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1 Introductions 
 

 

 

 
 

Performance Poem1 
 

to engage fully, to dedicate oneself completely 

in being busy with an activity 

to let the activity affect you 

to let the tiny differences in your experience change the thing  

 

at the same time 

noticing 

what this thing is doing to the audience 

and  

to let that become a part of the thing  

simultaneously 

 

 

 

 

 

 

 

 

 

																																																								
1	In	a	workshop	with	Manon	Santkin	I	was	asked	to	reflect	upon	what	skills	I	appreciated	the	most	when	watching	
someone	perform.	I	concluded	with	this	long	text,	which	became	a	poem	when	I	typed	it	into	my	computer.	
(DOCH:	Stockholm,	September	5-16,	2016)	
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affect1 
VERB 
[WITH	OBJECT] 

Have an effect on; make a difference to: 
‘the dampness began to affect my health’ 
[with clause] ‘your attitude will affect how successful you are’ 
Touch the feelings of; move emotionally: 
‘he was visibly affected by the tragedy’ 
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Situation       
 

Part one- This situation  

Dear reader. Welcome to this text.2 I would like to inform you about the context of the 

writing and share some thoughts that have been on my mind lately. As you might know, this 

text is a part of my degree project. As I am doing a bachelor in dance performance within a 

Swedish university, it is mandatory to work on a project during a semester within the format 

of artistic research (if you don’t know what that means, you might like to comfort yourself 

with the thought that there is confusion hovering on the topic in general, also you might have 

an interest in continuing reading this text, which could give you some information, despite its 

lack of conclusions).  

 

Part two – This situation (meant in a broader sense) 

The dictionary defines research as “a systematic investigation in order to establish facts and 

reach new conclusions”. My first impulse is rejection. Why would art want to fit into such a 

system, where purpose and result is required? For a long while I was busy making arguments 

for why this was a bad idea. I was prompting that dance exists in another realm than language, 

that dance as a real time experience should not aim to be understood. I had a strong notion of 

how I wanted to make and perform dance, and I thought that definitions would inhibit the 

work from working. 

 

Part three- A shift in this situation 

Have you ever checked the word artistic in the dictionary? I did it and found definitions such 

as “natural creative skill” and “aesthetically pleasing”. I felt a responsibility to act, to affect 

the dictionary. I know of very few artists (producing works which I am interested in, based on 

values that I respect and support) who would identify their work with these definitions. 

Maybe it is not such a bad idea to interact with this academic system that defines us after all.  

 

Part four- Change  

Learning to dance is to build a whimsical kind of knowledge. There are certain things a dance 

does to you and teach you, at the same time you cannot expect it to. As dancing demands a 

																																																								
2	This	text	is	inspired	by	the	format	of	Pavle	Heidler’s	text	”My	Value,	Your	Value,	Our	Value”	which	I	found	in	The	
Swedish	Dance	History	(Since	the	book	does	not	have	a	content	list,	and	is	so	thick	it	was	not	possible	to	find	the	text	as	I	
was	making	this	reference,	herefor	I	do	not	have	a	page	number	to	refer	to)	
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shift of attention, it has informed me quite a lot. I do not know if it has taught me “new” 

things but at least it has changed how I relate to things I thought I knew. I guess that is it, 

dance connect things in new ways, it makes you notice stuff. Complex networks that is. I can 

reassure you that there is discomfort and hopelessness arising when one is asked to describe 

an outcome of such an activity.  

 

Part five- Feeling different 

The verb affect means to act on something, an action of producing difference. I am dancing to 

engage in this experience, a continuous negotiation. Could this negotiation be understood as a 

place, a sort of location to linger in? If so I believe it must be in-between that which appear as 

obvious, defined, solid. I work with movement as a material. Could this negotiation take place 

in-between moving and being moved? To practice being in such a place might be a practice of 

approaching things, people, thoughts and concepts through becoming sensitive to tendencies 

of movement within myself and other stuff that appears rigid at first sight.  

 

Part six – Looking back 

I usually stand for half an hour. It is important that the feet stay in the same place. Limits 

make subtle things observable. They also make sure you feel change in a hard-core way. It is 

not that I am super interested in standing itself, I like what it does to me and I like to feel the 

moist that accumulates in-between the soles of my feet and the floor. When practicing dance I 

get the notion of knowing something differently. How does this knowing something 

differently change things? 
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Third attempt to introduce (Proper introduction) 
“No to moving or being moved” is the final line in Yvonne Rainers No manifesto3, from 

1965. A manifesto that has come to symbolise the paradigm shift where dance became an art 

form working in, on and of itself. The manifesto’s explicit denial of the purpose, value, and 

motive prompted by modern dance and ballet (the history of western dance performance) 

communicates which conventions the Judson Church dancers crossed, as they established a 

platform for dance in the middle of the 60’s progressive art scene in New York. Historian 

Sally Banes describes the manifesto as a strategy to demystify dance and movement. She 

comments the following on Rainer’s work Trio A; “Movement itself became like an object, 

something to be examined coolly without psychological, social or even formal motives” 4. She 

concludes that through moving in a matter-of-fact, direct, nonillusionistic, unexaggerated and 

unempathic way, Rainer managed to create a framework that allowed one to look at 

movement for movement’s sake.5 

 

There is something with this utterance that does not make sense to me. To repeat what I just 

said; according to Banes, Rainer was rejecting moving and being moved through working on 

movement for movement’s sake. The whole thing seems slightly contradictory.  You might 

think that this utterance is clear. Apparently it is not that kind of movement she is rejecting in 

the manifesto. What she is rejecting is movement occurring on an emotional register, moving 

as “to arouse a strong feeling, especially sorrow or empathy” 6 not moving as transitioning 

between forms in space, from one position to another. 

 

 To invest time exploring movement for its own sake has been an important part of my 

interest within dance, and this might not have been possible without Rainer and other Judson 

dancers’ explicit rupture from the earlier traditions of modern dance. After this big step 

Rainer took in the opposite direction, there is a space where I can look at nuances. I want to 

ask how we can distinguish moving as “to arouse a strong feeling, especially sorrow or 

empathy” and moving as transitioning between forms in space, from one position to another. 

Is it two fundamentally different activities and concepts? Is an unexaggerated and unempathic 
																																																								
3	Manifesto	project	“	Yvonne	Rainer:	No	manifesto”.	Accessed	December	31,	2016	
http://www.1000manifestos.com/yvonne-rainer-no-manifesto/	
4	Sally	Banes,	Therpischore	in	Sneakers:	Post	Modern	Dance,	(Middle	town:Wesleyan	University	Press:	1987)	43.	
5	Banes,	Therpischore	in	sneakers,	15.	
6	Oxford	Living	Dictionaries,	”Definition	of	move	in	English”,	Acsessed	17	december	2016,	
https://en.oxforddictionaries.com/definition/move	
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approach to movement the only way for movement to be valued as dance and as art for its 

own sake? 

 

The main questions 
In the introductions I have ventilated many thoughts on what this project is and has been for 

me. That is experiences, pleasures, interests, problems and questions present in my practice of 

dancing. More specifically, the dancing I engage in, in this specific project, a project named 

What the dance did to me as I was doing it. Throughout this paper I wish to give insight into 

my dance practice that I do in a studio and the overwhelming, non-linear knowledge that it 

produces. I am insisting on this being an artistic project. However I want to explore how this 

can work without protesting against the academic research format as I write my bachelor 

thesis categorised as artistic research. I aim to share with you my experiences from the studio. 

Methods for sharing and developing an understanding for these experiences are spinning 

around the question: How can I practice moving and being moved? Performing and dance 

making are always present in my studio practice, these two elements are of prime importance 

in this research. Also I sometimes refer to complex theories of art and of movement, written 

by scientists and philosophers. This is because I find it thrilling without knowing more than 

fragments of it. In other words, I will refer to theories that I do not understand. I will use such 

information and not consider its context and its totality.  

 

In the first chapter I briefly contextualise my work and situation as a dancer in relation to 

history and important influences. 

 

In the second chapter, Dance Matters, I focus on the question: How can I work with 

movement and dance without justifying it through other value systems than itself? I share 

problems and methods from working with art in an academic format.  I want to show the 

tension that lies in-between art, science and philosophy based on my own difficulties with the 

relation between dancing, reading and writing. I have experienced that the academic format 

requires me to question the value of dance. I bring up the writers Karen Barad, Susan Foster 

and Mark Johnson. 

 

In the third chapter, Movement and Affect, I fumble around the philosophical concept of 

affect and question: What is affect and how is it related to movement? I look at theories on the 
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topic through thinkers Gille Deleuze, Simon O’Sullivan and Bojana Cvejic and their 

discussions of Henri Bergson’s Theory of Movement, in dialogue with my thoughts and 

opinions on the notion of moving and being moved. I speculate on whether there is a 

difference between working on affecting or being affected in the meaning of the verb, or to 

work with the philosophical concept of affect and its potential to be material for a dance. 

 

In the fourth chapter, Writings on Practice, I share my work from the studio. How can I work 

on making and performing dances with the interest being what movement does? I give an 

account of how I use methods from choreographer Deborah Hay’s practice. The following 

texts aim to show how I work  when I practicing dance, through the formats score and self 

interview. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



	 11	

1 Context 

 
Post Judson dancer?  
There are many direct links between how I have practiced dance the three last years as a 

student in the BA in dance at DOCH and the shift that happened with the Judson Church in 

New York in the 60’s. A loosely organised collective, but at the same time pioneers of a 

vague period often referred to as postmodern dance. It was not only the artistic products in the 

dance scene of the 60’s that shifted, also the working conditions for dancers, and the given 

content or purpose of training dance was affected. 

 

Since the first modern dancers threw away their ballet shoes there has been an aim of 

including the choreographic and performative aspect of the dance art a in the training. 

Choreographic methods became a part of a dancers7 practice in the Judson Church 

community.8  I will refer explicitly to the choreographer and dancer Deborah Hay’s methods 

in the last chapter.  

 

In the book Eclectic Bodies, Melanie Bales writes  “The Judson artists deconstructed the 

dancing body in order to see what was there to be discarded, played with, embraced, laughed 

at or simply experienced.”9 

 

She lists factors for what might characterize the training of a “post Judson dancer”. I have 

selected and reformulated three that fits the conditions for this project. 

 

1) Not aiming to become an expert in one style or technique, rather developing a skill or 

technique in transitioning in between different styles and techniques. 

2) Including dance making and performing in the training. 

3) Engaging in dance as a continuous inquiry of living and making art10 

 

 

 
																																																								
7	I	am	not	talking	about	dancers	in	general	after	the	60’s.	The	ballet	dancers,	modern	dancers	and	commercial	dancers	
were	still	many	more	than	this	kind	of	dancer,	which	Bales	refre	to	as	a	”post	Judson	Dancer”.		
8	Melanie	Bales	the	body	eclectic,	(Chicago:University	of	illinois	press:2008),	30.	
9	Bales,	The	Body	Eclectic,	30.	
10	Bales,	The	Body	Eclectic,	39.	
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2 Dance matters 

 
I think the question of how dance is meaningful can be approached in extremely many ways. 

Is this a question of aesthetic theory? Of science? Of culture studies and human psychology? I 

have problems choosing one approach to my problems and end up fumbling in between many. 

I find myself in a situation where I do not have the time to do a thorough reading, analysis or 

critique of any theory. This might be a symptom that is common for the freelance dancers 

learning process today, an overstimulation of information, a practice of moving in-between 

practices and techniques instead of becoming an expert in one. The number of choices and 

possibilities of what to do and how to do it increase the more I work. The desire for 

knowledge and different points of view brings forth a theoretical tension between science and 

art, nature and culture. 

 

Art as experience 
My understanding of what art is and how it works is important for how I work in the studio 

and in writing. I follow the idea of John Dewey from his book Art as Experience that art 

looses its significance when separated from its operation in experience (both the experience of 

the artist in the process of making and in the process of (in the case of dance) the audience 

meeting the work). He claims that “Art is remitted to a separate realm where it is cut off from 

that association with the materials and aims of every other form of human effort, undergoing 

and achievement”11. I believe that art is to share a specific experience. It has the quality of 

being specific because it is constructed, planned somehow. It can be argued that art is a 

disruption from everyday life, that art itself can be defined by its difference from that which 

we know. Art produces a difference in the way one perceives.  

 

When I go to the studio to dance it demands a shift of attention. This shift produces a change 

in my perception. It makes me feel differently than when I am walking on the street. It makes 

me think other thoughts. To work on dancing is to work on experience. It is valuable to 

practice because it is valuable to experience. I believe that through training dance we are 

building knowledge in how to manipulate, edit and monitor our own experience.  

 

																																																								
11	John	Dewey,	Art	as	experience,	(Penguin	Books:	New	York,	1934)3-6.	
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In the situation of a performance I believe it is required much work in a very specific way for 

“the work” to become “the thing” or “the dance”. A lot of dance is “about something” when it 

is performed. 12 This “aboutness” usually demands a lot of attention. In my work with 

movement I aim to work in and on the movement rather than building movement to express a 

theme. I want the audience to experience the work that I am busy with. 

 

I experience it as demanding to write about the meaningfulness of such experience.  

 

Experiential bibliography 
How can I combine my artistic work, which deals with concretely felt experience with writing 

and reading from academic fields of study?  

 

I have felt a need to somehow ground the literature I read in my experience of dancing. My 

supervisor Chrysa Parkinson, professor in dance at UNIARTS, is working on documenting 

experiential learning processes. She has a long career as a dancer, something that she has 

insisted on. Instead of, as many other dance artists, becoming a choreographer, she has 

worked on sharing the value of dance as artistic practice. As my supervisor she proposed that 

I could use a method that she has developed called “Experiential Bibliographies” in relation to 

my reading. In this chapter it explicitly contributes to shifting the hierarchy between dance 

and academia, and allows for physical experiences to validate a reading list, rather than using 

theories that I have read to rationalize artistic decision-making. This method contributes to 

valuing and emphasizing the meaningfulness in work that I think cannot and should not be 

measured or contested. The statements underneath has derived from dancing, the work I am 

busy with in the studio. The references does not refer to litterature, but the contexts, I can 

trace these experiences back to. Each statement attempt to justify why I chose to read these 

books for this project. The different books have their own section. 

 

 

 

 

 

																																																								
12	Here	I	refer	to	Commercial	dance,	Modern	dance	and	Classical	Ballet.	However	there	are	also	nuances,	for	example	
the	notion	of	movement	for	movement	sake	is	present	also	in	Ballet	(Balanchine),	and	Cunninghams	work	(which	
share	similarities	of	both	modern	and	postmodern	dance).		
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Some statements or;  

Why I read a book called Choreographing Empathy13 

 
I have experienced that to make a shift in how I gaze changes how my body directs itself 

through space.14 

 

I have experienced that if I turn all of my attention fully towards gazing as if it is an activity 

my whole body is doing, it makes me extremely alert and sensitive to the surface of my 

body.15 

 

I have experienced that working consciously with my gaze makes me see things as matter-of-

fact, shapes, colours, directions, proximity and distance. This is producing movement.16 

 

I have experienced that closing my eyes brings a bodily awareness, that allows me to sense 

the weight of my own body. This often makes me feel calm.17 

 

I have experienced that I can work on negotiating this calm sensation with the alertness of 

visual information when I open my eyes. It is a negotiation where I aim to maintain the 

feeling of the past but at the same time absorb in new information. 18 

 

I have experienced that looking in to someone else’s eyes while dancing produces a decision-

making that is difficult to be in control of. As if the dance is done in-between us. 19 

 

I experience that I can monitor to what degree my perception is affecting me, it is a 

negotiation between giving up and controlling 

 

I have experienced that by very carefully paying attention to something (this being fictive or 

real, a lamp, a bone in my body or a person watching me) it is as if everything material 

rearranges around this.  

																																																								
13	Susan	Leigh	Foster,	Choreographing	Empathy:	Kinesthesia	in	Performance.	(New	york:	Routledge,	2011)  
14	Studying	Flying	Low©	with	Sofia	Rodrigues	(Class	DOCH:	Stockholm,	September	7-16	2016)	
15	Practicing	Gazing	(That	Choreographs	Us)	by	Benoit	Lachambre	(Performing,	DOCH,	Stockholm,	May	2015).	
16	Sudying	What	if	I	presume	that	what	I	see…	with	Ulrika	Berg	(Class,	DOCH:	Stockholm,	Autumn	2015)	
17	Studying	Klein	Technique©,	with	Karin	Jameson	(DOCH:	Stockholm,	Autumn	2015)	
18	Studying	with	Ulrika	Berg	(Class,	Stockholm:DOCH,	2015)	
19	Studyin	with	Linda	Adami	(Workshop,	Stockholm:	DOCH,	2016)	
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I have experienced that I can make choices of how much of my own experience I share on 

stage.  

 

I have experienced a difference in moving as being similar to the difference of speaking and 

listening; it is as if the moving is either more action or more perception. (performing a period 

of) 

 

I have experienced that when I am still I am moving. (practicing bmc) 

 

I have experienced that when dancing with a group I also use other sensations than seeing and 

listening to navigate in space. 20 

 

I have experienced collective beginnings and ends of dances where the decision is made 

collectively without any agreement on how to make it. 21 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

																																																								
20	Performing	DerBau	by	Isabelle	Schad	(Repetoir,	Stockholm:DOCH,	March	2016)	
21	Studying	Marshall	arts	techniques	with	Cyril	Baldry	and	Tilman	O’donnal	(DOCH:Stockholm	November	2014)	
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Some statements or; 

Why I read a book called Meaning of the Body: Aesthetics of human 

understanding 22 

 
 

I have experienced my situation in space23, how I move, and how I pay attention to my 

movements24 as important and being loaded with meaning. It is as if this meaning is 

immanent to the experience of the movement, without being or having the possibility, at least 

not simultaneously, to be defined in language. 25 

 

I have experienced that there is a sense of direct intuitive judgement that feedbacks me on 

whether the thing I am doing is working or not. This is often without me even defining in 

language what it is that I am doing. 26 

 

I have experienced that bodily activity can change a room.27 

 

I have experienced an attraction towards certain directions, pathways28, qualities and patterns. 

 

I have experienced a direct link between working with certain movement practices and the 

way I relate to time. 29 

 

 

 

 

 

 
																																																								
22	Mark	Johnson,	The	meaning	of	the	body:	Aesthetics	of	human	understanding.	(Chicago:	University	of	Chicago	Press,	
2007).	
23	Making	the	solo	A	period	of	(DOCH:	Stockholm	March	2015	
24	Practicing	Sound	and	Movement,	with	Alma	Söderberg.	(Student	in	workshop	DOCH,	Stockholm	Autumn	2015)	
25Practicing	Dance	a	Day,	with	Eva	Meyer	Keller	(Student	in	workshop	DOCH:	Stocholm,	January	2015)	
26	Practicing	improvisation	with	audience	and	enter/exit	with	Jan	Burkadt	(DOCH:Stockholm	autumn	2015)	
27	A	semisynthetic	dance	(Performing	at	HZT:Berlin	with	Frederike	Doffin,	May	2016)	
28	”Pathways	and	Positions”,	score	by	Oda	Brekke	(performed	with	Vincent	Johnson,	Umeå,	June	2016).	
29	’Fascia	meditation’	with	Margret	Sara	(DOCH:Stockholm	Spring	2016)	
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Some statements or; 

Why I read a book called Meeting the universe halfway: Quantum Physics and 

the Entanglement of Matter and Meaning 30 

 
I have experienced that the notion of limits (or of an inside and outside of bodies) change 

when I dance. 

 

I have experienced myself as a mass of gel intertangled through dynamic connections.31 

 

I have experienced severe frustration over the sometimes very simplified and linear relation 

between anatomy and movement as constituting an ontology of a dancing body, it just does 

not seem complex enough.32 

 

I have experienced a problematic and important relation between the observer and the 

observed (which in dance often is the same) through dancing. 

 

 

 

 

 

 

 

 

 

 

 

																																																								
30	Karen	Barad,	Meeting	the	Universe	Halfway:	Quantum	Physics	and	the	Entanglement	of	Matter	and	Meaning.	Durham,	
North	Carolina:	Duke	University	Press.	2007	
31	’Fascia	meditation’	with	Margret	Sara	(DOCH:Stockholm	Spring	2016)	
32Discussion	in	BMC©	Class	with	Frederic	Gies	about	reality	and	anathomy	(DOCH:Stockholm,	February	2016)	
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A following conversation 
 

I think the knowledge I have from working with dance influences how I understand concepts 

and theories concerning movement and performance in contexts where these terms are not 

related to dance. 

 

Of course it is related to dance if you read a text (?) I mean you dance a lot. 

 

You have a point. So from here on we agree on that all experiences and knowledge we have 

will affect how we learn and experience. 

 

This summer I read this very heavy book (both weight and content), Meeting the Universe 

Halfway :Quantum Physics and the Entanglement of Matter and Meaning. It is a book by 

Karen Barad33, where she discusses quantum physics, performativity and ethics. The 

complexity of it makes me very exited, and through reading it, my understanding of dance 

shifts. It is as if she put words on strong notions that I have, but that I do not know how to 

explain or relate to. I felt that the book was dedicated to my dance practice. 

 

But it’s not. 

 

No, but I felt that way. 

 

So how you read it affects the text? 

 

Yes, or at least my experience of the text. 

 

What is the difference?   

 

																																																								
33	Karen	Barad	is	a	Feminist	theorist	known	particularly	for	her	theory	on	agential	realism.	
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Good point. So from here on we agree on that how we perceive something changes what we 

perceive. This is something I can recognise from working with movement. 

 

 

I think dance could be understood as a medium where movement is translated in between 

materials, places and structures. If I run across the stage my body’s movement will move 

other materials, which might be perceived as for example wind on the skin or sound in the 

ears of the audience.  

 

It is interesting for me to consider that this does something to the experience of the audience. 

Maybe it also moves them (in a matter-of-fact, direct way)?  

What about the visual information, the dance that is seen, how is that moving them? 
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3 Movement and affect  

 
Until now I have been mentioning the verb affect. In this chapter I also aim to understand 

better the philosophical term affect. It is slightly complicated and therefor this chapter is filled 

with quotes and speculations. It is a collage staged as a fictive conversation between myself; 

Oda the Dancer, the French philosophers; Henri Bergson (1990-1922) and Gille Deleuze 

(1925-1995), performance theorist and maker; Bojana Cvejic, professor of art theory and 

practice at Goldsmiths University of London; Simon O’Sullivan and the Oxford Online 

Dictionary. The conversation is made up by actual quotes and by my interpretations of the 

thinker’s texts Cinema 1:The Movement-Image34, Choreographing Problems: Expressive 

concepts in Contemporary Dance and Performance35 and ‘Aesthetics of Affect’36.  

 

 

Movement 
Oda the dancer If I want to work with movement for movement’s sake, the work could be to 

not have an agenda but the experience of movement. That could mean that the value system I 

work within should favour this experience when navigating in the work. To me it makes sense 

to think of movement as a process, as something towards something, an activity, a dynamic 

force or power. A capacity that is not here or there but in motion, active, working, operating 

on stuff. It does not make sense for me to examine it as a distinct object disconnected from its 

environment.  

 

 

 

Affect- a verb and a noun 
Oxford online dictionary. The verb affect means to act on, to make a difference to. 37 

Oda the dancer It might be exactly what I indulge in when dancing. 
																																																								
34	Gilles	Deleuze,	Cinema	1:	The	Movement-Image.	Trans.	Hugh	Tomlinson	and	Barbara	Habberjam	(London:	The	
Athlone	Press,	1986)	
35	Bojana	Cvejic,	Choreographing	Problems:	Expressive	concepts	in	contemporary	dance	and	performance.	(London:	
Palgrave	Macmillan,	2015)		
36	Simon	O’Sullivan,	“Aesthetics	of	Affect”.	ANGELAKI:	Journal	of	the	theoretical	humanities	3	(2001):	
37	Oxford	Dictionaries,	Definition	of	Affect	in	English,	Accessed	January	1,	2017	
https://en.oxforddictionaries.com/definition/affect	
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Oxford online dictionary Though sharing the similarity of influence, affect should not be 

confused with effects, which refer to a product or result of something.  

Oda the dancer Though there might be effects of affect. 

 

Oxford online dictionary Affect can also be a noun. 

Oxford online dictionary In the field of psychology the noun affect is understood as a feeling 

or emotional response.  

 

 

Affect- a philosophical concept 
Oda the dancer Affect is also a philosophical concept. I think it is quite related to my dance 

practice. 

 

Bojana Cvejic “One of the crucial arguments of [Gille Deleuze’s book] What is philosophy? 

Is that the division of philosophy, science and art should be strictly maintained through their 

domains of creation: concepts for philosophy, functions for science and percepts and affects 

extracted as blocks of sensations for art”38 

 

Gille Deleuze “What do you do [Oda the dancer]? What you invent are not concepts - which 

are not your concern- but blocks of movements/duration.”39 

 

Henri Bergson Affection is “a kind of motor tendency on a sensible nerve ”40 

 

Gille Deleuze “That is, a motor effort on an immobilised receptive plate” 

 

Gille Deleuze This is exactly what I write about in my book Cinema 1:the Movement-Image. I 

make a critical analysis of Bergson’s theory on movement and cinema. There are three 

varieties of the Movement-Image (Action-Image, Perception-Image and Affection-Image)  

 

Gille Deleuze “Affection is what occupies the interval [the in-between of perceptive and 

active], what occupies it without filling it in or filling it up.”41  
																																																								
38	Cvejic,	Choreographing	Problems	57.	
39	Cvejic,	Choreographing	Problems.	
40	Deleuze,	Movement-Image	74.	
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Oda the dancer  I mainly read the part about the affection image  in this book. I guess my 

everyday understanding, or maybe my danced understanding of perception, action and 

affection might be different than the philosophical concepts, which I do not know if I know, 

but this really makes sense to me, somehow. The relation between perception and action can 

be a very crucial aspect of the experience of dancing. 

 

Oda the dancer  I have the notion that what we are talking about is something very tiny. I also 

get the notion that it has something to do with experience of movement, very tiny movement, 

but maybe very big experiences. 

 

 Gille Deleuze “It surges in the centre of indetermination, that is to say in the subject, between 

a perception which is troubling in certain respects and a hesitant action. It is a coincidence of 

subject and object, or the way in which the subject perceives itself, or rather experiences itself 

or feels itself from the inside”42 

 

Oda the dancer  Yes, right.  

 

Oda the dancer  Hmm. 

 

Oda the dancer  I experience dancing as a continuous negotiation between perception and 

action. The information and activity I am busy with can be sensory information and activity 

on a very small and delicate scale. It therefore asks for a fine-tuning of one’s perception and 

motor system.  

 

Oda the dancer Also what you say about experiencing oneself as affection, it is almost the 

same definition as how Thomas Hanna, defines somatic practice!43 

 

Simon O’Sullivan I think affects are easier understood as “Matter in us responding and 

resonating with the matter around us”.44 

																																																																																																																																																																													
41	Deleuze,	Movement-Image,	73	
42	Deleuze,	Movement-Image,	73	
43	American	philosopher	1928-1990	First	used	the	term	to	name	practices	integrating	mind	and	body.	“Soma”	is	a	
Greek	word	meaning	“the	living	body”,	which	Hanna	redefined	as	“the	body	felt	from	within”.	Somatics	described	his	
practical	educational	program,	a	journal	he	edited	and	a	developing	society	of	practitioners	within	the	field	of	integral	
body	mind	practices,	which	in	turn	has	had	a	big	impact	on	contemporary	dance.	
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Oda the dancer  That sounds exactly like what I would like to pay attention to when dancing. I 

am certainly busy with how different materials act in relation to each other. A play between 

resisting and giving in-to forces which are presently working on and in my body.  

 

Simon O’Sullivan affects are “immanent to matter, at least immanent to experience. More of 

experience and less of knowledge, of pushing the boundaries of what can be experienced.”45 

 

Oda the dancer  I think you are being a bit ignorant about what knowledge is or can be, why 

make such a dichotomy between knowledge and experience? I think that when I am dancing I 

build a knowledge that is dealing with the qualities of experience, and maybe even of pushing 

the boundaries of what can be experienced.  

 

 

Simon O’Sullivan Well I have also been thinking about the relation between feelings and 

affect and I have come to the conclusion that feelings, emotions and thoughts are effects of 

affect.46 So if we agree that art produce affects, we can say that it also produce feelings 

thoughts and emotions, but that we should consider this a bi product. I mean if it is not flat 

representation it cannot work on producing a specific feeling, thought or emotion with all 

audience members. Rather, this is individual experiences in the different audience members.  

 

Oda the dancer  Hmm. If affects are movement, (or at least sort of in-between something 

closely related to movement) and its effects are thoughts, feelings and emotions – could this 

be a framework that allow us to understand moving (to arouse a strong feeling, especially 

sorrow or empathy) and moving (in between forms and shapes) as potentially being the same 

activity? 

 

Meeting the audience 
Oda the dancer  I am curious of how affect is a material for me as a performer.  

 

																																																																																																																																																																													
44	O’Sullivan,	“Aesthetics	of	Affect”126	.	
45	O’Sullivan,	“Aesthetics	of	Affect”	126.	
46	O’Sullivan,	“Aesthetics	of	Affect”	129	
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Oda the dancer  I want to explore how it is related to my knowledge on dance and movement, 

and if there is a way to practice the action of becoming affected or affecting. Is it enough to 

just move? 

 

Oda the dancer  It definitely has something to do with interactions. 

 

Oxford Online Dictionary To interact could be more specifically described as indulging in 

reciprocal relations, relationships defined by their two active sides.  

 

Gille Deleuze The word affect, as a noun, can only exist in-between such relations. 47 

 

Oda the dancer  The audience affect me as a performer. It is different to perform a dance for 

them than to perform it alone in the studio. Their presence makes a difference in me. To 

understand this is also to understand them as active participants of the situation. Since the 

performance is happening in real time, the only way in which I can work on performing is to 

practice real time interactions. It is not just me acting, it is me interacting with my 

environment. This is a way for me to practice performance by myself, by recognising that 

there are things and people, imaginary or material, that I can interact with.  

 

Oda the dancer Perception is material for me as the performer, and it is also what occupies the 

audience, though there is  a big difference in what we are perceiving. Watching someone 

perceive is somehow making you perceive what they perceive, but still not. This is something 

to deal with.48 

 

 

 

4 Writings on practice 

 
In this chapter I share methods and material from the studio. Could learning to dance be 

defined as a becoming sensitive towards ones experience of movement? Is that the main 

																																																								
47	Deleuze,	Movement-Image,	73	
48	This	dilemma	was	a	comment	from	Chrysa	Parkinson	on	my	work	during	the	supervision		(DOCH,	Stockholm,	
November	2016).		
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principle I follow when making and performing dance? Is this the way I can practice affecting 

and becoming affected?  

 
 
Deborah Hay 
Deborah Hay works with “the cellular consciousness process function as a way movement is 

resourced (an improvisational tool), the training, the performance and the choreography all 

rolled into one.”49 I have met some of her principles of working through her lecture No time 

to fly,50 in classes with Ulrika Berg, workshops and mentoring with Chrysa Parkinson, and 

through reading in her book My Body the Buddhist. I am interested in how she manages to 

make clear tasks where movement seem to be a resource for experience and where experience 

seem to be a resource for movement.  

 

There are three things that I have explicitly used from her work as methods in this practice. 

1) Imaginary audience51 

2) Feedback52 

3) Connection between learning dancing and making dances53 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

																																																								
49	Bales,	Body	Eclectic,	31.	
50	DOCH	Stockholm	2016.	
51	Workshop	on	Own	Studio	Practice	with	Chrysa	Parkinson	(DOCH,	Stockholm	autumn	2014)	
52	This	principle	I	have	worked	on	with	in	Ulrika	Bergs	classes;	It	is	to	play	with	a	task	in	relation	to	movement	
without	investigating	causal	relations,	rather	assuming	relations.	
53	Deborah	Hay,	My	body	the	buddhist,	(	Middletown:Wesleyan	university	press:2000),	Foreword	by	Susan	Foster	:	xi.	
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feedback 

 
I	am	moving	and	feeling	the	movement	simultaneously 
feedback	is	maybe	the	same	as	affect	

affect	is	a	notion	between	perception	and	action	

like	feeling	the	movement	and	moving	

perceiving	and	acting	

is	simultaneously	on-going	

as	the	information	is	not	before	or	after	one	or	the	other	

moving	is	action	

being	moved	is	perception	

maybe	moving	is	equally	perception	

and	the	other	way	around	

still	I	negotiate	in	between	them	

by	paying	attention	

noticing	

to	feed	something	back	

is	immanent	to	movement	and	matter?	

to	experience?		

to	practicing	sensitivity	

to	the	experience	of	movement	

also	matter-of-fact	direct	movement	

feedback	is	the	return	of	a	fraction	of	a	product	that	amplifies	itself	

it	is	not	a	reaction	

there	is	no	distance	in-between	

it	is	in	it	self	

and	in	other	things	

at	the	same	time	
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                                  Self Interview on Warm-up 

 
Why are you interested in a warm up? 

 

I am interested in how dance changes my experience. There is a connection between how I 

work consciously with physical activity and how it affects me. When I go to the studio to 

dance it demands a shift of attention, it makes me feel my body “more” than when I am 

walking on the street. This shift produces change and it makes me sensitive. 

 

So it is the first moving you do when coming to the studio? 

 

Mm, not necessarily. 

 

How do you start moving when you come to the studio? 

 

I really like to have long warm ups. I take a position. Sometimes standing, sometimes lying 

down, sometimes sort of in between. I start by feeling the surface of the floor towards the 

surface of my body. I shift my attention. I try to spread it out to sense and feel my body in this 

particular position. I close my eyes. By acknowledging or affirming the situation, I produce 

bodily reactions. I start noticing things I did not know. It is as if the listening makes listening 

possible. I become sensitive for sensitivity. Memories from sensations that I might not be 

consciously thinking of are present in a warm up, my flesh knows. 

 

But aren’t these things present in dance in general, I mean a bodily attention or awareness? 

 

Yes, but in warm ups the point is to do simple things in order to heat up the body, to make it 

ready no matter what condition it is in. I do this through certain principles. I listen to how 

they are working on my body as my body is working on them. 

 

But principles are so different from different kind of warm ups, I mean warming up is a 

preparation, right? So I guess what you are preparing for is relevant for how you prepare? 
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Yes, it is different. This is why I am interested in it. I have done so many different dance 

practices. Which all demand completely different bodily activities. The bodily work is not 

necessarily conscious, but it needs sort of a conscious start. As a warm up, where there is a 

very solid concentration. I experience that it generates itself. If I need to focus on something 

else later I can trust that it will continue sort of by itself. If I run I do not get cold just because 

I slow down to a walk, cause there is a process going. 

 

So you mean that a warm up is more conscious work than for example performing? 

 

Somehow, or it depends but it is OK to drown into feeling and sensing and it is somehow 

crucial to make a change, a change in terms of activity and attention.  

 

Are the principles deciding how you perceive? 

 

Yes, I mean they are the starting point of where I put my focus. The work is listening to how 

your materials move, or how the movements follow your structure.  

 

And what makes you interested in this experience? 

 

Warming up is my favourite thing to do. The value in it is basically perception and affect. 

 

That is very contradictory, as the warm up is in order to prepare for something else? 

 

Yes. I want to use it as preparing without thinking of preparing or, do you get what I mean? 

 

Yes, if art is to share an experience, I would like to share this experience. An intense 

concentration towards listening to what is there. 

 

When you say listen, what do you mean? 

 

I like the word listen because it is not the same as hearing. Hearing is to perceive sounds. To 

listen is to care for the sounds, it is a soft alertness. I often project my focus as to perceive an 

area, or a structure or a shape. I engage in a sort of inwards gazing, but it is not with the 

intention of looking for something–it is with the intention of noticing what is there. 
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But you just mentioned art and that warm up is an experience you like. Could you elaborate? 

 

I don’t know, it’s more like, often I appreciate the warming up more than the dancing because 

I like when things are simple, concentrated and repetitive. I guess that is an aesthetic interest I 

have. I like the experience of change. If one is standing still it is easier to pay attention to 

what is changing.  
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                Grounding – A score for the performer 

 
           Grounding is practiced barefoot standing up. 

           Grounding is a skill that helps when sharing tiny and subtle things with the audience. 

 

 

1. Give up, nothing matters. 

Take care, everything has meaning. 

2. Feel how the soles of your feet are adapting to the surface you are standing on. 

3. Feel the weight of your body. 

4. Notice two objects or points of reference within your view. Consider the relational 

distance between the three of you. In silence, tell yourself “the.. is there, I am here” 

“The... is there, I am here”54 

5. Notice a person in the room. Do the same with that person and one of the objects that 

you already referred to. 

 

 

 

 

 

 

 

 

 

 
																																																								
54	Ida	Sidenvall,	Performance	method	(performing	her	piece	I	dont	even	know	if	she	likes	water,	CCAP	svarta	huset,	
autumn	2015)		
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                                         WHEREABOUTS: A SCORE 

 

 

Part 1: Warm-Up (no seeing) 

 

Close the door, place your feet, close your eyes. 

Stand for a long while. 

 

Part 2: Meeting (Legs) 

 

(Door opens, audience members enter and sit down on the chairs in front of you)  

Open your eyes, stay with your feet in the same place, continue standing. 

 

Maintain the activity from the warm up. Aim to share how it has affected you. Allow the 

change in the room to affect you. Keep your visual field open, aim to see everything that 

enters it equally at the same time. 

 

Let your gaze be soft and the transition slow. 

 

When they have all sat down: 

 

Continue standing.  

 

Do the 5 steps from Grounding: A Performance Score55 

 

Continue standing. 

 

See them, and invite them to look at you.  

Acknowledge how they are affecting you, and how they become affected by you.  

Move on together. 

 

 

																																																								
55	Pp	30.	
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Part 3: Place, pathway, position (Spine) 

 

Become aware of the space that you cannot see. Listen, and follow. 

 

Let all your notions of rightness guide you in a walk to another place. 

Let all your notions of rightness guide you to a position. 

This position is also a form. Let the form move you until it moves itself.56 

 

Slow it down, don’t anticipate. 

You are moving towards a potential chance of disrupting the flow.  

Take it. 

Arrive in a new place. 

Move on. 

 

Repeat this for a long while. Your last place should be facing the audience. 

 

Part 4: Duets (Arms) 

 

Stay with your feet in place. 

Meet the gaze of one of the audience members. Move and be moved.  

 

Gaze at the room. Move and be moved. 

After a while, allow your feet to follow. 

 

Part 5: Disruption becomes the dance (Unknown and many more) 

 

Include the whole situation as material for movement.  

Follow. 

The overload of information is pulling you in between forms, places, directions, and 

activities. 

 

Start resisting. 

																																																								
56	Thank	you	Maia	(Means).	
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Play with tension and timing. 

Negotiate. 

Listen to what the friction is producing.  

Notice the potential of acceleration. 

 

Increase the frequency of shifts.  

 

 

Continue. 

 

 

Find an end. 

 

 

 

 

 

 

 

 

 

 

 

 

                                  First attempt to conclude 

 
I believe that through an investigation of movement for movements sake I have discovered 

that movement moves and is moved as everything is in relation to each other. That moving a 

dancer or an audience on an emotional register is not necessarily done through representation 

of human psychology, which I understood as Rainer’s main point in her reactions against 

modern dance. However, it shows that an examination of movement for movements’ sake can 

ground itself on the basis of empathy and the felt sensation of movement with its potential to 

affect.  
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                                 This situation, another situation 

 
I was really overwhelmed by the conflict I experienced during this process. I thought I would 

have a clear question that I could read, write and work on in the studio. To keep a distance to 

my own work has been hard. The biggest and most uncomfortable realization I had might be 

the same as what showed itself to be a method in order to deal with. To write and 

conceptualize the experience of dancing asks me to start every other sentence with “I”. There 

are not very many universal claims or facts to make. I had a notion that research should not be 

about me. It has not been about me, but I have been forced to show that the results are my 

experiences and the knowledge they produce, or the knowledge they are. Some strategies that 

allowed me to work with concrete experiences within a format where abstract concepts are 

mediated, was to be clear with this. It requires that refer to myself. I do find this work very 

interesting, however it is more the methods and strategies that make me want to continue the 

work, than it is the text or the performance as a product. These methods have opened up for 

theoretical and practical knowledge to come closer in my understandings of how dance 

operate in thought and bodies. Since the themes and points of focus have spilled out in so 

many directions it has brought me to literature that can be in dialogue with these problems 

and questions–that I can continue to investigate deeper. Also a historical framework have 

appeared around my practice, in a much clearer sense.  

 

I have many thoughts on how I would like to continue practicing. To write, read and dance 

next to each other. To let them feed each other and to be busy noticing how the three actions 

and perceptions are affecting each other.  

 

 

 

 
 

.  
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For the future 
 

a quest for continuous inquiry  

through dance  

for meeting up 

for participating 

a quest for devoting ourselves without any other purpose than 

it self 

for activity 

for information 

other information 

dancing 

noticing 

not because of 

caring 

not about 

caring 

through 

dancing 

dancing 

dancing 

dancing 

many  

times 

in  

a 

row 
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