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Autobiography is not important. Authenticity is important. 

The writer must fire herself through the text, be the 

molten stuff that welds together disparate elements. I believe 

there is always exposure, vulnerability, in the writing process, 

which is not to say it is either confessional or memoir. 

Simply it is real...Such a phenomenon points to the terror 

of the inner life, of the sublime, of the poetic, of the non-material, 

                      of the contemplative. 

 

                                                                                         Jeannette Winterson 

                                                                                         Weight 
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Abstract   

This thesis involves the study of emotions, the moving body, authentic and 

concrete experience captured and amplified by the video camera and digital 

media processes. It examines how the digital body and affective images become 

haptic when mechanically reproduced and amplified in post production. It 

highlights the influence of postmodern dance practice as well as the cinematic 

genre of Dogme 95 filmic practice in the final form of the screendance work 

CoNCrEte. It proposes that repetition in the edit and the use of vertical montage in 

screendance is a choreographic tool and is a means of amplifying audience 

empathetic responses to informal and personal narrative content.  

Keywords:  Authentic, Digital, Screendance, Amplification, Haptic, Repetition, 

Vertical Montage  
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Introduction 

This introduction is written in first person in order to provide a starting point that is 

necessarily self reflexive from which my research and practice evolves. The main 

body of the research is more formal and is written in third person.   

 

In 1988 I choreographed and performed my first screendance work, Sandstone.    

It depicted the birth, life and death of an African mythological figure within a violent 

South African socio-political landscape. The work was politically reactionary to the 

then racist Nationalist government of South Africa. The work was banned but 

propelled me down a path of expressionistic dance, combining the authentic or the 

emotional within the digital, the experiential and the formal, the personal and the 

political. I used a metaphorical African mythological creature and the digital to 

create the illusory and other worldly, Modernist and avant-garde, in order to get 

my point across. I had fore-grounded metaphor and artifice against a concrete 

environment, apartheid South Africa. 

 

Since then my artistic rhetoric has always been emotionally authentic, 

kinaesthetically engaging and sometimes metaphorical. This intuitive and 

subjective approach, I realize now, as the manner in which I have subsequently 

produced all my work. My ontological concerns are dialectically arranged and 

reveal the changes that occur between the self and the other, foreground and 
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background, the personal and the political, via the situated body. Central to this is 

my concern of the human condition.  

 

It is to this end that my research and practice for my Master of Science degree, 

has led me. My quest has been to test whether a genre of video dance making 

has given me the opportunity as a director and editor the ability to tease, amplify 

and flesh out my humanist concerns within a video dance genre - screendance.  

 

My final screendance outcome, CoNCrEte, is therefore personal and political, 

emotional and kinaesthetic, visceral and intellectual. I hope I have managed to: 

shape and form the subject matter, capture the expressive moving body and 

amplify its emotional and kinaesthetic qualities through a confluence of cinematic 

forms and digital processes.  

 

Main Report 

1. Laying the foundations  

1.1   Questions 

An audience response to Sandstone was and still is an appreciative and positive: 

“WOW!” What has the video dance maker done to make this happen? What is the 

subject matter, the emotional and kinaesthetic qualities that draw the audience in 

to the video dance work? What is the authentic and digital body doing to elicit this 

empathetic response? How does the genre of screendance amplify this? How can 

the shot, camera work, the diegetic and non diegetic sound amplify empathetic 
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responses in the viewer? How can the edit do this? Above all how can the final 

cinematic structure of the screendance work amplify the content, the intention of 

the video dance maker, stimulate the viewer intellectually and emotionally, 

combining the authentic and the digital?  

 

Consequently ground and figure or foreground and background, self and context 

are important to this writer‟s practice and research. As Mark Federman, Chief 

Strategist for the McLuhan Program in Culture and Technology notes, there are 

many dynamic processes occurring in the ground that changes against the 

background and “noticing change is the key.”1 

 

Twenty one years on this writer continues to use the material of concrete 

experience to foreground the personal and the political changes that occur in the 

self and place. In this research the writer has used concrete, a mix of artificial and 

natural substances that forms the background, the body or the “building”, housing 

and playing out  our emotional and personal authentic narratives.  

 

1.2    Definitions  

Certain terms have been used in the title of this thesis as well as in the main body, 

to define some ideas or qualities.  

                                                           
1 Federman, M., 2004.What is the Meaning of The Medium is the Message? 

http://individual.utoronto.ca/markfederman/article_mediumisthemessage.htm 
 

http://individual.utoronto.ca/markfederman/article_mediumisthemessage.htm
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Concrete implies the substance, the authentic, the real, the personal, the 

corporeal, and the expressive physical and emotional displays of the performer 

using Alba Emoting. 

 

Alba Emoting invented by neurophysiologist and psychophysiologist Dr Susana 

Bloch is a psychophysiological method for training performers and was developed 

as a safe, purely physical alternative to emotion memory and other psychological 

techniques for releasing, maintaining, and controlling emotional states on stage or 

screen. The practice of Alba Emoting2 provides the performer with a powerful tool 

to rapidly display authentic emotions, without painful personal cognitive memories 

resurfacing.  

 

Each of the basic emotions, as well as emotional neutrality, has its own unique, 

identifiable set of bodily responses or emotional “effector” patterns which are 

universal, acultural, ahistorical and apsychological.  Mixed emotions are produced 

by blending the basic emotions. By reproducing three aspects of “effector” 

patterns found in breathing, posture, and facial expression, a performer is able to 

experience and express genuine, authentic emotion at will, without the use of 

cognitive memory or mental imagery. If learned and imitated correctly, a performer 

can induce any emotion. The method provides the performer with a technique for 

the voluntary control of the body involved in the emotional display. Most important, 

through the use of the seventh pattern, called a "step-out," the performer can 

                                                           
2 pp.131-154, Dr Susan Bloch’s work on all six basic emotions in The Alba of Emotions – Managing 
emotions through breathing. 2006. Santiago, Chile : Editiones Ultramarinos PSE.  
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leave any emotion just as easily and return to psychophysical neutrality. Once 

learned correctly, the step-out pattern is effective regardless of how intense the 

emotional state was. 

 

It is contrary to Constantin Stanislavski‟s Method Acting Technique, which requires 

sense and affective cognitive memory. With Alba Emoting the physical 

manifestations and sensations such as changes in heart and breathing rate, 

tension, blood pressure, body heat, proprioception, movement, positioning and 

facial expression become the emotion.  

 

The performers in CoNCrEte were taught the Alba Emoting patterns and these 

were documented as well as the verbal commentary on their experience of them.  

The emotional displays are authentic and not merely acted out. The performers 

are wholly immersed in the emotion without the use of cognitive memory and 

psychological recall.  

 

CoNCrEte includes the concerns of the Concrete Art movement. The use of lower 

case and capitals implies the use of formal and informal elements in the final 

hybridized outcome. These will also be discussed in more detail later.   

 

The digital here, implies the end product that the moving imagery of video dance 

takes through the digital processes of the shot and edit.  
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Screendance is a genre of dance-on-screen production. CoNCrEte is a 

combination of videodance and cinedance techniques viewed on a single screen. 

Videodance is based in the thinking of a video art maker, a school of thought or 

theory whereas cinedance should be art, poetic and centred more around dance 

and movement. For Artistic Director of The Physical TV company, Karen 

Pearlman, screendance is a catchall term which could include any combination of 

dance and movement and allows videodance artists to develop within the history 

of screendance in order to find their own approach and mix of influences.  

 

Dance filmmaker Douglas Rosenberg claims that screendance is a 

“recorporealization of dance and technology”3 a reinscription of “the body on the 

corpus of technology”4.This digital body or the “SCREENDANCING (sic) body is a 

body created by mechanical reproduction, the repetition of physical activity 

performed while engaged with the camera.”5 It is a hybrid form of dance and video 

production, using video or filmic media and techniques where the 

“choreographer‟s eye and that of the filmmaker”6 meet. This synergy is a co-

operation.  Furthermore it is conceived and choreographed for viewing on a single 

screen and does not form part of a live performance.   

 

                                                           
3
  p.59, Rosenberg, D. 2006. Proposing a Theory of Screendance. Cited in Screendance: The State of the Art 

Proceedings. American Dance Festival. Duke University, Durham, VOUKON, N.C. (ed.) 
http://www.dvpg.net/screendance2006.pdf  
4
  Ibid.  

5
  Ibid. 

6
  Ibid. 

http://www.dvpg.net/screendance2006.pdf
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A video dance symposium (hu)manifesto (sic) stated that there is no one way of 

creating screendance.7 It should however attempt to manifest conceptual 

concerns as well as thematic possibilities and that, “through an accretion of 

images of bodies in motion, a larger truth may unfold...to manifest a larger 

understanding of the world.”8 Through the genre of screendance the digital body 

can therefore unfold the discursive and ontological concerns of the video dance 

maker.  

 

1.3      Method - Action Research Method  

An Action Research Method best suited this research as the reiterative process 

implicated provided a context in which to generate questions, gather knowledge, 

develop ideas, experiment, exhibit, evaluate and reflect.  

 

The content was generated from Primary source material: the documentary 

footage of dancers improvising with Alba Emoting and movements in specific 

locations, reflective journals, personal notes, participation in interactive 

technologies workshops, visits to art installations, dance theatre and screendance 

festival attendance, professional practice as video dance maker and curator, 

screendance and Emotional Body Workshop facilitation.  

 

Secondary and Tertiary source material was gathered from: bookshops, the 

Dundee University Library and online resources, books, journals and internet 

resources. These have validated, situated and contextualised my findings. All 

                                                           
7
  p.85, (hu)manifesto in Opensource {Videodance} symposium. Findhorn, Scotland, June 2006.           

http://www.videodance.org.uk/   
8
  p.85 Ibid. 

http://www.videodance.org.uk/
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these resources have informed the epistemological and ontological bases of this 

thesis.  

 

1. 4     Methodology - Subjectivism 

The methodological framework of Subjectivism was selected as it “emphasises the 

subjective elements in experience and accepts that personal experience are the 

foundation of factual knowledge.”9 It not only seeks to explain subjectivity in terms 

of external forces but also takes into account the originality and agency of a 

subject‟s subjectivity.10  

 

This qualitative methodology sanctions the use of concrete information gathered 

from the documentation of the Alba Emoting and dance improvisations providing 

concrete evidence. It also embraces agency, the amplification of the personal 

against the political and the desired meeting of the self with the Lacanian “other” 11  

Furthermore it afforded an idiosyncratic method of screendance making, utilizing 

different influences and methods of shooting and editing. The syntagmatic and 

paradigmatic axes of narrative structure were liberated. 

 

1.5    Aims and Objectives 

This research aimed to investigate how the genre of screendance can: capture the 

personal, experience and expression of the emotional body with postmodern 

                                                           
9
  Slide 10, JOHNSON, N. 2008. MAI Methods  http://www.mydundee.ac.uk  PowerPoint Presentation  

10
  RATNER, C. 2007. Subjectivism. Available from: http://www.humboldt1.com/~cr2/ PowerPoint 

Presentation  
11  pp 55-56, BAINBRIDGE, C. 2007. the cinema of LARS VON TRIER authenticity and artifice. London : 

Wallflower Press 
 

http://www.mydundee.ac.uk/
http://www.humboldt1.com/~cr2/
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dance techniques, amplify kinaesthetic and emotional content with editing 

techniques and shape the form of screendance work. In order to achieve these 

aims, the following objectives were set up to:  

 explore and document Alba Emoting experiences and affordances within  

given locations  

 explore and document improvised movement affordances in various 

concrete locations 

 utilize digital technologies such as the PD170, a Sony Handycam, HDV Z7 

Camcorders and Final Cut Pro 6,  to capture, edit and amplify the visual, 

auditory, kinaesthetic and emotional content  

 originate a novel narrative structure taking into account repetition, the 

authentic or artificial that is reflected in filmmaker Lars Von Trier‟s Dogme 

95 cinema  and the alienation technique of Brechtian theatrical devices 

 

1.6    Rationale 

Aims this semester were: “Camera as carnivore”12 - Framing, capturing and 

amplifying the emotional and kinaesthetic expression of the body through the 

media of Screendance. This progressed to: the concrete and the digital - 

emotional and kinaesthetic amplification of the authentic and digitalised body in 

screendance. The idea of “camera as carnivore”13, as predator, with a carnal 

appetite, is borrowed from dance video and filmmaker Douglas Rosenberg. He 

maintains that there was a swing away from mainstream video and dance 

                                                           
12

 p.15, Rosenberg, D. 2006. Proposing a Theory of Screendance.Cited in Screendance: The State of the Art 
Proceedings. American Dance Festival. Duke University, Durham, VOUKON, N.C. (ed.) 
http://www.dvpg.net/screendance2006.pdf  
13

 Ibid. 

http://www.dvpg.net/screendance2006.pdf
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production in the 1960‟s and 1970‟s championed by choreographers such as 

Merce Cunningham and more especially Yvonne Rainer who called for a “strategy 

of denial”,14 to “demystify dance and making it objective”15 by saying no to 

metaphor, virtuosity, illusion, spectacle and transcendency. This strategy and 

process demonstrates the intelligence of the moving, where pure motion and the 

body‟s innate intelligence were guided by “physical ingenuity”16.  

 

In the 1980‟s, Rosenberg notes that from a Marxist point of view, the camera‟s 

gaze sexualised the body of the dancer, rendering it as spectacle for mainstream 

consumption.  The body was captured in such a way so that the “marks of 

production (were) erased”17allowing for the triumph of commodity, voyeurism and 

fetishism, perpetuating the male gaze that suited mainstream viewership. Some 

dance films by DV8, La La Human Steps, L‟Esquisse, Phillipe Decoufle and 

others, “effaced the „marks of production‟ in favor of a style that allowed for more 

mainstream distribution and in the process elevated dance, via its mediated image 

to the level of spectacle.”18 In other examples such as 9 Variations on a Dance 

Theme by Hilary Harris, in 1967, the camera is less brutal in its invasion of the 

dancer‟s personal space and despite its distance of time, the camera still 

demonstrates “the camera‟s carnal appetite.”19 Other examples that demonstrate 

                                                           
14 p. 43, BANES, S. 1980.Terpsichore in Sneakers.  Boston : Houghton Mifflin Company 
15

 Ibid.  
16

 Ibid. 
17

 p.15 Rosenberg, D. 2006. Proposing a Theory of Screendance.Cited in Screendance: The State of the Art 
Proceedings. American Dance Festival. Duke University, Durham, VOUKON, N.C. (ed.) 
18

 Ibid. 
19

 Ibid. 
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the notion of the spectacle and mainstream production for carnal appetites are 

Fame (1980) and Flashdance (1983). 

 

Armed with this history of screendance production, the strategy for the production 

of CoNCrEte has been reiterative but changed. The carnivorous camera has been 

redeployed, made into an ontological tool that pulled into sharp focus, with hand 

held and close-up shots, the discursive nature of the moving body, drawing 

through the lens onto the timeline its power, emotion, movement, the informal, the 

authentic, the personal qualities, rather than the transcendent, the abstract and 

the spectacular. Then through the edit, the emotional and kinaesthetic qualities, 

cut by cut, have been weaved into an overall structure to highlight the concrete 

and informal, collapsing a desire for illusion. The form and content, the process 

and structure coalesce and are interdependent; a novel screendance form has 

been produced.   

 

1.7     Background 

A short narrative of this writer‟s practice this semester sites the process in finding 

the haptic, authentic and informal for CoNCrEte.  

 

In Semester Two this writer directed, shot alone or with a team and edited 

sanctum I, sanctum II, Julia’s Story and Urbanature. These video dance works 

managed to capture and amplify the emotional and kinaesthetic expression of the 

performing body. 
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Figures 1  sanctum I (05 January 2009) Photos: Stills from video 
Dancer: Vishanthi Arumugam. Copyright: Walking Gusto Productions 

 

sanctum  and sanctum II were shot in HDV on Z7 Camcorders. They reveal and 

amplify the kinaesthetic and emotional struggle of silenced yet complicit women 

bound by the “cultural practice” of FGM (female genital mutilation). Through hand 

held camera work, strange close-up angles and slowness in performance and shot 

privileged instants gave way to philosopher Gilles Deleuze‟s notion of “an-instant-

whatever”, to de-territorialize and de-familiarize the sense of stable viewership.20 

                                                           
20 P.4. DELEUZE, G. 2005. Cinema 1: the movement-image. Translated by Hugh Tomlinson and Barbara 

Habberjam. London : The Athlone Press 
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Figures 2 sanctum II (07 January 2009) Photos: Donald Tolmie  
Dancer: Vishanthi Arumugam. Copyright: Walking Gusto Productions 

 



21 

 

 

 

sanctum II captured projected moving footage from sanctum I on the moving body 

of the dancer. This superimposition aimed for Deleuze‟s “dizzy disappearance of 

fixed points”21 and in the edit two montages existed simultaneously. This amplifies 

the loss of self into the Lacanian “other” and according to philosopher Brain 

Massumi22 the simultaneity of seamless continuous movement and presence that 

one experiences when in motion.  The images subsequently are liquid, less stable 

and visceral. The inner “other” emotional landscape is revealed and coalesces 

with the present concrete kinetic body of the performer.  The doubling of montage 

de-stabilise the condition of Cartesian logic, disrupting the viewer‟s hegemonic 

power over objects, closure and loosening the reigns of logic found in mainstream 

linear narrative dance production.  

 

With Julia’s Story the focus was on amplifying sadness with shots that reflect 

Deleuze‟s notion of affective images that are melting, boiling and coagulating.23   

 

Figure 3 Julia’s Story (09 January 2009) Photo: Donald Tolmie 
Dancer: Julia McGhee Copyright: Walking Gusto Productions 

                                                           
21 P.77, DELEUZE, G. 2005. Cinema 1: the movement-image. Translated by Hugh Tomlinson and Barbara 

Habberjam. London : The Athlone Press 
22 MASSUMI, B. 2002. Parables for the Virtual, Movement, Affect, Sensation. London : Duke University Press  
23

 Ibid. p106 
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Figures 4 Julia’s Story (09 January 2009) Photo: Donald Tolmie 
Dancer: Julia McGhee Copyright: Walking Gusto Productions 

The edit of Urbanature helped in breaking this writer‟s linear narrative tendencies 

as there was a shift towards re-iterative movement sequences, timing, repetition 

and musicality of movement, events and emotion that Karen Pearlman in Cutting 

Rhythms (2009) advocates.      

 

Figures 5 Urbanature (17 January 2009) Photos: Video stills 
Dancer: Harriet Stell Copyright: Walking Gusto Productions  

                                     

2. Building Blocks 

2.1 The Authentic Body and Emotions 

Bloch proposed that the emotions are the site of the encounter between the 

psyche and the body. These manifest themselves at several interconnected levels 

in the body: breath, facial expression, tension, posture, movement, the visceral 
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system, and on a subjective mental level. These expressions are not cultural signs 

of the emotions but the emotions themselves and there is a reciprocal empathetic 

response in the viewer due to mirror neurons.24  

 

Emotions are initiated by a stimulus,  external sensory experience or sometimes a 

memory that causes the person to react and are triggering systems of behavioural 

adaptation that have been preserved by evolution.  More specifically “(e)motions 

are reactions integrated in the neuroendocrine system, triggered by a specific 

stimulus (emotogenic stimulus), involving a particular area of the effector organs 

(visceral, humoral, and muscular effectors), and evoking a particular subjective 

activation.”25 Bloch also proposed the concept of “effector patterns of emotions”26 

in order to stress that each emotogenic stimulus activates concrete effector 

patterns. Effector patterns are configurations of reactions, including the posturo-

respiratory-facial muscles, blood pressure, heart rate, viscera and glands. There is 

an interrelation among the postural, facial and respiratory movements. Each 

emotion has a certain set of physical patterns that accurately display how one is 

feeling, supporting psychologist William James (1842-1910) claim that the 

subjective experience of emotion is a feeling of a bodily state.27  

 

The latest research also supports this view. Neuroscientist, Joseph le Doux, 

claims that “sensory signals cause an involuntary physical response before 

                                                           
24 p.11,  PEARLMAN, K. 2009. Cutting Rhythms - Shaping the Film Edit. Oxford : Focal Press 
25

 p.108, BLOCH, S. et al. 1995. Effector Patterns of Basic Emotions. Cited in Acting (Re)Considered. (ed) 
Phillip B. Zarrilli London: Routledge  
26 BLOCH, S. 2006. The Alba of Emotions – Managing emotions through breathing. Santiago, Chile : 

Editiones Ultramarinos PSE 
27

 Ibid. 
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reaching the „thinking brain‟, which then refines the response.”28 This could explain 

the existence of universal emotions and universal emotive body language in 

humans. These bodily cues precede and determine emotion. The universal basic 

emotions are innate and easily readable in the body by the person experiencing 

the emotion and those observing it. The basic emotions are thus hardwired, 

etched into our neural circuitry by our genes rather than by our culture. 

 

According to Bloch in any emotional reaction there are three stages that are 

always interacting with each other: the physiological, the expressive and then the 

subjective. The autonomic intake of breath pre-empts the emotion, then the 

visceral, endocrine, chemical, limbic system and molecular reactions occur. The 

expressive reactions include the somatic, the muscular, postural, gestural, facial 

expressions, vocal intonations and then physical movement. Finally the subjective 

reactions occur that include the personal: memories, and feelings, then the cultural 

or political: social values and norms. Bloch sites six basic emotions: fear, anger, 

happiness, sadness, eroticism and tenderness.  

 

2.2   Perception, Empathy and Affordances  

Perception 

Recent cognitive studies propose that cognition and perception engages the 

intellect and the emotions, the mind and the body and that interaction with the 

world develops empathy and emotional intelligence.  

 

                                                           
28 p.59, RIX, R. Learning Alba Emoting. Cited in Theatre Topics 1998 8:1  
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In 1929 Robert Edmund Jones claimed that film offered a “direct expression of 

thought, before thought becomes articulate...the moving picture is thought made 

visible.”29 Stage could reveal the outer life of characters whereas film their inner 

lives. Today, video technologies have the ability to extend this dialogue and the 

camera can become “an extension of the spectator‟s visual sense” and “an 

apparatus that engages their tactile sense.”30 Screendance that explores a 

kineticism can therefore expand “our engagement by linking the visual and 

somatic phenomena of performance from the both the dancer‟s and the 

audience‟s perspective.”31 If cinematic kineticism has the ability to transform the 

somatic dialogue with space, time and light, it can also capture and reveal the 

performer‟s emotional memory and expression. This may trigger a viewer‟s own 

memories and so could become meaningfully engaged,32 and reveal to the viewer 

their own emotional memories that are neurologically and viscerally present or 

embodied.  

 

Film theorist, Rudolph Arnheim claims that our eyes constantly work in 

cooperation with the rest of the body.33 A single unified disembodied subject 

relating to a distant object, is replaced by a being relating to the environment in a 

                                                           
29 p.25, DIXON, S. 2006.Truth-Seeker’s Allowance: Digitizing Artaud. Cited in Broadhurst, S. and Machon, J., 

eds. Performance and technology: practices of virtual embodiment and interactivity. United Kingdom : 
Palgrave Mac Millan 
30 p.33, COOK, J. 2006. Transformed Landscapes: The Choreographic Displacement of Location and 

Locomotion in Film. Cited in:  Broadhurst, S. and Machon, J., eds. Performance and technology: practices of 
virtual embodiment and interactivity. United Kingdom : Palgrave Macmillan 
31Ibid. p.34  
32 p.15, MELROSE, S. 2006. Bodies Without Bodies. Cited in: BROADHURST, S. and  

MACHON, J. eds. Performance and technology: practices of virtual embodiment and interactivity. United 
Kingdom : Palgrave Mac Millan 
33 p.30, ARNHEIM, R. 1957. Film as Art. London: University of California Press 
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state of presence, that synthesises, that perceives the experience of objects, that 

provokes us into a reaction. A consciousness becomes a combination of “mind 

with a body, a being which can only get to the truth of things because its body is, 

as it were, embedded in those things.”34 Vision co-functions with other senses 

such as touch, proprioception and hearing and this brings to light what philosopher 

Alva Noë35 calls our sensorimotor interactions with the world.  Proprioception and 

exterioception working hand in hand in a synesthetic manner.  

 

It supports Massumi‟s claim, that we regain a sense of the concreteness of 

experience when we are in motion. We forego with the linguistic models of coding 

and try to find a “semiotics willing to engage with continuity.”36 It is in this ever 

present kinesis, movement and change that philosopher Merleau Ponty suggests  

is how we anchor our bodies to the world, functioning as spaces in which to 

express ourselves.37  

 

Empathy  

A viewer‟s empathetic response to affective imagery is important to this writer. To 

research and note its full impact would be informative, however a full account lies 

beyond the scope of this thesis.  

 

                                                           
34 p.56, MERLEAU-PONTY, M. 2005. The World of Perception.  Trans. Davis O., London : Routledge 
35 See NOË, A. 2004. Action in Perception. Cambridge : The Massachusetts Institute of Technology Press 
36 p.4, MASSUMI, B. 2002. Parables for the Virtual, Movement, Affect, Sensation. London : Duke University 

Press  
37 p.153, Cited in DIPROSE, R. and REYNOLDS, J. (eds.) 2008.  Merleau-Ponty, Key Concepts. Stocksfield : 

Acumen Publishing Limited 
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Audience reception involves the spontaneous and intuitive feelings of empathy for 

the emotional and kinaesthetic.  Professor of cognitive linguistics George Lakoff   

states that this is made possible as, “(a)nything we can think or understand is 

shaped by, made possible by, and  limited by our bodies, brains, and our 

embodied interactions in the world.” 38 These embodied interactions develop 

social relations and these develop empathy. Empathy is used in three distinct 

senses: knowing another person‟s feelings, feeling what that person feels, and 

responding compassionately to another‟s distress or situation or context. They 

follow this order according to neuro-scientist Daniel Goleman: “I notice you, I feel 

with you and so I act to help you” and entails some degree of emotional sharing: 

“To feel any emotion stirs the related urge to act…to feel with stirs us to act for.”39 

Thus visual, affective imagery can amplify the abandonment of the notion of a 

mind/ body dichotomy and even stir the viewer‟s cellular proprioceptive memory, a 

feeling without image, into “a seamless spatiotemporal mix.”40   

 

Affordances  

American psychologist James Jerome Gibson was influential in changing the way 

we consider visual perception and adaptive behaviour to the environment. He 

maintained that when we perceive the environment it guides us into a course of 

action. These affordances or clues in the environment indicate to us the way to act 

                                                           
38 LAKOFF, G and JOHNSON, M. 1999. Cited in Chapter 1. Philosophy in the Flesh – The Embodied Mind and 

Its Challenge to Western Thought. New York : Basic Books http://www.nytimes.com/book/  
39 p. 61, GOLEMAN, D. 2006.  Social Intelligence – The New Science of Human Relationships. United 

Kingdom : Hutchinson 
40

p.61, MASSUMI, B. 2002. Parables for the Virtual, Movement, Affect, Sensation. London : Duke University 

Press  

http://www.nytimes.com/book/
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instinctively without cognitive processing.  We become a “self tuning system”41  

adapting and selecting problem solving devices through which, according to Noë 

we enact our perceptual experience. This implies an intuitive and spontaneous 

negotiation with the environment, based on prior experience and practice.  This 

becomes an improvisation if you will and this notion fed into the choreographic 

process of making movement sequences in the various locations for the dancers.  

 

2.3   Direction and the Carnivorous Camera 

Working with the notion of affordances this writer used the camera with a carnal 

appetite to penetrate the personal space of the dancer, devour, draw out and pull 

through the emotional and kinaesthetic qualities of the moving body,  the visceral, 

the endocrinal, the neural, the sensory, the muscular and the proprioceptive. In 

this manner the camera was able to become an audience‟s extended prosthesis 

making them connect with the sense of their own visceral physical concrete 

presence. The close up was used to create affect images whereby the emotion, 

usually associated with the close-up, becomes de-territorialised, a quality, a power 

or a passion. Here the performer loses a sense of individuation, where she or he 

takes on a strange semblance to “the other”.  

 

Through this probing, all seeing device, the body became a delicious meal upon 

which this carnivorous beast fed - devoured, licked, nudged, sniffed and teased 

out the tacit fleshy bits that can be captured in the moving frame. It was then 

                                                           
41 p.271, GIBSON, J.J. 1966.The senses considered as perceptual systems Massachusetts : Houghton Mifflin 

Company 
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reproduced through a multitude of different cuts on the plates of the timeline, and 

finally on a screen it takes on the appearance of a living breathing skin.  

 

Through this predatorial process the perpetual unfolding of the body, that is 

always in motion, in relation to its “own transition: its own variation”42 can be 

captured and brought to life. The experiential state of continual transition, its 

changeability that emphasises the affective in image reception is present. This 

could attempt to attract the audience into the gaze of the Lacanian “other”.43  In 

the audience‟s attempt to identify with the “other”, the screen engages the 

spectator with the act of looking “through the filmic apparatus (that) is an ideal 

apparatus through which to expose the ideological agenda of (a) film.”44 This is 

achievable through for example the breaking of the realist mode by utilising 

alternative shots, hand held camera, close-ups, strange angles, jump cuts, affect 

images, disrupting audience expectations of the screen body as it transcends 

reality to become “other”.  

 

In this manner the dance becomes nourishment for the viewer; the tactile, 

kinaesthetic and emotional senses are stimulated, churned. The linguistic 

paradigms, linear thought processes are challenged and perhaps silenced. 

Motion, emotion, the kinaesthetic and the experiential are brought to the fore.45   

                                                           
42 p.4, MASSUMI, B. 2002. Parables for the Virtual, Movement, Affect, Sensation. London : Duke University 

Press  
43 p.114, DODDS, S. 2004. Dance on Screen Genres and Media from Hollywood to Experimental Art. United 

Kingdom : Palgrave Mac Millan 
44

 Ibid. p.115 
45 p.4, MASSUMI, B. 2002. Parables for the Virtual, Movement, Affect, Sensation. London : Duke University 

Press  
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It is this expressive moving body that the carnivorous camera sets out to devour, 

feeding a presence to the screen, showing rather than telling. It is through the 

devices of capture, cutting and projection that we are provoked into a particular 

way of behaving, as “the skin is far faster that the word”.46 We undergo autonomic 

reactions of the skin, breath and heartbeat with intensities that seem, according to 

Massumi, to be associated with fast nonlinear processes. Intensity and speed is 

associated with affect and not reason.  Affect “is central to an understanding of our 

information-and image-based late capitalist culture.”47 The screendance genre, a 

product of this image based culture has the ability to capture, amplify and re-

present this fast, affective, emotional, somatic, proprioceptive and kinaesthetic 

presence.   

 

The research, practice and outcomes demonstrate the collapse of older Cartesian 

notions of perception and bring to light our sensorimotor interactions with the 

world.  It reveals the experiential intuitive memory of the performer and thereby 

engages the spectator on a visceral and emotional level. It challenges 

representation, find depth under surface re-enactment and trigger kinaesthetic and 

emotional responses in the spectator. 

 
 
 
 
 
 
 
 
 

                                                           
46

 Ibid. p.25 
47

 Ibid. p.27 
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2.4    The Digital Body - Haptic Image 
 
Screened images are not solely grasped intellectually but also by the viewer‟s 

body as whole. There is an embodied interaction.48 The screened imagery is not 

an illusion “but an extension of the viewer‟s embodied existence.” 49  The 

multisensory quality of screendance made up of haptic images has the ability to do 

this, as the images are affective and stir personal cognitive and sense memory. 

Haptic perception is defined by psychologists as the “combination of tactile, 

kinaesthetic, and proprioceptive functions, the way we experience touch both from 

the surface and inside our bodies.”50 Haptic images therefore have the ability to 

engage the viewer through the body. Here, according to film theorist Laura U. 

Marks, the viewer engages with the image rather than narrative. Deleuze qualifies 

these as optical images that are unclichéd, so that the viewer must bring his or her 

resources of memory and imagination to complete them.  

 

The use of close-ups, camera movement and hand held footage amplifies the 

haptic in CoNCrEte as well as the edit and final structure, thereby engaging and 

interacting with the viewer in a visceral and physical manner. This becomes 

another affordance.  

 

 

 

 

                                                           
48 p.145, MARKS, L.U. 2000. The Skin of the Film, Intercultural Cinema, Embodiment, and the Senses. London 

: Duke University Press 
49

 p.149 
50

 p.162 
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3.   Final Structure 
 
3.1   The informal  
 
CoNCrEte reflects architect Cecil Beaumont‟s concern‟s with the “informal”,51 that 

is the local, the hybrid and juxtaposition that embraces the non linear, overlaps of 

formal and informality, ambiguity and non linear organisation. This connects with 

the small personal emotional narratives in everyday experience and respects 

difference, spontaneity and the power of intuition. It is also reflected in the 

locations that were chosen for the personal and intimate expressions to take 

place.  

                                                           
51

 See BALMOND, C. et al. 2002. Informal. London : Prestel Publishing  
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3.2     Concrete Art 

 

 

Figure 6 Composition in Gray (Rag Time) (1919) by Theo Van Doesberg  
http://www.guggenheim.org/new-york/collections/collection-online 

 

 
 

Figure 7 Counter-Composition VI (1925) by Theo Van Doesberg  
http://www.tate.org.uk/collections/glossary/definition.jsp?entryId=74 

http://www.guggenheim.org/new-york/collections/collection-online
http://www.tate.org.uk/collections/glossary/definition.jsp?entryId=74
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Figure 8 Counter – Composition XV (1925) by Theo van Doesberg   
http://www.soho-art.com/popup.htm 

 

The values behind Concrete Art also influenced the form and content of 

CoNCrEte. Similarly, Concrete Art uses structure, kinetics, the real, the visible and 

tangible. It renounces representation and metaphor, is a result of intuition, 

liberates pictorial expression from expressive tendencies, makes the abstract 

visible, utilizes geometrical shapes, colours and combines the rational and the 

imaginary, the psychological with the mathematical. Artists of the Concrete Art 

movement are Theo Van Doesberg, Max Bill, Josef Albers and Victor Vasarely 

amongst others.52 

 

 

 

 

                                                           
52 LAUTER, M. 2002. concrete art in Europe after 1945, The Peter C. Ruppert Collection. Berlin : Hatje Cantz 

Publishers and  
LEMOINE, S., (ed.) 2000. Art concret  [published on the occasion of the exhibition held at Espace de l’Art 
Concret, Mouans-Sartoux, 2 July – 29 October 2000] . Paris : Reunion des Musees Nationaux  
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3.3   Hysteresis 

 
 

Figures 9 Evidence of Hysteresis at Dundee University exterior (2009) 
Potos : Jeannette Ginslov 

 

Just as human beings respond emotionally, proprioceptively and kinaesthetically 

to external environmental forces so do concrete buildings. These forces leave 

traces and inscriptions, permanent marks of a history of forces that over time was 

applied to the concrete. These traces or hysteresis leave a “permanent record of 

how the object was influenced.”53 This was a vital clue in the development of the 

improvisational tasks for the performers and the shot-list. It made the process of 

finding emotional and kinaesthetic affordances quite clear. Concrete, situated and 

authentic movement and expression were easily found.  

 

                                                           
53

 p.10, LOUGHRAN, P. 2006. Failed stone. Basel : Birkhäuser 
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3.4   postmodern dance practice 

 

Figures 10 CoNCrEte -  Rehearsal of girl’s section (09 May 2009) Photos: Sabine Klaus  
Dancers: Tori Myers and Deniz Ucok Copyright: Walking Gusto Productions 

 

 
A postmodern dance practice was utilized as the performers generated with 

improvisation, quotidian movement narratives in order to express their sense of 

self, experience and presence through the body and the affordances with the 

environment and others.  These were concrete, real, informal experiences rather 

than transcendental aspiring to abstract meta- narratives. Feminist Toril Moy sites 
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this postmodern concern as one that implicates the return to the quotidian and the 

sphere “in which our political and personal struggles take place.”54  

 

This writer eschews Poststructuralism as it is now seen by some as “neglecting 

the familiar, the concrete and the everyday” whereas the postmodern posits a 

return to the personal, the specific and foregoes the universal, essence and the 

general.55 The personal emotional narratives reflect feminist Julia Kristeva‟s 

“jouissance”56 and reflect the notion of intersubjectivity inherent in experience.  

Dance historian Helen Thomas, maintains that the artistic practice of feminists and 

postmodernists foregoes “the traditional grand or meta-narratives, (as they are) 

authoritarian (and) they offer a single unitary view of the world.”57 The latter stifles 

the pluralism, differences, ironies and intertextualities that are evident in 

experience as subjectivity is “situated in and articulated through a complex web of 

social relations, discourses, and practices.”58  

 

It is these small informal narratives that this writer drew from her performers to 

reflect the authentic, the experiential, the informal against concrete locations. It 

was not so much the events that occurred but their reactions to these events that 

were important and these gave them the ability to recognise change and their 

ability to adapt to change. Thus they developed agency and awareness.  

                                                           
54 p.169, DAVIS, C. 2004. After postructuralism – reading, stories and theor. London : Routledge 
55

 Ibid. p.170 
56

 pp.116-117, BAINBRIDGE, C. 2007. the cinema of LARS VON TRIER authenticity and artifice. London : 
Wallflower Press  
57 p.68, THOMAS, H. 1996. Do You Want to Join the Dance? Postmodernismm/Poststructuralism.Cited in 

MORRIS, G. Moving Words. London: Routledge 
58

 Ibid. p.163 
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This is in keeping with postmodern dance practice where the viewer is not 

presented with a single and coherent view of the world but a multitude of 

contradictory and fleeting unstable and unfixed representations. Post modern 

identity reflects this fragmented subjectivity as does the performing body that 

reveals a sense of instability. 59  

 

Performing bodies also have the ability through their corporeality to formulate 

modes of cultural production and to reveal “theoretical formulations of cultural 

process.”60 Carol Brown, a feminist dance historian, furthers this argument and 

claims that the body‟s representations, values and attributes that reveal certain 

ideological frameworks in which they are embedded are also “capable of creating, 

endorsing or subverting ideas.”61 Thus marginalised experiences that have been 

previously silenced or left out are privileged and given a voice.  

 

This investigation proposes then, to explore the visceral, the kinaesthetic and 

embodied emotional intention and affordances through choreographic and 

improvisational techniques to produce an evocative and powerful choreographic 

signature. Above all the intention is to demonstrate Deleuze‟s “affection-image, the 

third material aspect of subjectivity, which transforms the movement of translation 

into a movement of expression, into pure quality.”62 The writer also wish to reflect 

                                                           
59 p. 117, DODDS, S. 2004. Dance on Screen Genres and Media from Hollywood to Experimental Art. United 

Kingdom : Palgrave Mac Millan 
60

 Ibid.  
61 p. 204, BROWN, C. 1983. The possibilities for feminist dance histories in Dance History Adshead Janet & 
June Layson (eds.) London : Routledge 
62 p. 35, MARRATI, P. 2008. Gilles Deleuze Cinema and Philosophy. Translated from Italian by Alisa Hartz., 

Maryland : The John Hopkins University Press  
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filmmaker Sergei Eisenstein‟s “cinema of attractions” and Von Trier‟s use of the 

feminine. 63 

 

To include the feminine would be one that foregoes the master-narrative and total 

ownership of the author in favor of the experiential knowledge of the performer 

that shapes the work and claims authorship. This challenges the workings of 

modernist consumerist hegemonies that revere the master choreographer, dance 

historian and mainstream video dance maker.  

 

3.5  CoNCrEte –  the recce and the shoot  
 
 
 

 
 

Figure 11 University of Dundee (27 March 2009) 

The Duncan of Jordanstone Matthew Building  
Interior: Passageway for Fear Photo: Jeannette Ginslov 

 

     

 
 

                                                           
63

 pp. 116-117, BAINBRIDGE, C. 2007. the cinema of LARS VON TRIER authenticity and artifice. London : 
Wallflower Press  
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Figures 12 University of Dundee (27 March 2009) 
The Duncan of Jordanstone Matthew Building  

Exterior: Passageway for Fear Photo: Jeannette Ginslov 
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Figure 13 University of Dundee (27 March 2009) The Duncan of Jordanstone  
Matthew Building Interior: Lockers and Ceiling Erotic and Tenderness Photo: Jeannette Ginslov  

Copyright: Walking Gusto Productions  

 

 
 

Figure 14 University of Dundee (27 March 2009) The Duncan of Jordanstone  
Matthew Building Interior: Lockers for Erotic Photo: Jeannette Ginslov  

Copyright: Walking Gusto Productions  
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Figures 15 University of Dundee (27 March 2009) 
The Duncan of Jordanstone Matthew Building  

Exterior: Anger and Sadness Photos: Jeannette Ginslov 
Copyright: Walking Gusto Productions  

 
 

 

 

 

Figure 16 University of Dundee (27 March 2009) 
The Duncan of Jordanstone Matthew Building  

Exterior: Anger and Sadness Photos: Jeannette Ginslov 
Copyright: Walking Gusto Productions  
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Figure 17 University of Dundee (27 March 2009) The Duncan of Jordanstone Matthew Building  
Exterior: Happiness Photos: Jeannette Ginslov Copyright: Walking Gusto Productions  

 

The recce 

The concrete spaces at the Dundee University served as the informal locations 

and background, the architecture lending kinetic information and affordances to 

the performer within which to find movement and emotional sequences.  The small 

spaces, diagonal, vertical and horizontal planes pushed the performers to display 

their affordances, emotions and movements more affectively as well as re-

orientating the notion of gravity, so that the camera captured a “dizzy 

disappearance of fixed points” and the familiar.64  

 

The shoot 

From 02-08 May the writer shot the Alba Emoting in documentary style using hand 

held camera action with the PD170 and the Sony Handycam. From 08-10 May the 

shoot captured the emotional and kinetic body, the informal and the concrete. 

                                                           
64 p.77, DELEUZE, G. 2005. 3rd ed. (a) Cinema 1: the movement-image. Translated  by  Tomlinson, H. 

and Habberjam, B.,  London : The Athlone Press 
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making the images haptic and enticing Deleuze's affect images and "any-instant-

whatever"65 Here the HDV Z7 camera was used on a tripod or hand held with an 

external rifle microphone to record the diegetic sounds. All the vocal feedback 

from the performers after they had done their improvisations was recorded as well 

as them whistling their favourite song. Only natural or found lighting was used. 

The camera became a carnivorous animal framing the body and movement to 

reveal a discursive unfolding rather than revealing a naïve subjectivism. A dogme 

style of shooting was attempted.  

 

 

Figure 18 CoNCrEte Video Still (May 2009) 
Photo: Jeannette Ginslov Dancer: Tori Meyers 

Copyright: Walking Gusto Productions 
 

                                                           
65

 Ibid. p.4 
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Figure 19 CoNCrEte Video Still (May 2009) Photo: Jeannette Ginslov  

Dancers: Kieran Robb and Matt Lackford Copyright: Walking Gusto Productions 
 

 

3.6 Dogme 95  

Lars Von Trier‟s Dogme 95 filmmaking methodology combines a dialectic between 

the authentic with the artificial, the feminine, the informal Naturalism, a movement 

premised on social Darwinist ideas of the survival of the fittest and Expressionism 

that values subjective states of mind rather than the objective observation of them 

according to writer Caroline Bainbridge.66 His films reveal a concern with 

experiences of the marginalised and otherness. This “otherness” french Feminist 

Luce Irigaray  claims is overshadowed by the phallocentric nature and the 

logocentric ideological frame in which we live, that stifles the all important central 

“other”, vital to experience and agency. For Irigaray the feminine is usually cast in 

terms of the other, that which is repressed and which serves to function as the 

foundation of masculinity.  

                                                           
66 See BAINBRIDGE, C. 2007. the cinema of LARS VON TRIER authenticity and artifice. London : Wallflower 

Press 
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It is this all important “other”, the feminine, the silenced, that was drawn out from 

the performers with rehearsals and Alba Emoting workshops, to extract their 

emotions to be real and activated by their subjectivity as central to their 

experience, engaging with it, as a means of “becoming”. A politics of gender was 

incorporated, as both integral and separate, therefore highlighting the necessity of 

the other, its irreducibility and how fundamental it is to any “becoming”, as agency, 

on behalf of the subject.   

 

In their stylistic elements, Dogme 95 and Free Cinema also reflect and incorporate 

the use of documentary style shooting, intrusive hand held camera, capturing crew 

on the set, the director in the frame, disjunctions of editing, natural lighting and 

diegetic sound as a move away from illusion, commercialism and spectacle to 

familiarity, authenticity and truth and a move toward not showing what things look 

like, but how they really are, how they feel.  

 

Important to this idea is the act of being witnessed, the subject‟s desire for self 

identification, the search for the self that might be considered „authentic‟ in the 

face of fragmentation and sense of loss of agency - a condition of the Post 

Modern subject of late capitalism, according to Bainbridge. The rise of reality 

television programmes affirms this cultural phenomenon. Viewers seek to identify 

with the character‟s interpersonal relationships in the reality television 

programmes, to find solace and obtain a sense of “being in the world”.67    

                                                           
67

p. 114, BAINBRIDGE, C. 2007. the cinema of LARS VON TRIER authenticity and artifice. London : 
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Thus we are drawn in by the feminine sensorium, how we feel about what we see, 

emotional affect imagery but at the same time reminded of its fictional quality with 

the use of a Brechtian alienation effect 68 of the structure and the marks of 

production, for example the diegetic sounds on location whilst shooting. The 

viewer , as in real life has to draw on what is seen, heard and felt and make sense 

of what is reproduced as reality, just as they would in real life, taking in, excluding 

and making sense of the information in front of them: an active reading of the 

material takes place. This has often been accused of being “sloppy” film making, 

however if the content and constructed universe, the authentic and the artificial 

speak and engage with each other, the end result is a discursive and ontological 

framing of the human condition and an unfolding of action as if it were real, live 

and concrete.  

 

Dogme 95 filmmaking however does more than just reflect reality. Through formal 

play with editing (see The Five Obstructions) and camera technique (see The 

Idiots), staging/location (see Dogville) reality is rendered in a particular cinematic 

way. It is sparse, manipulated and demonstrate concrete art‟s concerns with 

formality and expression found in simplicity and form. The genre is a hybrid 

generic form between film form, content and affect.  

 

 

 

                                                                                                                                                                               
 
68 See ESSLIN, M. 1980. (Third edition) Brecht - A choice of Evils. London : Eyre Methuen  
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3.7   Vertical montage as choreographic tool 

Before deciding its overall structure the writer experimented with some 

photographs that were available in her work space. These were scribbled on, torn 

or crumpled in order to break the writer‟s linear narrative habits. The writer then 

considered using Dogme 95 and Brechtian influences after reading Bainbridge‟s 

book on Lars Von Trier‟s filmmaking. The writer found strong links to the thematic 

content of his filmmaking, that is, the notion of the authentic and the artificial. His 

methodology and practice were inspiring and it was then that this writer decided to 

aspire to a novel narrative structure.   

 

   

   

Figure 20 Writer’s personal workspace photos: process (14 April 2009) Images from and Copyright to 
EWING, W. A. 1994. The body : photoworks of the human form. United Kingdom : Thames and Hudson 

Photos: Jeannette Ginslov 
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Figure 21 Writer’s personal workspace photos: process (14 April 2009)  
Photos from Cinedans 2008 Brochure Photos: Jeannette Ginslov 

 

For the overall structure the writer manipulated, selected and mixed clips from 

both the documentary footage of Alba Emoting as well as from the shoot.  The 

final structure therefore is fragmented, has no linear narrative, no climaxes, no 

psychological developments. It is multithreading, looping a number of different 

locations, performers and emotional patterns from the documentary footage or 

from the shoot.  Eisenstein defined this concept as a “vertical montage”, where the 

paradigmatic and syntagmatic axes of narrative development feed into the 

emotional and kinaesthetic qualities of the whole montage. 69 Deleuze‟s notion of 

repetition and change over time also envelops this thinking.70This enables the 

editor to thread a number of personal, physical and emotional narratives onto the 

timeline.  

 

 

 

                                                           
69 p.1, FILDES, S. Repetition, revelation and transformation, the loop in video dance structure. 2006. 

Research For School of Media Arts and Imaging, University of Dundee. 
70

 See DELEUZE, G. 2005. 3
rd

 ed. (b) Cinema 2: the time image. Translated by Hugh Tomlinson and Robert 
Galeta.  London : Continuum 
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3.8    Repetition as choreographic tool  

Repetitive patterns within this structure enable the amplification of emotional and 

kinaesthetic experience. Choreographer Pina Bausch, according to editor Simon 

Fildes, used repetition in her dance works in order for her audience to experience 

a sense of transformation as the repeated gestures stimulated the audience‟s 

subconscious.71 Above all it reflects post modern dance‟s use of repetition to 

dismantle linear development and climax drawing on collage and repetition to 

create an equality of parts, rather than hierarchical difference.  

 

CoNCrEte explores repetition as a choreographic structural device. The 

kinaesthetic and emotional clips were labelled with letters, ABCDEFG and with 

numbers 1234567, then arranged in a manner that was repetitive, cyclic, or 

reflexive, to amplify only the emotional and kinaesthetic or to break narrative flow 

and empathetic response. The spoken dialogue, diegetic sound, as well as a 

soundscape by composer Cristian Vogel segue in and out of the visual landscape, 

extending the threading repetitive mechanism of the final edit. Meaning is 

therefore never fixed and the weaving narratives open-ended.  

 

3.9   The evident edit 

Rather than aiming for the edit becoming invisible, the edits to some extent 

become self -evident. CoNCrEte was edited with the conscious intention of 

amplifying the physical, emotional and event rhythms. Affective elements and the 

kinaesthetic pace of each section were taken into consideration. Each cut was a 

                                                           
71

 Ibid. p.4 
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consideration of the flow of the images for maximum empathetic affect or 

alienation, thereby drawing the viewer “in” or “out” of the flow. This jarring effect 

reflects the alienation techniques found in Brechtian and Dogme 95 principles, so 

that viewership is a conscious act and not a blind consumption. The use of 

repetition and vertical montage in the edit amplifies the concrete, the informal, 

emotional and physical authentic human experience thereby reflecting the 

multiplicity and instability inherent in subjectivity.  

 

Conclusion   

CoNCrEte challenges linear narrative mainstream screendance production and 

consumption. It questions viewership, perception and blind consumption, 

awakening viewers to consciously empathise with emotional and kinaesthetic fluid 

like haptic imagery and the ontology that the digital body presents.  The viewer is 

invited to experience a “neo-Brechtian/Von Trier/Ginslov” cinema of authenticity 

and artifice that engages in disruptive affective cinema. The viewer becomes an 

active engaging participant and not a passive bourgeois consumer.   

 

The investigation and utilization of Rosenberg‟s carnivorous camera, Dogme 95 

cinematic traits, post modern dance choreographic devices as well as the intuitive 

process of Concrete Art, CoNCrEte aspires to undermine the endeavours of 

mainstream screendance production yet remains powerful enough to draw in the 

viewer empathetically. Most importantly it situates the body and its powerful 

emotions in a central and political point of view.  It highlights the emotions and the 
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negotiation of quotidian spaces that usually are hidden and subjected to meta- 

narrative development and linearity in mainstream production. 

 

CoNCrEte therefore expresses and returns to the writer‟s concerns with the 

personal and the political, foreground and background playing out against each 

other. The process, post production and reception bear testament to this. By 

making the viewer aware of its gaze, by the direction of the carnivorous camera, 

by the vertical montage and inclusion of documentary sound, CoNCrEte, becomes 

political.  The process, production and reception become entwined in a trialogue 

that is aware of its reflexive process: a paradox of weight and depth, the concrete 

and the authentic, the digital and the haptic in a self-conscious confluence that 

reflects real life, light and agency.  
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Appendix  

 
1) Programmes of Study 2008/9 

First PoS – 04 February 2008 

The intention to explore and amplify kinetic and emotional empathy in 
performance work that includes the medium of screendance and interactive 
media. 
 
This study examines the amplification of kinetic and emotional empathy, exploring 
their triggers and responses, in the mediums of Screendance and interactive 
media within an intertextual installation setting. The context of this installation work 
is inspired by Caryl Phillips‟s novel, “Dancing in the Dark” (2005), and exposes the 
paradoxical nature of the career and personality of Black American Vaudeville 
star, Bert Williams.  

 

Second PoS 

Phaino: Bringing to light the emotional and kinesthetic expression of the body in 
contemporary dance practice amplified through the medium of Screendance. 
 
The intention is to explore and amplify kinetic and emotional empathy in utilizing 
the medium of Screendance. However, I shall not be using live performance and 
interactive media and will no longer be exploring the topic of Bert Williams as 
stated in my second proposal. This is issue based and uses a narrative format that 
I no longer wish to explore. I want to focus on the movement, the close-up and 
abstraction, trying to get closer to the body and its expressivity through action, 
rather than its story telling abilities.  
 
Third PoS 

“Camera as carnivore” - Framing, capturing and amplifying the emotional and 
kinaesthetic expression of the body through the genre of screendance.  
 

Within the context of a carnivorous action research methodological process I 
hoped to reveal the discursive and fluid nature of the Screendance medium that 
challenges Mainstream video dance production and consumption.   

 
2) Other Dance Videos and Online Outcomes in 2009 

 
SURLA (14‟00”) 
30 January 2009 Vilte Vaitkute and I shot the performance of SURLA, for 
Choreographer and dancer, Madira Gregurek at the Dance Base, Edinburgh. Vilte 
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edited the video. We used two Sony HDV Z7E Camcorders. This extended my 
practice with the Z7 camcorder.    
SCOTTISH DANCE THEATRE MULTICAM SHOOT  
19-21 February 2009, together with the other MSc Screendance students I shot 
“The Long and the Short of it” (03‟00”) by Caroline Bowditch and Tom Pritchard as 
well as Janet Smith‟s “I thought I heard Somebody Calling” (39‟00”) for the 
Scottish Dance Theatre. This formed part of a multicam workshop with Bob 
Lockyer. This provided me with the skills of multicam shooting and editing - a 
much needed skill in terms of shooting with two or more cameras when in 
professional practice.   
Lorenzo’s Chopping Board (00‟30”) 
Video & edit - Jeannette Ginslov Performer - Lorenzo de Angelis June 2009 gva 
sessions, Lausanne, Switzerland 
Lorenzo de Angelis Interview (02‟00”)  
Video & edit - Jeannette Ginslov Performer - Lorenzo de Angelis June 2009  gva 
sessions, Lausanne, Switzerland 
Gilles Jobin teaches class GVASESSIONS 09 (07‟36”) 
Camera & Edit - Jeannette Ginslov. Gilles Jobin teaches class to gvasessions09 
participants 16 June 2009 at Arsenic, Lausanne, Switzerland.  
Alexandra Macdonald improv (01‟08”)  
Camera & Edit - Jeannette Ginslov. Dancer Alexandra Macdonald improvs at 
gvasessions 09. 18 June 2009 at Arsenic, Lausanne, Switzerland.  
Muriel’s Class GVASESSIONS09 (04‟38”) 
Camera & Edit - Jeannette Ginslov.  Muriel Romero Abellan gives a Laban 
choreographic class to gvasessions09 participants. 18 June 2009 at  Arsenic, 
Lausanne, Switzerland.  
ONLINE CAMERA – LIVE BROADCAST for dance-tech.net – performances at 
Geneva Sessions 09. Camera for live broadcast of Esculturas Humanas and 
Murile Romero. Geneva Session 09/made in Lausanne Théâtre Arsenic 16 Juin 
2009. 
TRANCHE VIRTUELLE – Installation made in jitter in collaboration with Marlon 
Barrios Solano for  Geneva Sessions09, Lausanne, Switzerland. 19 June 2009 
  
 

 
 

Figure 22  tranche virtuelle installation (19 June 2009)  
Photo: Cristian Vogel Copyright: Walking Gusto Productions 
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Transparent  Draggable Flash videos 

During February 2009, in collaboration with Dan Norton, I produced four, five 
second transparent and draggable videos, in Flash, for the internet. The images 
were made from existing footage of Sanctum. With these Flash videos I wished to 
explore the notions of hyper-choreography and Intermedia; exploring the inter-
disciplinary activities that occur between art genres and digital platforms. I wanted 
to bring into focus the questioning of authorship and non-linear narrative models. 
This extends my desire to challenge Mainstream production and reception.  
URL: http://www.iiixxxiii.co.uk/m/JGinslov/sanctum_test.html 

My personal websites and online platforms 
 
The following development of these websites has assisted me in exploring my 
work on the internet, a new step for extending my practice and research: 
http://www.iiixxxiii.co.uk/m/JGinslov 

http://www.youtube.com/WalkingGusto 

http://www.dance-tech.net/profile/JeannetteGinslov 

http://gvadancetraining.ning.com/profile/JeannetteGinslov 

 

3)  Professional Practice  
Outcomes in professional practice that nourishes further research:  
 
a) Screendance workshops – 12 & 14 February 2009 at AFDA, 

Johannesburg,    South Africa. Teaching what I research refines my own 
practice.  

 

 
               Figure 23  Screendance Workshop South Africa (12 and 14 February 2009) 

Photos: Jeannette Ginslov Copyright: Walking Gusto Productions 

http://www.iiixxxiii.co.uk/m/JGinslov/sanctum_test.html
http://www.iiixxxiii.co.uk/m/JGinslov
http://www.dance-tech.net/profile/JeannetteGinslov
http://gvadancetraining.ning.com/profile/JeannetteGinslov
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Emotional Body Workshops (based on Alba Emoting) 
The participants in these workshops confirmed my belief that emotional 
displays are wholly connected to our bodies through the use of the breath, 
tension and facial expression and that cultural difference surfaces as 
defence mechanisms to safeguard notions of taboo. In this way these 
workshops are proof that our emotions are a part of our concrete, authentic 
and intuitive consciousness.  
i) 13 February 2009 for thirty Third Year students from AFDA (The 

South African School of Motion Picture and Live Performance), 
Johannesburg South Africa.  

ii) 08 May 2009 for the Scottish Dance Company, Dundee Rep 
Theatre.  

 
Curatorial practice:  
i) montage video dance festival – 07 March 2009 Johannesburg, South 

Africa and Curator. I founded this video dance festival in South 
Africa, the first ever. I now co-curate this with Gerard Bester.  Also 
shown at: JOMBA! Contemporary Dance Festival, Sneddon Theatre, 
Durban, South Africa - 28 & 29 April 2009, and National Arts 
Festival, 09 July 2009  –   South Africa 

ii) moves09 Africa!  27 April, Manchester, United Kingdom. This forms 
part of the moves:movement on screen festival in Manchester, the 
largest video dance festival in the United Kingdom.  
 

 

                               Figure 24  Jeannette Ginslov (right) introduces moves09 Africa! 
(27 April 2009) Photo: Sabine Klaus Copyright: moves09 Africa! 

 

Curatorial practice affords me direct hands on experience and an insight 
into the selection process, programming, audience reception and cultural 
difference in the making and reception of dance videos, which in turn 
informs my research.  

b)     Interviews and Presentations  during 2009 allowed me to practice the art 
of rhetoric by means of speaking to and about my practice and research for: 

i) http://www.dance-tech.net & http://www.tendu.tv  (20 mins) 7 February 2009  
      Trailer: http://www.dance-tech.net/video/danceplus-presents-jeannette 

http://www.dance-tech.net/
http://www.tendu.tv/
http://www.dance-tech.net/video/danceplus-presents-jeannette
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ii) Rhodes University HOD Juanita Finestone for her book on South 
African Dance Pioneers, 14 February 2009.  

iii) Screen Africa Magazine, a monthly magazine that covers the making of 
new films in Africa.  

iv) GENEVA SESSIONS 09 - 18 June 2009, One hour presentation about 
my research and practice, for participants at the workshop 

v) podcast of Lucy Cash's talk at Dance for Camera Nights at moves09 
Festival in Manchester, discussion led by Simon Fildes 
http://www.southeastdance.org.uk/01introductionsandrole-play.mp3 
 

c)     Runner & lighting assistant for Director Katrina McPherson & Editor 
Simon Fildes for the Crux shoot. 16 and 17 May 2009. Working “hands-on” 
provides one with more experience and insight into the video dance making 
process. This shoot has given me the insight into McPherson‟s process and 
methods of shooting. The edited outcome will become an informed 
montage of how content and form speak to the subject matter in an 
installation environment. 
 

 

                      Figure 25  Jeannette Ginslov on Crux shoot (16 May 2009) 
                    Photo: Simon Fildes Copyright: Goat 

 
4)    Workshops attended 2009 

1) Bob Lockyer – a multicam shoot for Scottish Dance Theatre 2009 
2) Nigel Charnock – a dance improvisation workshop at Dundee Rep 

Theatre 2009 
3) GENEVA SESSIONS 09 with Gilles Jobin, Marlon Barrios Solano and 

Robert Wechsler :  08 to 19 June, Lausanne, Switzerland.   
IMAGE/MOUVEMENT : NEW MEDIATION ON THE PERFORMANCE 
OF MOTION - an interdisciplinary workshop based on image and 
motion, focused on the intersection of interactive media and 
performance,  and on the use of on-line platforms for collaborative 
creativity. This workshop was composed of three interrelated modules : 
1. Dance on (many) Cameras  
2. Interactive – max/msp and jitter technologies 
3. The new internet and the Social Web  

http://www.southeastdance.org.uk/01introductionsandrole-play.mp3
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4) Matthew Burrows & Matteo Fargion– 3x3 Choreographic Workshop, 09-
11 July 2009, Bodysurf, Findhorn 
 

5)  Screenings of  video dance works 

Sanctum I    
1) National Review of Live Art – 13 February 2009, Tramway, Glasgow, 

Scotland  
2) Montage video dance festival  - 07 March 2009, FNB Dance Umbrella, 

Johannesburg, South Africa 
3) moves09  International Festival of Movement on Screen - 27 April 2009, 

Manchester & UK 
4) DANCE:FILM 09 23rd May 2009 Dance with Camera Edinburgh, 

Scotland 
5)  Undergraduate Degree Show June 2009 Dundee University Vision  

Building, Dundee, Scotland 
6)  National Arts Festival – Grahamstown. Olive Schreiner Building. July 09 

2009 12:30. South Africa  
 
Sanctum II 
Undergraduate Degree Show June 2009 Dundee University at Vision 
Building Dundee Scotland 
 
URBANATURE  
17 March 2009, at „Dance in the Urban Environment of the 21st Century' 
Symposium. Dance City, Newcastle UK. 
 

Karohano 
1) Dance Films Association, Dance on Camera Festival, Walter Reade 
Theatre, 08 & 11 Jan 2009, Lincoln Centre, New York City, USA Premiere. 
2) Dance Film Association 17 Jan 2009, Town Meeting (4:00-6pm) in the 
Gallery, Lincoln Centre, New York City:  a panel led by Marlon Barrios 
Solano dedicated to presentations from new distribution platforms: 
TenduTV, Kaltura, Reframe, Dance-Media, and Dance-Tech, for the Dance 
on Camera Community. 
3) 2009 Dance Camera West Festival, 06 June at 20h00 “Screendance: A 
New Visual Language” at REDCAT Theatre in the Walt Disney Concert Hall 
Complex.  Los Angeles, USA. 

 
6)     URLs for viewing dance videos on the internet: 

Lorenzo’s Chopping Board  
http://www.youtube.com/watch?v=suDzYi47ULU&feature=related 

Lorenzo de Angelis Interview 
http://www.youtube.com/watch?v=UatTmIUySLI&feature=related 

 

http://www.youtube.com/watch?v=suDzYi47ULU&feature=related
http://www.youtube.com/watch?v=UatTmIUySLI&feature=related
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Gilles Jobin teaches class GVASESSIONS 09  
http://www.youtube.com/watch?v=Z-dxm9_9vic&feature=related 

Alexandra Macdonald improv   
http://www.youtube.com/watch?v=Wq-nOP4Y42E 

Muriel’s Class gvasessions09 
http://www.youtube.com/watch?v=ycoKX2HYpRM&feature=related 

Julia’s Story    http://www.youtube.com/watch?v=uIGyG1d3MxE 

Sanctum I       http://www.youtube.com/watch?v=MTprxb0_EvQ&feature=related 

Sanctum II       http://www.youtube.com/watch?v=hga0iNRTwQg 

Dance Plus Interview Trailer - TenduTV and Dance-tech.netTV – by 
Creation Editor http://www.dance-tech.net/video/danceplus-presents-jeannette 

 
7)     Production of Podcasts for University of Dundee website: 

  In progress.  

http://www.youtube.com/watch?v=Z-dxm9_9vic&feature=related
http://www.youtube.com/watch?v=Wq-nOP4Y42E
http://www.youtube.com/watch?v=ycoKX2HYpRM&feature=related
http://www.youtube.com/watch?v=uIGyG1d3MxE
http://www.youtube.com/watch?v=MTprxb0_EvQ&feature=related
http://www.youtube.com/watch?v=hga0iNRTwQg
http://www.dance-tech.net/video/danceplus-presents-jeannette

