not-I could disappear beyond a thousand species of diverse others.   My fantasy was to be everywhere and no-one.  To cast off this sluggish flesh and become hypperreal.  To glide with sea creatures in a rock pool phantasmagoria.

In focusing on two works, Mechanics of Fluids from 1995 and Touch Tower from 2003.  I have articulated a journey of discovery through two different forms of engagement between practices and theories.  The trajectory of this work gestures towards a metamorphosis of my practice, from dance theatre to performance installation.

As performance research, these works exemplify an ongoing enquiry into models of artistic creation that attempt to frame and express the complexities of contemporary experience.  Through this process they seek to enact an ethics of empowerment through which to counter the disembodying effects of a culture in recovery from two thousand years of body loathing. 

This research has been made possible through the creation of a series of footbridges to other disciplines, in particular architecture and corporeal feminism, but also sound design, lighting design, photography, computer programming and visual art. These collaborations have enabled the questioning and opening out of my own practice as a choreographer beyond the confines of the studio to stage trajectory.  Furthermore, this work has been enabled by the institutional support received from both academic bodies and arts infrastructures.  

Though I speak through and between these institutions, attempting to bridge the gaps that have historically separated them, I am wary of their ability to diminish creative energies. To this end, my work as an artist engaged in a daily practice of creation, which culminates regularly in performance engagements and international touring, remains the primary vehicle for the mobilisation and transmission of my ideas. 

� “The text is (should be) that uninhibited person who shows his behind to the Political Father”, Barthes, Roland.  Pleasure of the Text, Oxford:  Basil Blackwell, 1990, p.53.





� Braidotti, Rosi.  Metamorphoses: Towards a Materialist Theory of Becoming, Cambridge: Polity Press, 2002.


� Virilio, Paul in John Armitage (ed) From Modernism to Hypermodernism and Beyond. Sage 2000.


� s Braidotti, 2002, p.2.


� 


� One of the advantages of an artistic practice that is supported by an academic framework for knowledge is that it stretches the time and scale of research beyond that which is afforded by the conventions of the professional dance sector.





� Spoken text from Mechanics of Fluids.  PhD Solo performance by Carol Brown. 1995.


� Juhan, Deanne.  Job’s Body:  A Handbook for Bodywork.  Station Hill 2003, p.xxv.


�. See Braidotti (2002)on the legacy of Deleuzian thought.


� “The categories of life are precisely the attitudes of the body, its postures.  ‘We do not even know what a body can do’: in its sleep, in its drunkenness, in its efforts and resistances.  To think is to learn what a non-thinking body is capable of, its capacity, its postures.”  Gilles Deleuze,  Cinema 2: The Time-Image. Trans. Hugh Tomlinson and Robert Galeta.  Minneapolis:  University of Minnesota Press, 1989, p.189


� Phelan, Peggy.  Unmarked:  The Politics of Performance.  1993, p172.


�  Review by Miriam Seidel.  ‘Gripping Dance’.  Philadelphia Enquirer. 6.09.03. E4 B


� Brown, Carol. Inscribing the Body:  Feminist Choreographic Practices.  PhD University of Surrey, Department of Dance Studies, 1994.


� Following its academic validation and the successful completion of the PhD, the solo toured to New Zealand, Australia, and Holland and was performed in the Purcell Room at the South Bank in London.  For further information see Brown, Carol.  Dancing Between Hemispheres:  Negotiating Routes for the Dancer-Academic.  In, Liz Stanley (ed) Knowing Feminisms.  London:  Sage, 1997, pp.132-143.


� Evening Standard, 1.10.02, p44


� Cixous, Hélène.  From the Place of Crime, the place of Pardon (1987/87).  In Richard Drain (ed) Twentieth Century Theatre:  A Sourcebook.  London and New York:  Routledge, 1995, p341.


� Rajchman, John.  Constructions. Cambridge:  MIT Press, 1998, p.83.


� See Grosz (2001), p32 for a discussion of forms that might unfold corporeal surfaces.


� See Braidotti, Rosi.  Metamorphoses:  Towards a Materialist Theory of Becoming.  Cambridge: Polity Press, 2002.


� Deleuze, Gilles. Difference and Repetition.  Trans. Paul Patton.  New York:  Columbia University Press, 1994, p.139.


� Grosz, Elizabeth. Architecture from the Outside:  Essays on Virtual and Real Space.  Massachusetts:  MIT, 2001, p.61. 


� The Tower of Touch was part of the Heart of the Senses exhibition performance.  A special project of the Prague Quadrennial 2003 International Exhibition of Scenography and Theatre Architecture.  June 13-26 2003.  Central Hall of Industrial Palace, Exhibition Grounds, Prague.


� Dorita Hannah.   Catalogue of Heart of the Senses.  Prague: Theatre Institute, 2003, p.15





� Performance text.  Tower of Touch.  Prague Quadrenniale, Heart of the Senses.  June 2003.





PAGE  
1

