Watching

Slide 1. Title - Watching

Slide2. Inert Bvideo

Slide 3. This video was screened ssimultaneoudy with oneother video.
Slide4. Both videoshad only oneaudience member each.

Slide5. Thevideoswere rear-projected on screensthat were 1.5m away from ther
respective viewers,

Slide6. What lies outside of theframe?

In dance-on-screen writing and thinking there has been an invduable emphasison
overcoming the problems of framing and screening movement. Thelanguayeis
grong: Slide 7. Qherigid, rectangular windowO(Nagrin 1988p.33), Slide 8. Qhe
often-deadening space of the screenO(Rosenberg 2006 p.13). Within this screen we
witness the body®Slide 9. GlatteningO(Preston 2006 p.79). The screen topples three
dimendonsinto two. This flattening, powered by what Andre Lepecki callstheSlide
10. Qedudive opeation of the camera as perspectival machined(2006p.75), has
occupied our thinking, acting as a reason to engagewith screendance. Slide11. (and a
reason to avoid it).

At the heart of thislanguayeis an overwhdming concern for what the camera sees,
and conequently, wha is produed on screen. Doug Rosenbeg describes the
phenomenon of camera-looking as an act tha Slide 12. Omplies areverence for that
which is framed and eschews al that is outside the frameO(Rosenbag 2006pp.14-
15). However, to (over)emphasise what is within frame (or ongreen) isto run therisk
of joining conventiond cinemain presupposng the viewing experience. Our shared
performance heritage Ditself acritical aspect of screendance hybridity Bnecessitates
an acknowledgement that screendance content also lies beyondtheframe.

Slide13. There were also two live performers.

Slide 14. Both audience members watched ther ‘own’ performer (butwere able to see
theother if they chos to).

Slide15.BLANK.
But before | talk aboutaspects of the naure of cortent, | need to back up a bit.
Slide 16. Thisisalovestory.

In 2000,1 was teaching choreography to find year dance students at the Victorian
Collegeof the Artsin Melboume We were dedling with arather formalist approach
to choreographic ideas, and the question of form-content existing on some kind of
continuumwas raised. Tha nightl was talking about this with my girlfriend at the
time (Slide17. Tha@thelovestory pat) N avisud & ingallation artist called
Elizabeth BoyceN who suggested a small bookby Thomas McEvilley Slide18Art &
Discontentimage Actudly, she didn®recommend the book so much as give me an



old phobcopied handoutof a section of thebookcalled Slide 19. Thirteen Ways of
Looking at a Blackbird.

Thebook®languayeis plain, and clear, and is an excellent example of arts theory
writing that isindusve, provocative and evocative. Better till, McEvilley appearsto
hold no fearsin tackling many of the @ivensOin arts theory. That is, to discussin
detail thethingswe might bdieve are self-evident Slide 20. (or even obvious), but SO
easly forget, ignore or avoid.

N N N

Slide21. CEvay critic should give indication of the sources and limits of his
knowedgeO(Pound1968p.56).

Slide22. Some confessions

Wha | am going to talk aboutthis moming is heavily based on McEvilley@ writing.
| am notsuggesting that | am an expert on questionsof form and content.

Occasiondly | read art theory because, as a Doctor Slide23. [Doctor Image], | fed a
little obliged.

N N KN
Slide 24. Each audience member was located on aviewing platform.

Slide 25.The ambient soundof thelive performance (prior to the video performance)
was miked and sent to theaudience's headphone.

Theprindple conaern for McEvilley in Art and Discontent isto forcefully debunkany
notion tha works of artN of any kindN exist in aformal vacuum In other words, that
theformalist dream of excluding nonaudiovisud elements from howwork is
experienced 1simplaugble.

To attempt to deprive work of content probably soundsa little bizarre congdering our
contemporary awareness for the cultural imprinting of how (and what) we watch, but
thisiswha formalists desired.

In 1966,Susan Sontag wrote: Slide 26. Ot isthe hebit of approaching works of art in
order to interpret them tha susainsthefancy tha therereally is such athing asthe
content of awork of artO(Sontag 1966p.11).

But, for McEvilley, such formalist ideals are serioudy compromised simply because
hewonde's how, when viewing works of art, we can ever avoid the Gissodative
habitO(McEvilley 1991p.45) of the human mind.

The question becomes not whether content is present, butrather wha itsrelationship
to formis. Here, McEvilley uses semiological termsto clarify theform/content
relationship as being either motivated or unmotivated.

If therelationship is motivated, then content isinherent in theformal propeties of the
work. If theform-content relationship is unmotivated then content is added to the
work by thework® audience Binduding the artist or artists (McEvilley 1991)

Slide27. Each audience member had a pillow unde ther head.



Slide 28. Each audience member wore high qudity headphone.
Slide29. 1t was al very comfortable.
Slide30. BLANK.

Thedistinction is more subtle than it first appears. Many thingsthat are @utsideCof a
work can easilyN and intuitivelyN be placed within it. Examples mightbethe
reputation of the artist, her record of earlier work, or even the assumption tha an artist
has seen a certain work (McEvilley 1991)

Slide31. QWhat is content, anyway? And, are we invaved2O(McEvilley 1991p.69)

In this presentation | am going to congder some aspects of content in dance on screen
tha aretypically (and easily) forgotten as being content. These are derived froma
selection of McEvilley® Thirteen Ways of Looking at a Blackbird (McEvilley 1991
p.70), and are: content added to a work over time, content arising from the genre or
medium of an artwork;, and content arising from context.

Slide 32. Before thevideoswere played, each audience member watched ther 'own'
performer live.

Slide33.This performer was also the'subject’ of tha audience member'svideo.
N N N
Slide 34. Content added to awork over time

Slide 35. QWhatever occurs to awork asits history unfolds becomes part of the
experience of thework, and part of its meaning, for later generationsO(McEvilley
1991p.79).

An example of thisis the German-bom, Audralian-based choreographe and dancer,
Tanyal iedtke, who died tragically in Sydney in Augus this year. The 30 year old,
known in the UK for her work (in paticular) with DV8, was aboutto take over the
artistic direction of Sydney Dance Company Dan extraordinary chdlenge and one
sheclearly was excited about Content is accrued to her work as its @estiny(s added
to throughtime. Tanya(® work becomes thework of Qhe emerging choreographer
whos life ended tragically at age 3001n effect, and | mean this with sendtivity anda
certain amountof sadness, her death has added to the content of thework she has
made, and impacts onhow it is experienced and viewed as it continuesto be
presented aroundtheworld.

A more band (and lessterrible) example might be a screendance work tha isre-
edited some years after itsfirst cut. In much the same way as Ridley Scott has treated
usto variousversionsof Blade Runne (Scott 1982, it is notso much that footage
Slide 36. (or voiceover) has been added to or removed, but that areedit has occurred
that contributes to and becomes part of the meaning of thework throughtime. Of
course, the edits aso shift the content of thework. Slide37. Bbuttha goes without

saying.
N N KN

Slide 38. Content arising from the genre or medium of the artwork



Implicit in the notion tha genre addscontent to an artwork is the categorisation of
artworks as existing within paticular genres Slide 39. (and notothers). Such
categorisation invariably leadsto questionsaboutpopular versus elitist works of art.
In screendance this, perhaps is evident in therather fraughtrelationship that
contemporary dance practices have with musc videos

| am currently editing a project called Tuesday tha could, in effect, bedescribed asa
musc video. Recently | was working on an application for afestival and read the
following guiddines:

Slide40. Qlludrative or interpretive work, (eg music videos), will not be suitableO
(Studios2007)

Isthiswha | am doing?lllugrating a song?Inded, isthisall tha musc videosdob
illugrate or interpret song® Don®some genres of dance performance do precisely
this? Isthisbad?Are thererules? How do| get a copy of therulebook?

When asked, QVhat is taste?OMarcel Duchamp replied Slide41. Habit.

Spike Jonz@ work is wondefully unttlingin this respect. His video work in the
late 90swith thefictitiousTorrance Community Dance Group simultaneoudy
paodied moden dance and dance video clips And in How They Got There (Jonze
1997)Jonze creates wha might bedescribed as a familiar screendance scenaio,
induding addightful little ditty between two danang strange's, only to have the 3-
minute film end in a massive out-of-nowhere car crash sequence.

N N N
Slide42. In order to watch thevideos both platforms were manudly rotated from
vertical untl they were amog haorizontal.

Andwha aboutquestionsof format? To shootonfilm unquestionably addscontent to
aproject. But then, so too does shooing on my camera phone

Another example of genre adding content to artwork might be a screendance director
deciding to return to a single fixed camera setup filming live peformancesin a
prosceniumiarch theatre. Consdering screendance@ originsin doaumenting live
performance, for a choreographe/director to work this way addspolitical and cultural
significance and content to the project, and the screendance field more generaly.

N N N

Slide43. Content arising from the context of thework

1@ like to talk aboutKatrina@ recent DVD Slide44.[Imagel Five video dances
(McPherson 2006)to exemplify thisidea. Billed as a companion to thebook Making

Video Dance (McPherson 2006) the DVD effectively undesCthese five works
togeher, encourages them to beviewed togeher, and compared with oneanother.

But, perhgps more importantly, by connesting the DVD with thebook theworks take
on pedagogical content: Tods for the aspiring screendance artist to watch, learn, and
even imitate.



Thefivevideo dances are nolonge the same works when first presented; not only has
thephyscal format of thar presentation been altered, butthey have taken on dternae
contexts; and are now reframed as essential undegraduae screendance viewing.

N N N
Slide45. The presence of screensabovethe audience (as they were tilted backwards)
was a surprise to them.

Slide46. Whilst thevideoswere playing, thetwo peformers remained active in the
(peripheal) performance space.

Slide47.BLANK.

N N N

AsaPhysca Education undegraduae in thelate 1980s when Bobby McFerrin sang,
[Slide48. Don®Waorry, Be Happy] and U2 were still cool, our most feared Professor
would occasiondly, at theconduson of astudent oral presentation, lean back in his

chair, stroke his cleanly shaven chin, and ask tha mog dreaded of al questions Slide
49. So what?

To remember, to examine, and to consder how content is developed and accumulated
in the condruction, presentation and watching of screendance, invites Slide 50.
Newness.

Slide51. By foregrounding an element of content usudly taken for granted and
invisible, awhole new artistic modeor direction can be discoveredO(McEvilley 1991
pp.87-88)

N N N

Slide52 At the end of thevideo(s) the platforms were (Sowly) tilted back to vertical.
Slide53.This experience of beingtilted (very sowly) had a major impact onthe
watching. One audience member commented: "At theend | felt | had passed through
something, and had a strong sense that something had been doneto me.”

N N N

If oneof thecurrent conceernsin screendance research and thinkingis to articulate the
medium and form clearly, thenin this presentation | have been interested in
broadening and roughening the edges Bin threading movement (or uncertainty) into
our critical engagement with theform Bandin questioning the Slide54. in/stability of
the screendance viewing process in the emergence and development of content.

N N N

Actudly, there® oneother of McEvilleyG thirteen ways of looking at a blackbird that
is perhgpsworth congdering:

Slide55. Content arising from verbd supplements supplied by the artist

McEvilley quotes Edward Said, and althoughSaid is talking aboutliterary texts, |
have trangpoged this word with amore general term: Qrt worksO



Slide56. QArt works] impose condraints and limits upontheir interpretation E
because as artworks they place themselves E they are themselves by acting, in the
world. Moreover, thar manne of doing thisisto place restraints uponwhat can be
donewith (and to) them interpretivelyO(Said, cited in McEvilley 1991p.48).

To add content, to condrain theinterpretive process.

Themog blatant example of Qerbd suppementationQs thetitle given to awork by
an artist.

Slide57.Theproject'stitleis Inert (Ellis, Corbet et al. 2006)
Slide58 www.skellis.net/Inert

Slide59. Inert. Developad by ShannonBott, David Corbet, Cormac Lally, Scott
Mitchdl and Simon Ellis.
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