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Main Questions 

 

n  Pakes: “What forms of knowledge generated in dance are that 
not available through other means?”(Butterworth and Wildschut 
2009) 

n  Butterworth & Wildschut. “In what ways is it possible to perceive 
choreographic processes and products as ‘knowing’, ‘thinking’, 
‘being’, and ‘interpreting’?” (Butterworth and Wildschut 2009) 

n  In what ways is it possible for us to perceive our roles as 
performers in the process and product of Avalanche as 
generating new knowledge through the creative actions 
associated with  ‘knowing’, ‘thinking’, ‘being’, and ‘interpreting’?  
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n  In what ways is it possible for us to perceive our roles as 
performers in the process and product of Avalanche as 
generating new knowledge through the creative actions 
associated with  ‘being’, ‘knowing’, ‘thinking’, and 
‘interpreting’? 

n  Knowing~Feeling 

n  Being~Cultivating Presence 

n  Thinking~Action 

n  Interpreting~Reflecting 

 

 

Argument 
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Whose Research, and When? 

n  1) the choreographic research of the primary maker in 
determining what to do when both in process and in product, 
and 

n  2) the action of the audience in, “the work that finishes the 
work” as Susan Melrose paraphrasing Lyotard 

n  3) Performers Research 
n  Research that takes place in the process  

n  Research that happens in the moment of performance  

n  Research that happens in the revisiting/remaking/recreating a 
work over time 



+ Butterworth’s Didactic-Democratic model for 
Choreographer-Performer Relationships 

Choreographer Performer 

1 Expert Instrument 

2 Author Interpreter 

3 Pilot Contributor 

4 Facilitator Creator 

5 Collaborator Co-owner 

d
evised

 

Performer as  
• subject 
• object 
+agent 

(Govan, Nicholson,  Normington 2007) 



+ Butterworth’s Didactic-Democratic model for 
Choreographer-Performer Relationships 

Performer Learning approaches 

Instrument N/A 

Interpreter N/A 

Contributor Respond to tasks,  
Contribute to guided discovery, 
Replicate material from others 

Creator Respond to tasks,  
Problem solve, 
Contribute to guided discovery, 
Actively participate 

Co-owner Experiential. 
Contribute fully to concept, dance 
content, form, style, process, 
discovery. 

d
evised
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Thinking                          Action 

n   “Goal setting does not take place by an act of the intellect 
prior to the actual action…..”(Joas  1996) 

n  Avalanche Example:  
n  Pure Gold  
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Thinking                          Action 
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Interpreting                       Reflection  

n   “In this act of reflection, we thematize aspirations which are 
normally at work without our being actively aware of them.  But 
where exactly are these aspirations located?  They are located in 
our bodies.  It is the bodies capabilities, habits, and ways of 
relating to the environment which form the background to all 
conscious goal-setting, in other words, to our intentionality.  
Intentionality itself, then, consists in a self-reflective control 
which we exercise over our current behavior.” (Joas 1996) 

n  “the openness of self-articulation is wedded with the responsibility of 
self-control” (Joas 1996) 

n  Avalanche Example: 
n  Open canvas  
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Interpreting                       Reflection  
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Being    Cultivated Presence 

n  “Relations are not describable as fixed or signified objects; 
rather they are extremely subtle, changeable, they have co-
existing durations and themselves rely on a compound of other 
relations that can only be grasped from within a dynamic 
differential of the sensible.”  (Sabisch 2011) 

n  “Artworks are the most complex and diverse of human 
achievements, creations of free human will and conscious 
execution.  Art-making requires rational choice, intuitive talent, 
the highest level of learned, not innate, skills.” (Dutton 2010)  

n  Avalanche Examples: 
n  I see you seeing me. 
n  The slow feeling monologue and phrase 
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Being    Cultivated Presence 
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Knowing                             Feeling 

 

n  “Gradually we (the performers and the choreographer) 
make an equation between an analysis of action and the 
richer (and more difficult to articulate) sensory, emotional, 
relational experience that those actions have yielded. For me, 
one cannot exist without the other. “Feeling” has quantifiable 
correlates in action.” (Marks 2003) 

n  Avalanche Example: 
n  Twinning 
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Knowing                             Feeling 
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To: "David Brick" <david@headlong.org>
Sent: Thursday, April 19, 2012 2:48:12 PM
Subject: a draft of rules for score

Goals . If you achieve all your goals you are paying too much attention to them. If you 
only achieve one, you are not paying enough attention to them.

• Allow yourself to be caught in a moment alone. Really experience it.

• A moment of teaching.

• A moment of being a student or an acolyte.

• A moment of collaborative creation.

• A moment of meaningful observation (lurking…or whatever flavor)

• A moment of ecstasy (the slow feeling)

Annie: the springtime sunshine renegade! the povocateuse ! the naked power grab ! find 
away to resolve/dissolve into grace. Find the possibility of joy in tenderness for what 
is.

Carol: accumulating connections until you are ready to be seen: builda connection with 
Michael backwards from familiarity to the excitement of the new (massaging his scalp in 
last night’s work was a super innovation.

Michael: always towards grace, with detours and excursions. It becomes more andmore 
possible to do smaller “things” and have them be “something”. (Eventually, acceptance of 
affection can actually be a Big Something.

Todd: from one kind of apartness (retiring) through an exploration of kinds of touches 
and engagement and into a new apartness at last: finding the artist’s perspective (apart 
for the purpose of having makingknowing)

Rachel: in pursuit of the slow feeling: a strategy of sequencing kinds of touching and 
observing. Testing balance and unbalance of the inside and outside. Come to knowing 
performing and knowing everyone.

ALSO IN PLAY FOR EVERYONE.
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Thank you! 
amkloppe@colby.edu                           rboggia@bates.edu 
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