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Tritha Broy,
~% Brown Dance Company in Glacial Decoy,

with visual presentation and costumes by Robert Rauschenberg
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(John Cage) 1965

| e Cunningham Variations v i
(111, 14), ok Mumma in faregroung ‘

‘John Cage, David Tudor, Gordon
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JARLATH WALDRON

4th Year Thesis
History of Art




the public, critics and the mass media. Almost Spontaneously the germs

frameory In American art the process of convergence and collaberation
of Various disciplines dates back to the 1950's more precisely to 1952
"N 3 rityg) Spectacle of music, movement, dance and visual effects was
Stom g, the Black Mountain College in North Caroline and made history as
the Tirst American happening. Among the authors of the who were John
Q‘ge, Merce Cuﬂningham and dancers, and Robert Rauschenberg. With Cage
ading lecture from the upper rungs of a ladder, Cunningham dancing.
The Wience epop held a white cup which had been placed on their chair.
iﬂlite- prirlting by a visi ting student, Robert Rauschenberg, hung overhead.
%y oy Rauschenberg played old records on a handwound gramophone

. d to two
andDavld Tudoy played 5 'prepared piano'. Later Tudor turne




rckets, DOMEERE water from one to the other while 1]
» Planted in the

: Charles Olsen and Mary C :
audience: aroline Richarg
read poetry,

cunningham and others danced through the aisles Chased by an
Y an excited do
flashed abstract slid =B
pauschenbers es (created by cols
“Oloured gelatine

and
then, as they gradually moved
rom £he ceiling down the wall, the setting sun, 1In g corner th
; e

composer, Jay Watt, played exotic musical instruments and whistles blew,
pabies screamed and coffee was served by four boys dressed in white. The
qudience were delighted, .Cage proclaimed the evening a success. And it
provided Ccunningham with a new decor and costume designer, for his dance

company Robert Rauschenberg.

News of the event spread to New York,

where it became the talking—point of Cage and the students who were

persuing his course on the composition of experimental music. The small
classes included printers and film makers, imsicians and poets, Allan Kaprow,
Jackson Maclow, Gearge Brecht, Al Hansen and Dick Higgens among them.

Friends of the regular students, George Segal , Larry Poons and Jim Dine,

and
often attended, Fach had in their own way already absorbed dade

: : . onal! actions in their
Surrealist like notions of chance and 'non intentiona

tional
Wrks, Some were printers making works which went beyond the conven

c exhibitions,
@as format, taking up where the surrealist environmental

i qintings had left
Ralls(zhenberg,s 'combines' and Jackson pollock's action P

ts of
: 1 ses and by repor :
. Most were to be deeply influenced DY Cage's ¢18S

the
Black Mountain event.




The two skaters
glided at speed around a dancer in ballet shoes, Carolyn Brown who slowly

executed a series of movements on points. Then the back-racks on the

Skaters opened into pbarachutes, thus considerably slowing down the movements.
4 the same time the dancer speeded up her own stylized routine. There

the element o of place, as well as objects such as parachutes, ballet shoes

L
S
§ ller skates, determined the nature of the performance. Rauschenberg

- 1 : ! inematheque,
e 1p Roor, 11, performed in a cinema. The Film maker's cin

- i is where
Szl ly reflected hig concern that 'the first' information I need i

which has a lot to do with the shape it

-----

) ) : : here his idea was
’ 5 With kings of activity. So in the cinema W

g xtended
s stage.' which also e
'2 confineq stage within a traditional stag

: h as tyres
. ; of elements suc
° the dience, Heo created a moving collage

. own, Debor ah Hay,
4 olq ouch. The dancers taking part — Trisha Brown,

incham and
¢ Paxton, Lucinda Childs and Alex Hay — ex stud

i %Wuon 1




11 strongly intluenced the Shaping o
n_]an
transtWEd the props into imObile

s that the dancer's Costumeg

The third course is that taken by a

Cont
"BOrary of Logan, Peter Dockey, who says that "I moved away from
scu] :
Plure becayge it enabled me to explore by myself. I think, this

has bec c 1"
~COme & common situation with artists everywhere and in all branches'.

Dockey first staged a series of events

1 o :
“ergromnd. clup called The Middle Earth, then turned to using
g 1deas in a context involving also dancers and others. He has
Ve _ : : e
* 2v0ideq the conventional theatre situation for his work; when

‘ j“"ited =

11s b
SUmit ideas for a ballet to be presented at Sadlers We y




with an athletics

tch with runners on the outside encircling the field, then in the centre

awhole series of activities such as javelin throwing, long jump, high Jump

W 50 on, Thig contains a whole series of stimulants, points of focus,

4 this could provide an interesting point of departure for performance.'

One of Dockleys early experiments
Mth dancerg Was an event called 4 Sounds 4 Structures in which four
ferent 1y, Shaped structures of tubuler metal were set up in the four
Herters of 2 large hall. A dancer occupied each of these and there was
amuSiCian in each corner of the hall. The audience was free to move
T °r between the structures. The aim was to contemplate space and

$epor. ’ t to try to express
e ACtivities ip space. Each dancer was asked no
anything On gn

the ines and
e alloted structure - fopsnsianconene involved very strong 1

istics of
emotional level, simply to demonstrate the characteri
2




ptforded asked o complGneniiting Plane shypy

& Pak S 1in hep
wctivities within each structyy  Were onty, : body ,

: danCerS were still developj_ng mveﬂﬁnt duI.i

principle that

contribute to the flow of Creativity. If for instance, elements are

Wt in front of them that are unrelated, then it is up to the audience

t0 bring them into some sort of relationship of they so wish."

In John Cages term '"appealing to an
Wdiences! Structuring facility". I think a distinction has to be made
etieen the various types of participation. A number of things are
#¥M0g at the moment which deal with physical participation — full
g Bt that in itself is a limited situation. What I tried to do

° Involve the audience physically in space.

Dockley's later development of this

B ndo fighters, some
o MVolving also acrobats and gymasts, ke




i .

ate event, costume
elabox at ’ S SUggest j n
g Spac

| goke bombs 1let off by men wearin
- g Clotheg

pirror or sludgy red rubber, FEderof Pieces of ..
gllttering

dictating special ways of moving and light was used to focus attention
different ways at different times. At one point there was g confetti

Slom, dry ice smoke dripping from white baloons and figures moving

Bout within this 1ike & confused mass, a layer of white above the audience

WhiCh e .
later clarified into perspective again.

Whatever its possible effect on
Dockley 's o future work this production called Never Never Land?
:dan Important influence on the general trend of Netherlands Dance
Catrerg Policy and went a long way towards it's creators ambition of

EV0ly;
8 2 Performance that will 'work both as a spectacle and

Secty :
Ple, insige and outside through the flow of ideas, energy and

Mates,

ituation of spectacle and

A similar s
Colour' 3

By+
l.['omr
1@ . Throu,
It oceurs ip my own work 'Interpretation QA =

!
L,
%0” IT . 3 1peustrnation 111




. for thig Performance by the
creation of a special Sculptural €nvironment

Thig Consisted of Crepe
paper wall hangings, ten-foot tengths or S

ed tube Suspendeqd from the
ceiling and a large fibre-glass Circle, Tpe latter wag 12 feet j
in

chess-board! pattern

o the floor of the concourse. The performance opened with nusic by

Tomita - 'Snowflakes are dancing'. This awakened the dancers to their

evironment ang they began to move in and out of the circle interpreting
the dance intq the sheets of paper by direct contact through the paint on
their feet, A beautiful and spontaneous effect of colour and patters was
Created. The mood of the dance was transformed with Holst's 'planets. '

The Bringer of Peace, dressed completely in white, knocked down the dividing
b 24 tus providenion o liquids.  Thel three primary colours
Mg o but didn't pix together because of the different properties. An

. ing lights overhead
Ui of Secondary colours was created and changing lig

rformance which
aISO emDhISed the play of colours. This completed the pe

18 ve g
Vl0e0ed g finaly edited.

int
f sculpture paint,
! ing together O
This welding

. work various
s o and an opportunity to
' % s an important one.to me




differences. Dancers have discovered in themselves,

—i.thereig g whole

book of the body which knows a lot on its own and, whether "trained"

Or not relays much of At history with action. The point, about a place

like Judson ig that by offering opportunities for performance it encourages

Cross—fertilization of ideas. Both Hans Van Manen and Glen Tedley for
stance had shown themselves inclined to experimental forms and

“Hitudes before they took joint charge of the artistic policies of

Yether] angs Dance Theatre but is was not until they same together in this
" that they followed some of their ideas to more extreme ends. Involving
filneg Sequences with 1ive dancers, for instance producing Mutations with

: event involving
1S wige Sequences or inviting Peter Dockley to stage an

5 =] adopt
t 3 1 imple decision to

g danc91“8, Never Never Land. Likewise, a simp

adifferent

S ] i licy
any participation in po
O acCeleraﬂ:ing movement towards greater 0

ag ., :
dpmduction, trying new subjects and forms




for the 14

] : 3 1ght;
Terrain, created many of hig oy perfor e Bhting of
' With the

| mking it difficult for Some to distin o Same dancerg
gu whe

idances’ or happenings!'

ather these WOI‘kS!WGI'e

activities he was able to manipulate objects so that they did not

dominate my actions nor subvert my performances,

These objects became a. means for him
W focus on g set of specific problems involving time, space,

alternative forms of a unit etec, And so in Waterman Switch (March 1965),

With childg and Rainer he emphasised the 'co existance of the static and
1 mobi1e elements of objects.' In one sequence he projected Muybridge

*lides showing o nude man lifting a stone, followed by the same action

< fomeq live by another nude male, illuminated by the beam of the slide

Frisctor, pgain 4n Site4(May 1965, with Carolee Schneeman). the

e as Teduced to contect....riviting it to maximun frontality through
1SS Of White panels which formed a trianguler spatial arrangement.

Dre‘SSed in vhite ang wearing a rubber mask designed by Hasper Johns 11:

Drodyee eXactly the features of his own face, Morris manipulated the

itd As
Yoy, ; i fferent positions.

iy to di

°f the space by shifting the boards in

4

I%W/t{on IV




anks MOI‘ris
| ; . ) cont inyeq
- ranging the panels, Uplying g relationship between ¢,
€ Volumes of the

static figure and that Created by Moving Bl

Activity..... mentioning the 'one-to—one relationship between aspects

of so-called minimal Sculpture and recent dancing, ! Although she
acknowledged that such g chart was in itself questionable, the

objects of the minimal sculpture - for example role of artist's hand,
simplicity, literalness, factory fabrication — provide an interesting
contrast to the 'phrasing.' singular action, event or tone, taks-like
ECIVity or 'found! movement of the dancers. Indeed, Rainer emphasised
the object Quality of the dancers body when she said that she wished to
¢ the body so that it could be handled Llike an object, picked up and
“7ied, and 5o that objects and bodies could be interchangeable. As
Eod Hlustration of her beliefs occurs in the works of Polobus
living SCulpture, g group formed in Dartmouth College Vermonth consists

i in New York,
of f()u_'[‘ male and two fema.les News of their works arrived i

: i This the Polobus
4 vere Invited to perform in New York University.

a dance technique
3 : ther than
tyle SVolved, g way of working together ra

of 1974 Polobolus
o One haq ever seen anything like it. In the summer

i tival
Ganc,, ; the Kuopia Fes
¢ in Berlin at the Salerno Festival 1n Italy,

5
| I&M%n v




e i -
fress Somg, 2 T T
e

b pinland and the Holland Festival in Amsterdan
- They be
gan to

o cograph what was until then their most antitio
> Work,  Monkshoo
: d's

b . c

well’, Partly inspired by medi :

Farete v medieval images from the pgsors
paintings of

jeronymousS Bosch, Monkshood'is divided into six vegnett
: ! ettes in which
ine dancers use their bodies as props. In the e
examp]_e,
ROODY Martha and Moses become respectively a charging steed
y a rider

ond a lance pattling Johathan. Alison and Michael in simil :
ar roles.

yonkshood was completed in the United States with Piloblus' second

commision from the American Dance Festival. As it approaches the end

of its first seven years, Pilobolus has given almost 500 performances

in one of the most explosive rises in the history of American theatre

Notable in a different way among the

new generation in Meredith Mon, whose use of mixed media or pure
mwverent reflects her whichnot +o be bound by any single style. Her
york is a unique blend of music, dance and theatre which she herself
has described as opera-epics, theatre contatasn non- verbal opera,

visual poetry, image dance and mosiac theatre.

JuLice7 , a major work of Monks was

im Museum with
Dresented along the spiraling ramp of New York's Guggenhell

; i along the ramp
Siectators taking an elevator to the top and walking down

- med rs surged up to
iro) new ‘the exhlbits : A.t O.ther poj_nts the COSt dance
Jevel to chant,

e lower
e t0p of the ramp to perform, O, dovm to th

.+ical reaction to
anmp - Criti

b dance, as the audience watched from the C

particularly the young, tend

!vi‘)n 1 .
E's vork's have been mixed; audiences:

sts who have developed

) AT ) per artl
, fascinateq by Meredith Monk . 01 her clements into

t

8trone - introduced o
NE reputations in recent years, BAYE

b

Wstnation y1 . 7 Tetustrattor Vs




S AR e
SERE

tl

on many yOUl'lg ChOreaogra he ad the bi ;
PRSES Manyisay fEhatthe T
delled thei
heir

ure on th :
i at of the cinema, and Bejert
5
goes so f
say

en more
» the two arts from which I p
ave learned
anything

are muSic and the cinema.
. .above all the cinema, it
» 1t is the o
nly place

extend much further, ex !
cept in regard to the devel
opment of indivi
ividual

ceative artists is problematical. Thanks t
O influence of fj
£ilm,

Ball
et has already broken away from

its old needs for straight forward structure like the old fashi
play, and has found the possibilities of flash back, s:imultanei:ned
| a
cc.)nmletely free fantasy or whatever either shape is appropriate Zo a
iven work. Possibly there might be more use of film as part of the
age action, either to relate to the people and happenings on stage

W0 actual hi. -
storical events (as McMillandidin Anestasia), or to make

mssible wnt 8
acts in manner timing such as Van Manen did in Mutations,

y slowing down the movement to make actions performed in a few

In Duet for one (originally called

rected by Robert Blossom

Secon
ds last for several minutes.

BlOSSOm

).Beverly Schmidt danced both in & film di
Prone Flatg by Robert
and some dancers live

ang on st 5
age in front of the screen. Wnitman used

filng
of -

fruit and other objects, also of dancers,
Art Baumans D

s and escalators of

age :
| to contrast reality with il1usion: alog used

filyg
of hj
himself running up and down the corridor

own dancing on stage and cONVEY

g hle ok
offj N :

e ice building to supplement his

St in,

ess of material achievement.

&

1y,

Bhuation 11X




3 py trick photpgraphy and the whole providing a cometary relationsh
1onship

of the characters in the stage bellet. Alwin Nikolaiss Totem has b
8 een

-. adapted by Ed Emshwiller into a semi-abstract film with many effects of

distortion, duplication or substitation to enhance its majestic symbolism

Work for dance produced by myself

mas also adapted film and vidio as a means of documentation and

special effects, which provided the final edit of "Interpretation of

Dance,"

The German Television producer Manfred

Grater made a programme 2 X moments about Rudi van Dantzig's stage ballet

‘bbments.q He commissioned Klaus Lindemann director and with the idea

D)) cing a
¥ cubining destrictien mat e (3) inamely by producing

: justice to
. Scond version of moments which seemed mOTe 1ikely to do J

: oduced twice,
| e intentions of the choreagrapher. Thus Moments was Pr

d also
b _ he choreographer an
| na straightforward version exactly as set by

| . d with the basic
- "' experimental version which occasionally vy he screen
| ik ited to the S ;
? moreagmphy for the benefit it its Vi suallisaelohit ith the
; ctions Wi

* thirg team made a documentary film about; POt e

he two directors. -

Thus
i
Choreographer comnenting on his work and ob the question
Siy ided for
- Mleneous]y 117ustrative material Was ey
[

I
Lstnazioy 1%




influence on the films formal language and were also responsibl
1ble for a

certain amount of publicity (the stage works in Par ey

Art and Music - the coloured light

organs with non-objective coloured light projections which originated
srom the synaesthetic theory that linked musical notes to colour

Jereby suggesting an abstract, coloured film like image in the mind of

ayone 1listening to the music.

Art and music - that of futurism
vhich moves through cubism and constructivism from the first attempts

o fix movement into a static picture to the series of characterisations

of equivalent images. In constructivism parallels to this is the influence

: T
of the Chinese pictures both films and Stage plays. In mechanical PIays

4 L
toloured Strips, shapes and gyroSCOPES move according to a definil

: : ol
‘ Hilme, Prampoline Leom amongst others, all designed mechani

: g and moving
. ¥llptures and relief walls. Vultidiversional Stase shape

| forms were made
f “loured strips whick prodiced an gbstract sequence or

M Veininger  Kurt Schmidt.




Kul't SChIni
and Georg Feltscher al et ellong i
- ; with
designed two—dimensional Theador Byglar
figure c
onstructions

for his 'Mechanical
Ballet' which originally
Theatre, Jenon i et
) , during the Bauchaus week of A .
ugust 1923 to
the music of

B.H. Stuckenschmidt 7 Wi w into the forms
. The 1 t i
d dynamic forces which were locked
i

ans shown in movement

- Kurt Schmidt's drawings in 1925 Bauhaus
y influenced by the publicity given to film clips: his

Stage shape:
S were mo
ved by unseen blocked out people, so that an abstract

aPparent]
y mechani
anical sequence of shapes was produced. There was a lack

y, to translate this into actual mechanics 1ike the

Wemporary ivetlcetin ;
g light play', which also had to pe performed by

which was performed on

on a black

tng, 4
' t it
he end of this 'Mechanical Ballet',

Sey
veral occasions
, a large red and small plue square dance

bec,
sappeal -

ound, ho
th stand up on their corners and di

hese works is the new

ilm' as & cornpleted work on

bitude of fhe 1o20lsN tbecluz

‘3%11111
which

Oid iS 0 . 0
';F’lagg only a part of this proad field of creatlve activity,
ured Sequences of shapes.

3 oont
T ;
0l emphasis on object—free, colo




gehitecture (analyses of cubic space) a1g interre

late to the history
,f tibre, because these very artists put into pr

actice opticy)
sisions and tangential thought.

Mecano ig Composition with time,

Its
sctual purpose is as an artistic development of energy time

The materials
: mst be in harmony with the movements, which must be in harmony with the

moverents, which must be in harmony with themselves, Climaxes, fortissin

in the movement etc. pauses, noises, tonal series, total and symbolic

illunination (light sources) are composed in a sequence which produced

tension. To be distinquished are eg. cyclic movements, parallel movemexﬁm
contrasting, eccentric and combined movements. In one sort of movement
the mechanism is concealed. in another a working machine itself
produces the desired effect. Starting with colour relief, a mechano was
moduced with a rearward conclusion, a contrast running across two

' vertical rollers in front of which moving bodies and surfaces performed

listinet actions.

In connection with theatre and music

: relevant to this
"1y ideas have been created, ideas which must be adopt the
: rness to adop
dlscussion, To begin with, there has been an eage

ine and
formed in pantomine
Stage background to the rythmical che

; movement .
et 1 architectural and linear successions o

le
field Bakst has peen an examp
S

n thi ;
! ad to the versit

ility

uld 1e
for the B Pallet. One Step further WO




o 2 rythmical linear back drop adapteq o
Ce,

- tain raiser to a dance, or ag an epilogue

dance, with non-cinematic material .

Wassily Kandinsky, one of the co-founders

~ of non-objective painting, was fascinated by the Possibility in the theatre

of a synthes of the different art forms into 2 composite work of art,

His ideas on abstract theatre, published in 1912 is an essay entitled

'0n Stage Compositions' in the Journal The Blue Rider, related to the
prticularly stremuous efforts at a complete re-appraisal of theatre

mde in the years immediately after the turn of the century. He applied
these same basic principles to a piece he composed at the same time,
‘ellow sound’ which like his later stage compositions "Green Sound',

Black and White' and 'Violét', has never been produced. His only

; ! ition
Mactical work for the theatre was his staging of Mussorgsky's compos

master Kandinsky produced in

of colour and

Pictures at an Exhibition', which Bauhous
o . 1 S
Dessay 1923. In this work he transformed his impression

o : in which the basic
00 on listening to the music into stage imagery it :

‘ ised as moving
Dattem of colour and form of his painting can be recogn o,
‘ ; we have percie€
Vagey they are closely related to gpstract film, on€




of friedrich theatre in Dessau, pp

conposition for the stage.

The main materials were:

1. The shapes themselves.

DO

The colours on the shapes to which were added:

3. The colours of lights as painting in depth.

. 4, The independent effect of coloured light and

5. The composition of each image as it related to music and necessarily
its decomposition.

An example: Picture 4 - "The Old
(astle”. The stage is bare but in total darkness (the black plush curtain
- g in the background forms an immaterial dept). At the first expressivo,
three long vertical stripes become visible in the background. They

Ussapear. At a later expressivo the huge red back-cloth comes in from

e right (double colour).

Then the green pback-cloth in the same

ars from the darkness. It

Wy

% from the left. The central figure appe s

i nte at 11

5 Muningteq with intense colour. At the poet largame o

n . i . At the 11na

fadeg ™re and more, until at piano these ig darkness _ o
the three stripes hecome visible.

g -

o
‘XDI" Qa4 :
SO - g5 at the beiginnin

Bl e o
" fing) forte, sudden blackout.




e made up mostly of flat shapeg

of three - dimensional objects —

The
| Shabes  are partly opague partly
iransparent or sometimes have cutout Sections for the direct
€CT incedence

of light. Their actions are colordinated ip Precisely calcul
Culated

gychronization with the music, with the movements of coloured

graduated light which is woven into the abstract stage even through

stop-lights, lamps and in one case through a Kaleidoscope projected

onto the back wall.

In point, on the éther hand, avant-
garge filmaking during the 1920's and 30's was closely identified with
several fine art groups and activities. Jomusz Zagrodski clearly
establishes the connection between constructivist aesthetics and the

Gevelopment of an avant-garde film culture. The constructivists

wneeption of a work of art is an expression of the latest attainments
°f contempor ary science and technique opened up areas as yet

' tributed
Maccessible to the artists. The painters and sculptors who contri

: ) 2 kle many
emic and kinetie formieito ot T ST eas

#oblens which had been considered insoluble.

The New Cinemd Festival organized
e

P, ; now how much the
"0 York by the Fi1m -makers cinemathedue > s

e and film - projections

“ﬁ’w - ; C
“nsciousness in £ilm had spread. Db




yere corbined as a confrontation Of image and
reality -
podyvorks for example dancers dreggeq in whit o Bnschwi 1l epg
ite

1
d (with a hand helqg . orm the SCreen on whs
pe showe Projector) g il which
& pOI'tra,yed
the

Geoff Moore approach to dancing
cane from the just a position of this stimulys and the ideas h
as he was

developing from his formal studies, in terms of visual awareness and

organic structures the devloped an interest in g derangement of elements

. which worked in terms of painting, collages and sculpture, and wanted

to apply the same process to dance and theatre.

His first attempts were purely spatial
designs sculpural arrangements of figures in space with sound and other
elerents. Next he worked on movement relating one figure to another
and to a musical basis. From this he went on to add other elements:
slide projections which would relate ironically to the physical action;

& sond track which would add a further level of comment and eventually

the j umulator
e introduction of some speech by the performances e.g. Acc

(nixed medig event ) 1970.]0

The intention was to develop a multi—

d. hopefully py spontaneous

19Velled uld be surprise
event whose people CO they had become

factiong and that the audience would'not get only what -
Gonditioned to pet but that it would be stimulating i1 terms
E*Ktending things.
1)

I%Won X




with visual presentation. Chrig il

with Whitmens: eariICripIecesRolchla SR el St (196
, o

iater and Flower (both 1963). Prume Flat was more theatrical
Oon account

of its anditoriEESRERE Originally conceiving the setting as
a

'flat space', whitman decided to project images of people onto

themselves, adding ultra-violet lighting which kept the people flat

but also made them come away from the screen a little bit, causing the
figires to look strange and fantastic. While certain images were
projected directly onto the figures, others created a filmic background,
often with the film sequence transposed. For example two girls are

shom walking across the screen while the same girls walk simultaneously
aross the stage; an electrical company's flickering warning light, which
by chance formed part of the film footage, was duplicated on stage.

Uther transformations of film images into live ones were created through

the use of mirrors as performers matched themselves against the screen

‘ tures of
Wages, Subsequently time and space become the central fea

istortions
the Work, with the preliminary £ilm made in the past and the dis

Van
. he stage. Hms
4 repetition of past actions in present time on the

en Tiise (pop music 1970).2

Now that dance is 1o longer a

: i for
e e O IR cossilige
*ent ang organized world chift wit
n

I ’
%MCJVL i ; 12 IZE EWOH XII




" Freda il S0 ' ! R,
IR0 oo e e R

qhich they presented as part of the "Explorationg: -
NS’ serieg given to mark

; i i Pl 1
the opening of *The Place’ as a dance centre of a studio wity 5

structure comprising a collection of white rost :
*ums with various
. planes
and levels from which emerged a series of white verticals

The dancers
moved about this structure, forming different relationships ang

formal compositions with its parts, while the look of the structure
itself was constantiyichangedibySteRusctRoMintin- ¥ eccns onmiily

coloured with dramatic effect, but usually white in different patterns

and degrees). Pulsating sound added another effect and the spectations

were expected to move about, so that they saw an ever-changing Kaleidoscopic
vision of these different elements. This group also tried to involve

the public in a kind of art event by scattering structures along a

footway in a street or rack so that the pedestrians had to move them or

© about; kind of do-it-yourself dance on the simplest level.

Most of the outsiders overlapping

; b , but
¥With dance come from the visuall artelealiEiceRcHic Ll

Some mimes for instance,
presents

find
Mers disciplines may lead the same way.
H : 4 not only
"eiselves in effect evolving. Henrjl Tomaszevsit

o but was S taged works
* b : . company but ;
& ™vements - spectacles with his oWl oomp oy

more then one

9 for classical ballet. Holland has

R R P R s e
S ey —— PESSSRSRRERR L T = oot

8 & : .
-7 Of mipeg who, to a greater

g
the barriers hetween tr:

3
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:
i
{

1'epresenting footloose and AMoroys P :
S caron s
me performances were Completely Wrapped ip - d columy Canop
1 cor
arrugated paper, so that they were inyg ums of Tolleq
S

ible eXce
Pt for
r the top of & hanq yh;
L i SOAD and by, e
5 es j .
drop a banana skin. The pojint about the S 1n the aiy or

watcher intent for every tiny MovVemen t and hj

from the large gesture Screen.

were introduced, like all the cast putting on coloured socks, and some
1hings seemed intended as much for the sound element as the visual. A
boy sitting down, for instance, and chomping noisely away at a cucumber

nd apple. All this was much more like an exceptionally casual dance

€ent then mime.

A different way into dance was that

: i York
Oloweg by o, Schlichter, danced his cube at The Bridge in New
; ; ipping
In 1966, he entered the plastic cube with blue palnt already dripp

3 : wall that
from i hair and threw himself so forcefully against one

he ; is process and
le bauhced off and hit the g-round hard. Repeatll’lg this p

o, astic sheeting,
a":nerauy thrOWing himself about within the walls of pl '




-
p—

All of this hag a base ip the
other arts particularly in trends ip the graphic ang pl
astic arts,

There, the surrealist, abstract SXPressionist and actiop School

Chools of
painting prepared the way through the 1960's for the "Pop'’ and "op'
mverents. Characteristic of the latter are that they tr

are based on or make use of, commonplace Objects. Sometimes these

my be "found" objects which most would regard as little more than
juk. Thus, in a museum one may find on display a crushed automobile,
a toilet seat, the replica of the inside of a grimy diner or the
plastic cast of a man driving a car. When it is not the actual object
itself, it may be the photograph like painting of it, as in the
painting of a giant soup can, comic strips, or posters. Sometimeé

it my represent a carefully worked out abstract design to create
visual illusions, or may be based on mechanical contrivances which
spply motion to the art object, as in a motor—driven Debies

Over a period of time, a number of

. In Merce
1ead1ng choreographers have reflected these approaches

3 : might almost
mli being chosen at random, results in 7 ool ds a strong
foupgn movement. In Nikolais's choreography one

r
Sethlance o Hopartil;




Each part woulq be three
minutes long. Deciding on structure, he ang his composer, John
» JO Cage,

yould work independently to £ill in the Structure with sound and

: an
mvenent. This was the first example in dance of putting things together
or letting things go together, that are not logically thought to have

any business being together.

His adventures with chance began in
1951 with 16 dancers. When he had made the dance he saw no reason why
the parts should occur in any particular order, so he tossed coins to
determine thei sequence and movement. He did this with Untilted Sole
In 1953. By tossing coins to establish a movement of the head then
the ams the toes etc. The resulting coordinations were so unusual as

%0 render the performances of then extremely difficult.

This is some anology in Cunningham's
:sation of images.
"thod t0 the cubist analytical breakdown 2nd reorganiz

hods of the Dadaists,
chuffling them and

BLI' Hans
' a better relation is to the chance met

i aper ,
2 mposed colleges by picking up SCraps of pep

The chance method of the Dada

lieing them down just as they fell.




. 3 n
of 2 medium and applying the devices which may be cyps ents
10US in themselves

to the different compenents. John Cage picked D SWere the dud
€ dadaists

left off. His inventive experiments with sound led him to tp
o the

( - .
| philosophy of indifference for many years. Dada wished to r
ecover the

. patural, unreasonable order in the world, to restore man to his
mmble place in nature. The chance gesture became a spiritual insight

into condition of chaos, which is the natural order of the world.

Through chance Cage arrived at his

position of letting sounds be themselves rather than vehicles for emotions
and ideas. FEach sound is heard for itself and does not depend for its
velue on its place within a system of sounds. Similarly, Cunningham's

mvement is a series of isolated actions, and the connections is simply

that of sequence or just a position or what ever the observer wishes to

mke out of it.

Cunningham dance. Antic Meet, the

; xactly. Yet,
Uncers wore sunglasses. It is impossible to Kpow why €

ropriate to the
the slight tentative arm gestures of the dancers se€l approp.

; the same dance

e—enters promptl
he sets in a poli

y With a small

Cimninghan exits after a solo and T shed fast

ich
Yable (covered with white table Sl T

in, a dancer who
As

gy ; he exits 282
“Mer vith napkins and silverware:

e




.

enters with a black umbrella, 1it underneath with small blinking lights
mﬁmslxﬂizontally across the stage in a solo of intricate, foot and leg
oction. At the end of a funny gymastic encounter with another dancer,
cunningham exits and re enters in a big racoon coat to drag off his
flattened opponent. All these incidents are provocative images. I
don't believe the observer tends to take time out to analyze or

interpret what he sees or note novel combination of facts and relaxes to
enjoy the images. The incidents mentioned in Cunningham's dances are
related to the entire movement of college.assemblage and happenings

extending from Braque and Picasso to the present.

Cage and Cunningham can be puzzling
especially to the person with a background of dance activity but perhaps with
less awareness of the way things are developing in the other arts. Take
for instance, Variation Vz4 The music was a developing a concert Cage
had given at the Feigen Palmer Gallery, Los Angeles, mixing sounds picked
up by microphones above the bar in the gallery and at the street door,
together with other pre-recorded elements of music or speech. In
Variation V, the electronic gadgetry (Cages own expression) was actuated
by the movements of the dancers. The sound-sources, Cunningham explains,
were two fold. ) The first was a series of poles 12 in all, like
antennae, placed over the stage each to have a sound raduis, sphere-shaped
of 4 feet. When a dancer came into this radius a sound would result.

The second source was a series of photo-electric cells, figured out by
Billy Kluver of the Bell Laborities, which were to sit on the floor along
the side of the stage. So at the last minute the cells were put at the
base of the 12 poles throughout the area and this seemed to function;

The kind of sound, its direction or repitition was controlled by musicians

14
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1
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peing distracted by the other elements. You could see that th
€re was

some fine dancing hidden away there,

As if this was not enough, some

extra novelties were introduced. Cunningham and later Carolyn Brown
potted and repotted a large plant at one side of the stage, this had a
cartridge microphone attached which could produce sound at any quiver,
Barbera Lloyd, wearing on her head a towel with a contact microphone
attached, stored on her head and was rocked back and forth. Cunningham

al one point bounced on a mathress wired for sound, and at the end of

the work rode a bicycle round the stage, passing all the poles ans electronic

cells, then quietly off.

Cage a life long friend and musical

h
director of Cunningham and with David Tudor, Grodon Mumma play the

; . f the visual
electric machines Rauschenberg was previously 11 Saea

this function.
“pects of the performance; at present Jasper Johns has

: fact remains that
: d hear the work o
% his performances the audience can also Seg gt .
jans, thus attracting

leagip : . ors and music
& American painters, sculpt spond to

and who re
SD‘é‘(ltaltors who would not normally g0 to ballet,




Onlninghaln, perhaps with an underg tanding 2100

pot share. When Cunningham Played ip Parig 1970 .
y On

papers reviewed his performanceg Y two London news

other its art critic.

. vhich are set about the stage; the dancers move among these alter

their positions and finally reasenmble them into a complete patter.
The choreography of Walkaround ’I‘J'mel %LS deliberately casual, it has a

break in the middle, when a radio or tape is heard uttering pop sounds
and the dancers do, apparently, whatever they like, a classical ballet

- s0lo, or even disappearing off stage altogether. .

Andy Warhol's silver ballons provide

| the decor of Rainfarestl They are pillow shaped, a bat more than

. PMllowsized, made, I think, of aluminized mylar and filled with helium.

] : in their
| e float just at stage level, other higher. As the dancers in the

from them
"gged costumes move among these objects, 2a lump or a breeze
One

: i ly about.
 BSsing is enough to set the silver pillow, bobbing gently

it. Others
o bounce right forward, may be, and end in the orchestra pil

) set moving again
1om ney obstructing patterns in the dancing arca goike

: ique and very
1 their next contact with the dancers. It 1S 2 wioeel

ety effect .
13
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direction. Light, sound, movement paidn and 'op
0 o ,je

cts! combined o
of Nikolais works. media

The first of his works to be widely seen

17 L
was Totem 1960- AR R Ry entin o o consisting of 15 episodes

e T o e o performers bodies. In one

episode, Shadow Totem, dancers appear to be headless, in another Banshee

dancers create a weird effect as they wave lights about under their huge

chapeless costumes.

A second major work of Nokilais has
been Inago].g The choreagraphy lighting and costumes are by Nikolais and
has created the electronic score in collaboration with James Seawright.
Imago has been variously described by critics as 'weirdl, 'fantastic®

and "delightful'. Like Totem, it combines dance, movement, colour,

lighting and electronic music. Its ten dances are depersonalized through

femarkable costuming, the use of white make up and stylized head dresses.

i 1
It entains both humour and menace, as well as sequences of great visua

bi‘auty A

Works created in the late 197p's include:

; ith il timasked,
GallerY, based on the idea of moving shooting gaLIEXY, d

: rks using
hydl‘a.ljke fipures: Castings,a variation of his many wo

17
18 on VITT
Wostnation 11— L2 LustRation
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25
i)

encased in stretch fabric-

> and san
| ctum, Often Considereqd his
dance like work. %

The major Criticism made of Nikolais!
is that it is d 121 i
e ehumanlzlng — SImply visual in which the perf
ormers

are no dancers as such but rather mowv. 1
1 ’ able bProps, e (0] 1
t ’ quent y pointing

out that all the arts have today become freeg from the need to prot
otray

literal subject matter, and are directly translate the "abstract

elements that characterize and underline antart abject"

(7) :
I find my needs cannot be wholly

satisfied by one art. 1 like to mix my magics. We are now in a period

of modern dance, and it is a period of new freedom."

It is this revolution in materials

that is central to the whole development. The entrance of life into music

: "Th
first meant noise and Cage has described this entrance as (8 &

acceptance of all audible phenomena as material proper to music.'' The
painters and sculptors recognize the same of visual phenomena. It is
infact often impossible to say whether a work is more painting or

sculpture, and when Robert Rauschenburg puts a radio behind one ofhis

e g i n
canvasses the visual work is clearly entering the domain of music. Whe

i 1vi the
Jim Dine attaches a big hatchet on a chain to a canvas divided down

i i mes music and
tntre by a rough beam of wood, the paint-construction beco

The observer is implicitly invited

Just as the boundaries

Tvement as well as paint and objects.

' pick up the hatchet and try his hand at the wood.

imits defining one
Betwean art and 1ife become confused, SO the sacred limits .
3 1y limits remaining

iy g distinet. from anorher hove dissolved. The on y
) " m‘terials.
"¢ those imposed on the artist by his choice of




N N :
[} deflnltlon will do unless it covers

the extreme possibilities at either end of the artigt;
-Astic range,

: : Like,
for instance, the man in New Virik inside a cube of plastic sh
ic she

eting wearing

no clotheSERRER IR encrocichIh A niand oot of pools of
of pa

int. Or
the white-costumed group in the Hague dancing with no apparent emotion t
o

calm, gentle music in a changing context of Square structures below, above

or around them.

More important than taste or fashion

is the stimulus given to choreographers in many instances by a setting
which provides an environment within which the dancers move, rather than

merely a backdrop.

Film is the outside medium which
has already had the biggest impact on many young choreographers. For them

the cinema is the only place where one learns anything about our time.

Music too is going to continue to
force and encourage dance into new experiments like the works of
Fric Saties' '"Ballet Realiste'' whose music is composed of the noise of

traffic and typewriters, jet planes and revolvers.

And if we don't like this type of Art

% are reminded by Aaron Scharf that art is a mirror held up to life.

There is not much point is smashing

; 2 ike.
the Mrror hecause it shows an image we do not 11K




