
NOTES PREPARED FOR AFTER-LIVES TALK / 14 NOVEMBER 2009 (FRASCATI)

Scott: 

This symposium has put forward six questions in the program regarding the after lives of performance; the final one I would like to rephrase here as follows: are alternative performance practices emerging from this tension between performance and its documentation suggesting or requiring new possible institutional relationships?

Bertha: 

The practical example we are here to describe today, Inside Movement Knowledge, may have something to offer towards all of the questions in the program, but it is the issue of institutional relationships which we may be in the best position to exemplify. Our project is not singularly an artistic one; although it has an artistic core. What it says on the label is that Inside Movement Knowledge is a two-year collaborative, interdisciplinary project set up to investigate new methods for the documentation, transmission and preservation of contemporary choreographic and dance knowledge.

http://insidemovementknowledge.net/
http://www.ickamsterdam.nl/
Scott:

The project is supported by the Dutch Ministry of Education, Culture and Science under the heading of the RAAK or Regional Attention and Action for Knowledge circulation scheme. 
RAAK funds new inter-institutional consortia focusing on improving the exchange of knowledge between non- profit institutes in the public sector, small and medium sized enterprises and the universities of applied sciences – the HBO sector.
So right at the outset you can see that this project is dealing directly in an action research sense with this issue of institutional relationships.

But this should also put us on the alert as regards the big question of what constitutes an exchange of knowledge under these conditions.
In an article published in 2008 in Economy and Society titled “logics of interdisciplinarity” Andrew Barry, Georgina Born and Gisa Weszkalnys lay out three distinctive logics guiding interdisciplinary research; the logics of innovation (in relation to economic growth); accountability to society and a third the logic of ontology – that is the orientation towards effecting ontological transformation in the objects and relations of research. 

I need to say that those of us working on the project have not yet formulated a concrete response to these big questions. But the project has another year to go, and the issue is high on our agenda to deal with. Today I am prepared to say that our interest is to delve deeply into this ontological question -- what do we understand forms of knowledge to be and what role are we playing in the constitution of these forms. (and the impact this has on the question of who we document for or not)
And now to continue with a description of Inside Movement Knowledge:
Bertha: 

The project evolved out of research initiated in 2004 by the dance company I had been performing  with since 1998 Emio Greco | PC into systems for recording and transmitting the essential elements of their creative work. Scott and I met in 2004 at EG|PC’s dance and discourse salon on the topic of what does a repertoire for contemporary dance look like. There we announced this research under the heading of the Notation Research Project.

Scott: 

The Notation Research Project evolved through two major phases. The first involved a period as artists-in-residence exploring the concept of “transfer” inside the Amsterdam School of the Arts Theaterschool. The residency was an initiative of the AHK’s Art Practice and Development Research Group and its director Marijke Hoogenboom and gave the dance students of the Theaterschool an opportunity to engage in the research enquiry of EG | PC. So you start to see the development of an inter-institutional framework.
Bertha: 

The first phase also included the making of a documentary film based on EG | PC’s workshop Double Skin/Double Mind. The decision to document the workshop was a critical one. For EG|PC the development of the workshop itself took on the shape of a research project which they were invited to give in the context of the Internationale Tanzwochen Wien in 1998. They decided to base the workshop structure on the creative processes of Bianco (1996) and Rosso (1997). Pieter describes this: “We looked at the way Emio makes his body available to the creative process and translated this into the workshop.” The workshop therefore contains something essential about their artistic practice; and how to transmit this under workshop like conditions. 
The second phase of the Notation Research Project continued the collaboration between EG | PC and the AHK’s Art Practice and Development Research Group. Our unifying research question was, “what notation system can capture inner intention as well as the outer shape of gestures and phrases?” and we put together a multi-disciplinary team of interactive media designers, gesture analysis and dance notation specialists and a consultant from the field of cognitive science to work on this question with us. This second phase culminated, in October 2007 in the publication of a book, interactive DVD and installation under the title Capturing Intention – this was launched at the Dutch Dance Festival in the context of the first COVER project / which itself was looking at the issue of reconstruction and preservation in relation to contemporary dance. (Artistic directors: Moos van den Broek/ Leontien Wiering)
Scott: 

So the Inside Movement Knowledge project takes the outcomes (book, interactive DVD and installation) of Capturing Intention as a core ‘case-study’ to continue exploring the artistic questions of EG | PC in the frame of a new consortium coordinated by the Art Practice and Development Research Group. The consortium of course includes EG|PC but now formally involves organisations with whom the Notation Research Project already established strong links: the Netherlands Media Art Institute through their collection and preservation department directed by Gaby Wijers; the University of Utrecht through the newly established Dance Studies program set up by Professor Maaike Bleeker; and the Dance Department of the AHK’s Theaterschool directed by Leontien Wiering.
Importantly for the RAAK construction: these partners represent four professional sectors: arts education, dance practice, dance studies (university level) and cultural heritage. From these consortium partners, individual Research Groups have been formed; and the research process involves working closely together during a series of four internal week-long Lab Events and two public Conferences.
The project has also strong international connections with other artist initiated choreographic research projects researching new systems for documenting, transmitting and preserving choreographic and dance knowledge. These include William Forsythe’s on-line project Synchronous Objects and Siobhan Davies Replay. 
http://synchronousobjects.osu.edu/
http://www.siobhandaviesreplay.com/
Bertha: 

The practical focus of the research is on the development of three ‘case studies’ or what we are calling ‘innovation projects’. The first involves the further development of the Capturing Intention Interactive Installation with a particular focus on its use in professional dance education – this work is lead by research groups from EG|PC and the AHK Dance Department. The second involves the development of a Documentation Model for contemporary dance works and this is lead by the research group from Netherlands Media Art Institute; and the third aims to develop a Prototype Coursebook that can be used as a basic resource in higher education and this project is lead by research group from the University of Utrecht.
Scott:

So this is the overall picture of how the artistic questions of Emio, Pieter and Bertha related to the documentation, transmission and preservation of dance have become embedded in this larger research project. You can visit the website for more details – bearing in mind that we are one year into the project and just starting to deal with some of the larger issues I mentioned earlier.
But we will continue with a few reflections on ‘reconstruction’ and returning to the artistic sources of the project.

The conceptual basis of our relationship with the Netherlands Media Art Institute is that curators and conservationists in the field of Media Art encounter similar problems to those encountered in the dance sector within the frame of documentation and preservation of unstable or variable media. Of critical interest to us has been the European project Inside Installations which researched the development of new documentation tools and methods for what they called “processual performance and installation art”. The reason to engage Gaby, Annet Dekker and Vivian van Saaze in the development of a documentation model for dance is to extend the knowledge they gained in this project and apply it in dance; and vice versa to learn what they can from the problems dance encounters to take it back to the field of new media and fine arts. 
So, part of our work has been to provide dance specific information to Gaby and her research team; raising the interesting question of what pre-knowledge or the minimal amount of expertise necessary to be productive. With this in mind, during our third Lab which just finished a couple of weeks ago we organised a ‘meeting on reconstruction’. We invited three specialists from the field of performance Martin Nachbar and Paul Clarke a practitioner and a theoretician, and Marion Bastien a specialist in Laban Notation to give presentations of their reconstruction related work.

What emerged from this session for me is the strong view that reconstruction is an opportunity to explore connections between art making, research and theoretical practices. Starting points may be shared (materials and methods, analytic or non-analytic perspectives, questions and conceptual frameworks, etc.), but how is eventual ‘output’ of any particular process valued by different communities of practice? For example: professional arts, higher education and cultural preservation. Raising the question of who is reconstruction for?
Bertha: 

And this question delivers us back to the artistic source of this whole project in particular if we accept the assumption that artistic reconstruction tends to depart in some way from the individual or individuals who were the original creator of the artistic work. So normally we look at and compare the original with the reconstructed work as source of analysis to see how close or how far the reconstruction has taken from the first creative work. What, as other projects here today propose, if we looked at how the artist is looking at a reconstruction done of his or her work and how the artistic inspiration has been transformed? In what way does this reflexive look now re-inform and re-inspire the artist? How does the work through reconstruction, and by implication the work of our larger project, find its way back through unforeseen transformations to the artistic domain?

As we established already, in the case of EG | PC questions around repertoire, documentation and transmission have determined the need to involve the company in this long term interdisciplinary research project. One way this process and the development of the three innovation projects or case studies do find a path back to the artistic roots is by stressing i) the need of continuing to define and to codify the creative process, ii) to support the process of transmission within the company, iii) to stimulate ideas for preservation around the company’s repertory work; and iv) freeing themselves from static constructions.
(static constructions means fixed ways of making things; choreographers like Emio and Pieter innovate not only in the development of unique movement forms / but new methods for creating)

Scott:

As a way of supporting this, the company itself has changed its shape as an organisation. Initiating the establishment of the International Choreographic Arts Centre (ICKAmsterdam), within which EG | PC is an artistic participant. ICKAmsterdam it is potentially a different type of research organisation; one that hopefully affords the artists greater flexibility to be engaged in both practice and research. And I also think it responds to the symposium’s question of how artistic inspiration that emerges from this tension between live performance and its documentation will require new types of organisational frameworks and inter-sector or inter-institutional relationships. While the outcomes of the project IMK are still materialising; what is already possible to see how hybrid forms of artistic production as constituted in these unusual objects like the installation; do give rise to new relationships at different levels. The value is not in the object itself, but in the relationships that its construction and the subsequent search for meaning around it produce. This brings us back to the logic of ontology I mentioned at the beginning.
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