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BRAIDING, A FLUID
DRAMATURGY

When the whirlwind’s gusts ar

This chapter explores braiding as
tary forces, times, places and
change. 1 describe braiding as a

sented at the Prague Quadrennial of Performance
fluid dramaturgy that interlaced stories from differe

the Czech Republic — through tri

The Oxford English Dictionary

Carol Brown

Introduction

e wheeling, Ours it is the dance to braid.
(Walter Scott, The Bridal of Triermain, 1813)

a choreographic strate

histories through site-responsi

choreo-spatial method

to ‘thread the mazes’ of a dance. It is also an adjective for

tributaries blend and separate such as the
Aotearoa New Zealand. Like a dance that coheres across the shi

re slipstreams of water shape a fluvial geography. Floo
d the transmigration of movements and memories be

Pounamu near where [ grew up in

intensities of bodies, braiding occurs whe
exploring themes of water, inundation an

hemispheres, enacted a sense of

mighty Waitaki

alarm at the incontrovert

levels and environmental catastrophes. It was performed

from Aotearoa: Moana Nepia,
Cassidy Scoones. As choreograp

Dorita Hannah, composer Russell Scoo

Flood was a perambulatory

hibition, Ahua o te Rangi.! In response to

Kelly Nash, Nancy Wijohn, Christina Houghton, Carolin Fleiss

her, I co-created this work in coll
nes, dramaturg Fiona Graham and the dancers. _
sive event as part of the New Zealand Nationa} :

the Quadrennial theme of Weather & Politics

site-respon

drew upon tributaries of material from past works in
(2009-2015) whilst integrating new stimuli including

century Prague poet Elizabeth

Procne and Philomel from Ovid’

Jane Weston (1581-1602). These tributaries included the:
s Metamorphosis, retold by Ted Hughes, and the W

(genealogical stories) of performers Moana Nepia (Ma

Nancy Wijohn (Hine) and Kell
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y Nash (Bride).

gy for bringing together different elemen-

Design and Space 2015, that contributed to q
nt parts of the world — Aotearoa, Australia and

butaries of movement and gestural refrains. d
describes the verb ‘braid’ as an action of crossing and 1eCrossin

ive performance in a time of climate
employed in the making of Flood, pre=

rivers that wend through lands as multiple
, the Rangitata, and the Rakaia in Te We

ible evidence of climate change, 1is
by an intergenerational cast of perft

aboration with performance des!

the performance cycle Tongues of
the poem of the same name by si

pman/Tangaroa), Cassidy Scoones
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The performance, i i .
the iéland Strelecky,(l)r;tlr];?/vmg from .the Old City of Prague to the edge of the Vitava River t
with waisr. fatmost l; crossed times, spaces and cultures, intending to make co e
e v:'ater N mflta l; of substances. As a liquid dramaturgy between distant llmecnons
arrier of memories and an u di : places, we
histories, O ; npredictable force in our live ) .
S r event char%ed a journey that moved between Maori, New Zeal s’ :nd geo physical
p n i n}:s and x;ar(riatlves of place through a choreo-cartogra}i;hy of braid"?n akeha and Euro-
chapter, I address how this chor ne.
eo-cartograph ]
lane 2008) pro . ) graphy evolved through sto
wravelling 1} P:)mC;;:: kth:/tj considered not just the flexible agency of the iancerr’}; f:: " (MQCFa.r-
tions with contexts ‘nll ;karau (AUCk,land) to Prague to perform it, but also their rec:P 2t
‘choreo-spatial " Including spatial histories and the “other” of sexual differ I e
X matrix’ : ence.
el ;‘:; :o descr:.lbe the movement, born out of reciprocal relations betwl:eseilthe o
paces that are made, coalescing into a continuous braided da %attel:ns
nce. Evoked

through multiple streams of enqui narrate this work o
iry, I narrate thi idi ng fl f
i : q' ry. is work of braiding through recalibrating flows o

River Folds

The other who ... courses through me — just as I do through her.

Astrida Neimanis (2012)

In her writing on hydrofeminism, Neimanis invi ivati
i . . ites cultivating the ethical iti i
i thz%v:'llveii%:egotghrz \af/lay v;ater is threaded through our lives. We learn thae:1 Idifi(r)llgltiﬁzlppooft:m'lal
s ]:w)l/ of a river th‘rough embodying it. When we follow a river — walk .
i aéainst’its ﬂl:wosr gadd]e its reaches, or speed in a motorised boat — we are mofiir-
oA , flows that are part of a planetary system of tides and gravitationa%
The Vltava River (Moldau in Germany) in th i
i ‘ e Czech Republic has its source i S
dassmg tthll(g, l:h;rfgo::g:;?n Ff)r?sF on the ijerman—Czech border. It flows for 43C'Seklr: i?’tfllvjvlza; .
.:“ " o P Winzgz joining the Rlver Elbe from where it empties into the North Sea ;nsci
| el dgy lc(;z;lr::,vs:lllltalsxrin (:)\:; centuries through reinforced banks, protec-
lltny :;1:2 :13 ;:;?nzrci::iiecturfl heritage extending balci mll: t‘l)]:isis()t(})l(r)o;eg:rsthe ventre of Prague
3 i omplex systems like that of riv — ' i
it : ! ers, relationships are reorient
" g :Ze:/sérol}:;r:jlscg us to experiences qf both displacement and belongi:;1 (?36;:;:2:
B e ot and s i;l).es, their waters diverge and converge, folding into the turbu-
e }E’l' ing ov.el." banks'; crossing them we steel ourselves from bein
R e eir ;elocnt1e§ t'o.r.lde their rapids. As an ambulatory performanci
e mani O!d‘pOSSlbllltleS for going with the turbulence of a ri
phing a somatic braiding between city and body. As a sensual hybrirc;v;er:rsfys_
, or-

| w, it drew intO thiS i
"% choreographlc S
b ! : ystem the words of a g p
dVleW incarnated in the perfonners’ histories.? ) t |

Elizabeth Jane Weston (1852-1612)

her

€I poem On the j y

e éfi’(;Odmg of Prague after continual rains, Weston described the ability of

e :f:-t] .to upturn tl‘1e order of things: the river Moldau (ancient name )cl)fotha
ilieu of the city, connecting human lives to other scales of life; housez
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i to the altar of the church, a
he current, a fish is tossed on . .
‘swim’ nd a bed are taken by t ' e e
" Zmi]:on the city square. As ecological catastrophe, floods mvc;lvle n;uft;heY T
a : . . . c ! :
bogt SCurﬂsows that disrupt the nature/culture binary, turning things g:t 0 a[r:daimense S
wwash 1 and dissolve terra firma. As Weston’s poem relates, sudden e il
les}::t?;?c/i bodies into a saturated maelstrom and are follow;d by wlzt:er g%%hresmlds i
-y ity of Prague is imagined as a p . :
ion. In Flood, the city of Prag . as \ b B
ey eti(lhausr:lc(:)r;tainable leaky place in alignment with this image of violent an p
a permeable, u ; .
i i f in-
it i isti s provided watery images 0
y ring the artistic process p :
i of Weston’s poem during : : . led | e
c;r h'e dlts cc::oe:l{ with in the choreography whilst also stimulating c.unosrc;l(t ::tc:) phiaebeae
Sotext of Weston’s poem 1S a po
i 0 years later, Wes :
ate chaos more than 40 ' . ous remine 4
e :1]\1:: owers of turbulent weather. But it also remmd's us th;t :;or;e; ok wene
tge des:rurce ofte‘; overlooked, lost and washed away within a history that ha
the past a >
. o ) ife story, to ‘re-frame
thell; F::;Zl:\lltrsg Fiona Graham proposed that we use Weston’s poen:), ax;(dt :cre; e1:1fsehse a;)l; o
. i i iti Weston bac 3 :
! ting on talg
< i * (personal email). Quoting wri . . s o
s i Pl{agucec: pation of a male world? As experienced by Weston ;n“Fl’rﬁgltlfe a(:ur i
o e Ee aspked' ‘Are you Angle or angelic? Or simply an angel? I:a , lthye et
it S ’ K . . . n
- \:ve:tm:)ur spirit is an angel’” (Weston 2000).* Building on previous wor ii;d e
out the ,asségries are foregrounded through mytho-poetlf: §cores, we recorx:ston the drame i
v;;omer;\Sthe offers of Weston’s poem and life story. As visitors to Prague,
throug : .
i the choreographic path. ’ —
tualAgu‘d:ht:)):eographic tactic for braiding, the quest to kpow Westonl: S;ot;ye e tirough e
th e s. she once walked in Prague, joined with mapping and marking
pathways,

(le]na[l(led a com leK l]l|e] laclllg ()l e]e"lellts =~ deSI n, moveme sou d a d ostumes —
g ] ’ .\
C p nt n n C t
an en\luonment that was SubleCt to Cha“glng Weathel COIldlthIlS. lee a llve], the c]lo-
W]t]lln

reography created fluid connections between these
in flux.

|

Story Map

sed in relation
The dramaturgical currents that informed Flood drelw Oll: pSaSt ieg‘i‘:?:?:ﬂr;;(z?sngues of S
. o : the Swa
ies of water in the Tongues of Stone cycle: . Biennial 2
e b(ci)'dles Za:Zd stream in Western Park, Tuna Mau (.Oceamc szrfor;ilﬁnc: 1::;9,5 oy
2oclilt31,eaWeltiszeF;rF\,ata Harbour in 1000 Lovers (2013). Embodied l;nemorlzeOSlOl) ’l?ljroll)lgh Tongues
an i : in Prague (see Brown . :

: tion underscoring our event in : S d Au
i lfg;ll?gap;i?ormance dramaturgy that resonated with the hlStOI:leS ?I;’;rithi:; .
Swne’t\;:/eel as settler cities whilst acknowledging Indlg.er{ousiontologles (Sin oir P
reSPTC a:é the unspoken trauma of ecological imperfahsm.- In transpo lle%i New World
ofefhi(;eto Prague with the Vltava River as locus, we sh(;f:ved from t-hi ZS}-I?E:O -t
i isphere and from ‘perip f

- Southern to Northern Hemisp - nd her p
. W(le;?’ofgzn;uid dramaturgy, we added the fi gurfa of Elizabeth Jane }:Nes:;)& :r o rep]
the mo ir of materials. In moving from one city in the world to another, el -
e ith another, we sought to create dialogical exchanges betheen e
or?;ﬁSt: fan estural assémblages that combined Hine, Tuna, Procne, ')Phll"c:“?ies involved as
- kn:c,itvitlgl a kinaesthetic milieu of differential forces (Rothfield 2022).
worke
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I Ys aldln ;-
j taposmg and dll t doublework. BI lnglng the paSt 1nt0 the pl'eS nt in thlS a g
rOrmg, ux (5] € \%% l)]

different elements within an environment

L B

ground, and the boy and man in black t
‘turned to leave, the gathered audience
‘headphones to the accompanying soundscape.

T ——EEE————
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of palimpsest, overlaying materials developed in one part of the world to another, braiding narra-
tives with a trickle-down effect.

FLOOD (Vltava River)

Meet at Colloredo-Mansfeld Palace to download soundscape and move across Charles
Bridge. Join us for an early morning Performance Walk, FLOOD. Experience Prague before
the deluge of tourists, immersed in a soundscape and following a series of mytho-

figures alongside the Vltava River towards the island of Strelecky Ostrov. Starts 6:
at the Colloredo-Mansfeld Palace: 20th, 21st and 22nd

soundcloud.com/russellscoones/FLOOD.

poetic
45 am
June. Free soundscape download:

Opening

The performance began at 6:45 a.m. under the arch that led
Nash (Bride) and Nancy Wijohn (Hine) initiated a Maori

the performance to begin. Moana Nepia (Tangaroa/Mapm
Reo Maori, acknowledging the ancestors of Prague reside
ogy in Aotearoa New Zealand. Six-year-
a clear plastic bag carrying five live fis}
call and the challenge of safe return to t
in crossing the bridge. Audience memb
tination, to become complicit with the

of the performers — all with shiny black
(Kelly in a layered tulle wedding dres

onto the historic Charles Bridge. Kelly
karanga or call, clearing a pathway for
an) followed with a greeting also in Te
nts and his own whakapapa or geneal-
old Cassidy Scoones, my son, joined the welcome holding
h; it was his role to return these to the river. The initiating
he water for the fish proposed that something was at stake
ers were invited to join the walk towards an unknown des-
performers, not just follow, but also witness. The costumes
hoodies pulled over their heads, the women in long dresses
s and Nancy in a long red silk gown) that dragged on the
rousers — suggested they are part of the same tribe. As they
followed, forming a quiet procession as they listened on

Storying Place

s they progressed across the bridge, the man paused with the boy,

€ statues, passing on knowledge to the child. The bride leaned in
SS its inscribed base; she felt the grooves of ancient inscriptions
ed in red broke into a run halfway across the bridge and was tra
0 a rippling, swelling swathe of voluminous red silk.

pointing out a feature on one
to a statue pouring her weight
with her fingers. The woman
nsformed as she disappeared

Mirroring

OKing across from the bridge, the audience could see a duet
0d woman in a white dress, Christina Houghton, and another,
moving together on the edge of a small sliver of an island, S

between two doppelgangers, a
Carolina Fleissner, in a long red
trelecky Ostrov, in the middle of

e.Standing where the two women had been, looking ba
SECINg the same red dress being lo
MALET to conclude the performance.

ck at the bridge, whére they came
wered and suspended in the air above the green muddy
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Marking

formance drew on the specificities of a number of key Prague sites (and

Kampa Island and Strelecky Ostrov, places we imagined that Eliza-

known. The audience encountered these places by following the

performers who led the way and opened up the sight lines of the work by positioning themselves in

places of legibility, marking performative moments of significance en route. The route taken how-

ever was imagined through an overlay of Pacific and M3ori thought about space and time. There

were elements of a Maori Powhiri (welcome) in how the audience encountered the performance.
Moana, as a kaumatua (respected elder) for the child, Cassidy, led the way and encouraged him
to learn about the environment as they travelled (aratika); Kelly lay down a challenge (wero) to
Moana through a wiri (quivering of hands) at the entrance to Kampa Park and cleared a path for
her travels, performing with mau raukau (Maori martial art using a long stick). Nancy continued to
metamorphose through the performance, eventually shedding the long red silk dress for a tangle of
red net that she tossed and extruded from the ground before adorning her body with it as a cloak.
or chanting, along the way, kept the performance focused on a sense of passing
of other spaces, times and cosmologies.

The mapping of this per
attractions); Charles Bridge,
beth Jane Weston would have

Moana’s moteatea,
into thresholds of awareness,

Juxtaposing

’s edge to release the fish into the river; Christina, the distant figure in
ond dancer in a long red dress, could be
unravelling her dress over its
generated a sense of the

Cassidy arrived at the river
white, was now up close to the audience; and Carolin, the sec
seen in the distance, back on the bridge where the performance began,
edge. The dramaturgical mapping of shifting proximities between dancers
city as an altered place. Exaggerated choreographic actions meant their bodies flared with vibrant
colour as they moved between different performance loci. Taking up highly visible positions, the

performers marked their relation to the city and its architecture as portentous, fateful and desiring.
W

Fluid Dramaturgy

As touched on above, the dramaturgy for Flood evolved through collaborative discussions Witht
dramaturg Fiona Graham, designer Dorita Hannah, composer Russell Scoones, performer and a f
ist Moana Nepia and myself as choreographer. Our collaborative method catalysed compositional
choices and, given a history of making together in previous works, developed upon establis
working relationships. Dorita, Russell and 1 initiated the performance cycle Tongues of Stone
Perth with STRUT Dance in 2009; Fiona and Moana had come on board for the Auckland versic
of this work as 1000 Lovers (Brown 2013).
As site work, the choreographic dramaturgy proposed not so much one place after another
(Kwon 2002) but one place entangled within another through a braided structure. Seeing the
cient European city of Prague through practices of performing place, dramaturgy developed
one part of the world was interfaced with another, entangling times and places, cutting acros

present with the unfamiliar, even strange.

Long Time

The performance route developed through a chain of choreographed actions that zoomed 108
out between the bridge and the island, proximity and distance, suggesting continuity and
nection. Opening the experience of ‘dancing-place’ (Gotman 201 3) to the co-presence of mui
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temporal dimensions, we moved beyond i
e s yon 'the linear arrow of modernist pr
- ——— }[/JS E 1?:2 ‘i,},lstg alll?)w;j[i_for. different gonceptions of time, incrugignr;sti: Ic]i(:el:)rto' dnpe
I b e .ofﬂ: ! ao;l, the pas’f is folded into the present and it is wh:t clil’ne "
e T th: P t};:er ormance in the process revealed the busyness of th ‘“?Cts
e L busi/s hey were flooded with tourists. The time of the perfi o
s bt entamved, created an alternative offer for passers-by aid t}?mlzance’
e A,lthou Er a se;nse of long-distance time open to mythical, anc i ?OW'
— nOted.the . gh audlences. may not have been familiar with the ;oures e
e o perience as being close to a sense of ‘ritual’ e
et cro;;e; i ' Igfath;ereddfor a collective event.
. . -cultural and cross-historical i
Wil e . cal sense of time as an ey i
cag, e occur:;;uc(:):?;?oorf th:1 past anq Prague as a tourist destinati::.t%izsaiutf.’ oo
SR ke ? short du.ratlon during the Prague Quadrennial, it cgarr' iis P?r'
Bt e f fxsaurgsademgns a}nd music of the project first initi’ated in l;ertvl:l:[h
e o o i oo wm}: ;1 tﬁ conceptloq of dance as ‘work’ that carries the trac of
"t s l|1 rough. restagings, recreations and choreographic de els o
bi:d incorporeal dimensions of mi k.ow creative labour is distributed through both the corve ol
C————— aking and rep.ertory. A dragnet of materials is thus h ?Oreal
gical processes through circuits of exchange development anlzistr: ldfm .
X nsforma-

tion. Dramatmgy in this sens nderstood a move
- e can be und i
. ( 7 1 ]) st S ment ltSC[f, ‘a process that does not stand

, a ceremony where the

Cross-Rhythms

The contrapuntal rh
ythm of repetition set
B oo torpors) up patterns of refrain within the dra i
2 . m
relation to Prague’s hislt;hlcé(l\?lesé SO Mg Repmiece Ofsnggilzal _Str”?'
B o onen o therznd c; ormack 2013a). In music, refrains are melodies orlt1 .
B csting of gostures s (l)) z.work. Choreographically, refrains can be thought l“;es o
et oo Iss 0 l.es, places and times, embedding movement m g ,0 *_15 the
B Prague lo:l.ldn draw'mg together chains of material from different ‘Z’i’:f)“es s
entanglements of space timer;p;atlr;g these, we created ‘spacetimematterings’ (Barfj ;OI:)e’]r)th’
o ) matter — as chor: i i o
Bl ererices between places in the cyclo eographic refrains that marked similarities and
ow do movements ‘
: generated by one i
tions create pathw. Do WD Inanothe anid ho
| e bel:w eenagjdt'hat the eye can trace? Phrases of dance material gen:r:to i
B ercraied o CenainleeS, layer'mg and c.oalescing across time to create a somatiz :‘eet"V_OFkS C?f
B of the porormmance Cy):;l)resswe consistency within the work of Flood as the chr;am; o
: e was carried not just i racer or
s i i . Just in costumes, sound
o dr 5 world and ch
ional and processual i’::stzrlglfca! unl;ierbelly as a durational mattering of relati:r:ezgcr:?ph‘?d
> refrains became affective circui i —
L ective circuits offerin i
5 i g aradical
G perspect?v e)’ wepz Ziojﬁ Vl\'\an;ie}:.mg beyond the familiar (McCormack 2013)I);:;)(§):1n o
) nk of this as an invitati ' A e
ories and temporaliti vitation to contemplate an i i
. gf ralities. One that breathes-with the vital gesture cF))f perfone;:omgy praidedwih
" acon ; anee.
ity of Pragye Openetjrtrllqporar)./ collaborative performance from Aotearoa intoihe h
B0t belong in th o ;rzudlencedto the possibility of the unknowable and unmap;jgffwe
k gue, and yet, through o
| ——— ' yet, gh performance, we became part
inaesthetic tuning through both re-siting choreographypandolitxhe': Scende/
sic made

"\: a
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in other places, and movement improvisation in situ, opened a potential space for the initiation of

something new. In working with the specificities of this place — its atmospheres, rhythms, textures,
he site of exchange.

and characteristics — new possibilities were generated at t
The flows, counter-flows and breaches, the reflections and lucid depths of the Vltava River

provided a physical and metaphorical place for conceiving and developing the logic of expression

in Flood. To think and move choreographically through the image of a river is to conceive of mul-

tiple ribbons of movement that bend, swirl, crossweave, pool, spread, flood and braid. Thinking
choreographically in this way is akin to a corporeal story map, in which event and place are part
of the same material. This fluid dramaturgy resonates with an Indigenous world view where, as
historian Ann Salmond describes it, an ‘order of relations’ reverberates with the generative force
of memories, affects, sensations, ideas and dreams (Salmond 2012). Such a dancing-place might
include an interweaving, a reconciling and a complicating of the past with the present, the distant

and the near, the antipodean and the European.

Between Two

In choreographing between hemispheres, duet forms become quintessential mechanisms to set
up situations of attention; intensively pooling actions to the spaces between performers and their
dialogues of difference. With very little time to make new material for Flood in situ, I relied on the
reservoir of choreographed material that had emerged through early iterations of the project with
different dancers. This material involved group, chorus-based ensemble dancing, solos and duets
for up to 12 performers.

Kelly Nash and Nancy Wijohn adapted a duet that was originally made with Katherine Piue
and Hayley Schmidt, as part of Tongues of Stone Perth and remade for 1000 Lovers with Georgi ;
Goater and Sophie Williams on the Auckland Waterfront. The memory of this duet, held in video
files, photographs, movement memories and kinesthetic perceptions, is inter-corporeal and di’si
tributed, yet it holds core motif material that can be recombined. Whilst the three couples brougliﬁ
different nuances to this movement material, in thinking through its multiple incarnations in differ-

ent cities around the world, these became braided into a collective gesture, the same but different.
Different instantiations of the material are generated through the incarnation of place and
tions in costume. One dancer (Philomena) wears a tattered wedding dress and the other dang
(Procne) a red silk strapless dress with a 30 m long train. In Perth, Philomena had a veil over i
face. The dancers are in bare feet. In its first iteration, the duet took place in front of the Ernst
Young building in Perth; in Auckland, they meet on a long former railway track on the h
front of Wynyard Quarter. In Prague, they meet on the grass below the double-sided stone
leading down to Strelecky Ostrov Island. Each of these contexts reconvenes the scene of th
relation, its trickle-down effect, yet what persists is a sense of becoming folded into and thr
each other, a tangled encounter, 2 quivering tension that vibrates in-between. Three sets of
became entangled in relation to these different sites and the situations of the performance in P

Auckland and Prague, yet the principles of the score remained the same:
o

Distant sighting/siting '
Approaching
Differentiating

Face to face
Touching

Entwining
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Holding

Pushing

Lunging

Counter-balancing

Dropping

Resisting

Separating

(Brown, Flood Duet Score (choreographer’s notes) 2015)

Queer Loops

Drawing on Yvo ier’
» diffefe o Waysntrl)fr OI\:;:; Ss ctlinceﬁt of scores as words that activate images and can be combined
" ycho-physical energetic stat - e
of this duet th ; : ates of coincidence, I built
ot a5 sin gularrto .ugh i ef;f’ldmg relations between dancer, word and place.’ Althlouthlf tckI: roin s
ri .
b iy o Teig:[:f hor ,movement, the.y are developed through a process of eiractieo;vcf)’:ds -
Metamo;pho;is i hg 6189account of Philomena and Procne from his retelling of the tale of g)m a’n
B hich the twro sift efr’s 97). The duet emerged from our extraction of a moment from t(l)l' iy
B o (her tongu rs reconnect following the former’s disappearance following he is story,
| ——— gte ‘; cut out) by the latter’s husband, King Tereus. We were dra - t o e
gh a technique of critical m S —— ) wn to reimagine
5 ythologising, taking . .
effects of ecolo 2 . . 2, ng moments of its telling t i
(Brown 2011) lil‘;zl 1TPETlallsm in Perth, Australia, and the possibility of escap; %rcl)o Slg'nal e
fieularly in rel:ati apting fhe or.lgmal duet for Flood, the movements took on new m.Vlolence
R o o thznf;tio tge dlfsru;l;tlve violence of a flood and the portrait of Elizabethr?ssm\r;»/gs,tpar-
ade of a baroque building, d ’ e Weston.
other, tentative t g, dancers’ arms extended, reachin
‘ving face to face Otur:l:ibecg]mes ﬁ?rce embrace as they entwine and interlace. The aig‘;;"ar‘if et
- pus};in ng the outlme. a'nd contour of the other dancer through touch, h SI; ot
: : g against and resisting her and finally going on together, carried a,sezs 1“% e
> e of nar-

« i . . . N
(l 1 Sp y gl costume ut as two wome
¢] 't Ve tlla‘ C()Uld l)e lead as romantic, € eClall ven the danCCIS oS
3 S: B n

who crossed the ground, meet, embrace and

e > > , carry on together, their duet also i i

o feminingi}t‘lylttsr :r?srgo;i?rll urt}cl:annmess. Vehement kinetic interactions call u?auieni;sg:ehslilf] cc)ltzion o

- Hughes”reteuin gg e l;g e sl:ene through an erotics of connectivity. e
i procnz ,r:}S'(t) i thed two S}sters'seek to avenge Philomela’s rape and mutilation
B e nale peoir: o? a%nl feeding him to the King. The object of their quest is re-

B rorocc s rovense o tvxofe:nce ar.ld less emphasis is paid to their relationship. We did

o o through ct]h est o suc'h violent denouement so departed from the story in our

- it tﬁan e suggestion that the duet, as a meeting between two, is restora-

e e“rac:-l pre(;ursor for revenge. The choreographic score that ’shapes this

l e narra»;ive tmg 9 words that propose a meeting between women as a goal in
B e o e o 0; 38:1tng st;])ne towards th'e murder of a male protagonist.

B Drcsccd im g cos:u(:: t eh poet, we reimagined the dancers’ relation through a
c B inee repulsive o c?st at exaggerated their silhouettes in the landscape, their
ding i Azr::;zlons of tendemes.s and sensuality unfurled through t’ouch

P costumes. o ry mc?ved from th.lS p!ace together, their quest was to shedﬂ

L i : .estram.ed thel'n (in histories that were not their own), t

phology in folding actions with fibres, sculptural nets and biomorphr;){htac;

d their retur i
§ n to the river. Rather th
ions, . . an a quest for re
becoming uncanny bodies (Rothfield 2022). venge, they moved through corporeal
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atives in literature are understood as

but also spiritually and psychically.
it may be for love,

re searching the unknown. Quest narr

dvances not just physically,
the unknown in their search for something,

In questing, we a
journeys in which the subject a
The quester leaves the familiar for
revenge, recovery, repair or self-discovery.

In contrast to the heteronormative linear narratives of quest narratives, in F Jlood queer desire
looped through a series of figures in the urban landscape, creating a circuit. This story in the mak-

ing, lapped in folds, like water, was devoid of the narrative tension of a woman being seduced or
murdered to carry the story along. In this way, we proposed a choreographic structure through a
heterogeneity of quest(ions). Moana and Cassidy as fane (man) and tamariki (child) tended to the
safe passage of the fish who repopulated the river and along the way engaged in actions of way-
finding, evoking ancestors through Indigenous ways of knowing place, and challenging strangers;
Kelly and Nancy were playing sisters (and were also real-life partners) whose intimate relation
undergirded their journey; Christina and Carolina were always seen in the distance, signalling.
They opened the performance Jandscape to a long-distance view, becoming portents of dangers to
come and, inspired by Elizabeth Jane Weston, hopeful guides proposing places we might reach in

the future.
In ‘dancing-place’, I am in the middle of things (Gotman 2013). Without a stage or a theatre
perspectival vision, I am immersed in 360

to orient movement in relation to the coordinates of
th this sense of space are open on all sides.

degrees of atmosphere and air. Encounters that move wi
In staging relations in the open-air, I might however tether a sense of relation to the other to get my

bearings and to shape a feeling for place through shifting moving encounters and (dis)orientations

(Figure 16.1).

n‘ S
;s T, e T |
i el el BT e n,{ii"'»!.';!;}: o

Trrer R Tl
,_Lf"q 1T a3

) .

Figure 16.1 Moana Nepia in ‘Flood’, Prague Quadrenniale of Performance Design and Space 20!
tograph by Carol Brown.

Braiding, a Fluid Dramaturgy

Conclusion, Diffracted Universe

Rivers, as meta :
) phors for fluid dramaturgj
and the work of braidi aturgies, propose the synthesisi i
in s sSing act
connecting movement i;;)get}:.er different streams of knowledge andgﬂowls 2qu ;lemental forces
} s ce, time, writin ; 5 information. Inter-
raphy, music, audience participatior g, sound, light, media technologi e
g s participation and th ; = nologies, costume, s
Hud deamatates : e socio-political context in whi > Seenog:
a i extin w ..
chore gy has an important role in the toolbox of h - th? Work s sifusted,
ographer. the contemporary site or place-based
A fluid dramaturgy i e
inv i :
change the course ofgt?;e prglzes oeitg responsive to unexpected and unforesee
tion different voices oL sz atndﬂeven run it aground at times. Braiding, like a“ ‘events that can
) > , data flows and ph ? . 3 river, sets in mo-
that coalesc phenomena (incl i : v
How we fnmkthe-pmbc ess of a dramaturgy comprising qu(uid e wvind, light and stmosphere)
ake site-based performa WOrKS.
(2007), Karen Barad nce undoubtedly matters. In Meeti. :
’ expl . eeting t "
plores how matter comes to matter through mategalhzigmve-lse Halfway
-discursive practices

then situa g
(S Drapth pl aCtheS
ted ChO] 0g SUCh as these must a]SO be leVeal"l 01 our l“he] ltallCeS a“d
Wor ldvlews Whllst enab“ng us to lmag]ne ]]V“lg OﬂIEI wise

h water a
s a force or medi e ;
B oo um within which we move and wi, .
each other? W : and with which we sensiti :
our bodies, making usatt.:g ﬁcacll’es are dynamic and shifting, they sculpt aniiltslf]e o re{atl.ons
Is, as well hy ard and soft, crystalline or di ape us; agitat-
as ancient and enduring r dispersed, mobile as birds, sli
8, of the dis _ ng. When we choreograph wi irds, slippery
ersa o e ph with an und
persal, pooling and reconstitution of elements that exceed Er Standllnl§ of natural
uman lifetimes, we

Ce with distan
t stranger
gers and processes but we also summon the violence of past and
ast and potential

'€ catastrophes,

citi S, as e“ (& () y 'Igues‘ 0, lone o
S mISph €S In the f
per ormance ¢ Cle OF
tood beca]“e its ﬁ”a] ltelatlon, WeE Cr eated an OSCI“at]On, a hlnglng movement t}{at pu“ed
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and pushed, attracted and repulsed around the fulerum of corporeal embeddedness. Extending the
thinking of an isometric mapping between limbs, torso, multiple joints and mobile core on a global
scale, attention was directed towards how a gesture made in one part of the world was transmuted
to a different place and time and remapped with new spatial and historical coordinates. Re-creating
movements generated elsewhere, letting gestures become mapped to different landmarks, unfolds
a dynamic experience of being-in-relation-in-the-world. As a heterogeneous encounter, such a
practice, taking place in an urban context without the apparatus of the theatre, summons the audi-
ence to attend to simultaneous and co-present realities as a pluriverse.

Our journeying of the river city Prague in F. lood generated a dragnet of stories in a place that
was already heavily covered with inscriptions, heritage and history. By performing over, along
and in the Vltava River, Prague as a city became a theatre beyond measure. The uncertain edge
of Strelecky Ostrov Island met the shifting tide of the river that flows through multiple countries,
finding its way to the Atlantic.

In our work we are less concerned with informing planning decisions and urban design than in
foregrounding forgotten histories and ways of being that are largely lost or absent. As a form of
revitalisation, our poetic, multisensory reimaginings of place are led by figurative personae who
shape a dramaturgy of relations that are fluid but which pool in moments of intensity that incite the
taking place of encounters, braiding the intentional and serendipitous.

In the current condition of climate chaos (see Chaudhuri 2003), as we witness the deteriora-
tion of natural environments and a decreased biodiversity, we search for forms of practice that are
responsive to the urgent needs of the planet and our reciprocal relations with it.

Notes

—

http://www.pq.cz/en/program/new-zealand
2 Dramaturgically this was an evolution from the Perth iteration of the project, Tongues of Stone, where we
worked with the poem of Audrey Fernandez, Was There a River Here? which drew attention to the lost

wetlands of the Nyungah people’s land.

that wreak havoc, washing away river banks, houses, bridges and lives and changing the city’s boundaries.
Most recently in 2002 and 2013 with the latter being declared the most destructive in its recorded

flooding.
4 Graham, F. email communication with author 26/12/14. A
The dramaturgy for /000 Lovers (Brown) was developed with Fiona Graham. See Performing Drama-
turgy. Wellington: Playmarket, 2017.
6 Publicity for performances of Flood as part of Prague Quadrennial 2015. _
7 1 learnt about Yvonne Meier’s work through a workshop with her and Jennifer Monson at Chisenhalé

Dance Space in London.

wn
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