ECITE 2013 Krzyzowa, Poland: Pedagogy Group 5 and Group 5b 

notes by Malaika Sarco-Thomas: malaika.sarco-thomas@falmouth.ac.uk

The below notes are a collection from two groups, Group 5 (Days 1-3) and Groub 5b (Days 4-6)
Group 5: A Pedagogy of Questions 

At the Wednesday evening showing, Gesine Daniels offered an explanation of our structure: 

  *we meet in a circle, each speaking a 'seed'--an idea, a question or an interest--which we bring for ourselves

   *we move/jam together for an hour or longer (this includes your own process for warming up)

   *we take fifteen minutes to write, draw and transition

   *we gather again for forty minutes as one group or in smaller groups and reflect on the experience, how our seed or interest changed, what we noticed, what worked well for us.

We chimed in some seeds from our three days together.  Below are further notes from these sessions.  

Day 1
Seeds

· The 'essence' of CI: specifics and wider themes; details

· Groundedness, flying, and the space in between

· What is the mechanical framework of CI?

· How to prepare for 'the perfect jam'

· The space of not knowing--the investigative mind--the paradox of 'teaching' and not knowing: What it is that we are looking at?  What are we doing?

· The Art of Teaching, and friendly co-existence as a theme

· How are we attracted to CI and when do we not want to do it?

· What are the sources of my philosophy in the body?

· When we teach CI, what actually are we teach? [sic]

· How can I move without willfulness?

Reflections

· Knowing not knowing

· playing with the space between

· The play between flying and resistance

· Making music with our bodies

· What is the knowledge we are trying to share?

Day 2
Seeds

· Seeing and being seen

· Composition of the whole space

· Stillness as the anchor for movement

· Taking time

· How to be with myself and the others

· To pay attention

Reflections

· There is a poem called, 'Wherever I am, I am what is missing'-- and it says something like: there are many reasons I move, but I move to keep things whole

· A score I am using is 'What if I don't know myself?'  I can feel empty inside my clothes

· I felt we were using each other and abusing each other: a kind of careful carelessness

· Falling doesn't have to be in relation to gravity--I felt like I could fall in any direction.

· I tried to collect everything around me and have it constantly in my attention.  Using all my senses actively, with moment-by-moment renewal.

· I took a mental picture of each person's skeleton in whatever shape they were in, and tried to see where I could give it one push to get it to move through space.

Day 3
Seeds

· individual time and group time

· unconditional support

· osmosis as a metaphor for a spectrum of generosity

· momentum: how to not stop it

· to see everyone as a teacher

· how to give the dance as a gift

· my unity with me; my unity with group

· witnessing -- seeing diversity

· how much can I open my awareness out

· filling up the spaces between with listening

· focusing on my exoskeleton as a thing to come back to

· my focus is on the musicality of the dance, and connection without manipulation

· arriving, and working with air

· meeting myself and others, fresh-- as if for the first time

· small details close and far away

· egoism opens something universal

Reflections

· Movement flows around structure, or within structure, or through structure

· It was very satisfying to move with animate and inanimate support

· Connection: rising and falling without manipulation from the hands

· I was enjoying repetition and was thinking of how we communicate with our bodies. Babies learn first 'yes', then 'no', then 'again!' and then they repeat it to death.  This ‘again’ process can be delightful.

· Considering the relation of the group structure [meet, seed, move, reflect] to pedagogy: The format is facilitating enquiry, and that is fundamental to pedagogy.
On Day 4 our group divided into two smaller groups, one more specifically focusing on teaching and facilitation.  We call ourselves Pedagogy Group 5B.

Group 5 and 5b contributors include:

Katy Dymoke (UK), Malaika Sarco-Thomas (UK/USA), Jo Blowers (UK), Sabine Sonnenschein (Austria), Adrian Russi (Switzerland), Monique Kroepfli (Switzerland), Liisa Pentti (Finland), Mary Prestidge (UK),Christian Apschner (Austria), Gesine Daniels (Germany), Heike Pourian (Germany), Bernd Knappe (Germany), Norbert Morchen (Germany), Philip Theghostovsky (Poland), Mary Pearson (UK/USA), Genevieve Cron (France), Miriam Wolodarski (USA/Sweden/Spain), Grzegorz Pawlowski (Poland), Sebastian Flegiel (Poland), Robert Anderson (UK).

Notes from Days 4, 5 & 6   Pedagogy Group 5B:
Day 4
Score: 40 minutes Dance and Stop (question arises) speak the question, as it relates to your teaching.  Some notes taken during this day were:

· Integrating walls, toys, objects, floor into my dance (Bernd)

· Knowing that people talking are talking about ‘work’ as opposed to chatting makes a difference

· The secret copying

· Ways of deciding whether (at this time of my warmup) I want to let someone enter my (s)kinesphere

· Noticing the difference between what the body needs and what the thinking does/needs to do

· How to find my interest and how to stay with this interest for a while

· Active witnessing: witness as a fulltime job

· The last seconds before going into physical contact

· Unusual points of contact

· Focussing ‘travelling through the space while dancing together’

· How to let TRUST growing ( how to teach trust?

· The problem of emotional incontinence, sounds (and [ed note: illegible, possibly illumination]) in the dance

· Am I allowed to be interested in the structure and colour of the dance trousers of my dance partner?

· Are we aware how ridiculous it looks?  Should we?

· Remembering that different people need different lengths of time to do/experience.

· What is the dance beyond the dancers – what is it to serve this dance?

· What is communication; is it possible that it can be oppressive language/power

· Teaching my own research?  Is that (always) a good idea? E.g. Sarah Shelton Mann

· The internalized GAZES –some are judges

· Work/focus versus play/enjoy in CI class/lab

· Saying know versus finding the enjoyability

· Mainstream / ensemble / composition      versus      my own…

· SPACE as suspension surface

· EYES as a limb

· Multiplicity of centers in the body

· Matters of taste and preference

· What are you teaching to?  Towards jams? Performance? Devising tools?

· To close or not to close the door? Cultures of tardiness in CI.

· To avoid politeness

· The alleged ‘Unicorn theory’:

· 1. Leader-follower

· 2. Follower – follower

· 3. No leader and no follower

Other notes on shared large paper:

· Holy acetabulum, Oh My femur

· Skull v. jaw

· Abdominal tone

· Theatrical & narrative ‘traps’ in talking

· Space eating

· Politeness v. listening

· Vibration

· Lumbar-sacrum

· Timing (universal speed)

· ‘we trust in reality, not success’

· The matrix

· Eye practices

· Self-conscious = enlightenment

Tried and True 

The format of Tried and True, which has been used traditionally in morning sessions at ECITEs, is that a group of teachers form a circle, and someone offers a topic or question to the circle, eg ‘What is a good strategy for warming up a sleepy, tired group before CI class?’ and those in the circle each offer a familiar, successful exercise that they have used in a ‘tried and true’ way, which offers a response to the question.  If the explainer needs someone to demonstrate, they ask another person from the circle – but the emphasis is on sharing information through brief, varied responses to the question, rather than dialogue on the teaching style, criticism about the mode of delivery, or pedagogical implications.  In the Tried and True format we agree to leave these conversations for another time, and focus instead on the exchange of exercises, methods and techniques.

Question: How to find unusual points of contact.

Malaika - Kurt Koegel’s ‘funny hugs’: walk through the space and find a way to hug someone in an odd way—with parts other than the arms.

Heike – cards in 2 piles with body parts on each card:  Students pick a card from each pile and others have to cross the room with these two points of contact, eg: left ear and right knee
Bernt – ‘Monster Show’: groups of two or three make a monster with three legs/two arms, etc, then show others how it can locomote in space.

Genevieve – ‘Drawing Lines’ exercise from Ecki and Dani: A is still, standing, B traces a line with his fingers on A’s body.  Then B uses another part of his body to trace a line.

Miriam – A stands still, B traces lines from centre to periphery – with hands, then with other parts.  Then both do the exercise on each other at the same time.

Monique – Grab an object (paper, ball, stick). Move around with your partner and try not to drop the object – move around the space.  Then do this without the object.

Robert - DV8’s Enter Achilles  - duet between men with a pint of beer held between them is a good example of CI in a composition/performance setting.

Miriam – Andrew Wass’s exercise on ‘stuck points of contact’:


-A & B each have (3 or other number) points of contact with the floor.  They then have to keep these points stuck to the floor while moving with each other


-A & B keep a point of contact between them and move through the space

New question: Ways into performing and scores for composing CI.
Robert – Work in trios: one witnesses, two dances.  Swap.

Bernt – bring small pieces of paper, or objects into the space.  People move one object one at a time.  The next step is the people’s bodies become objects.

Mary Pearson – exercise from David Laken: two people sit on either side of a playing space (a frame can be useful), with a collection of small objects, and each take one move at a time.

Robert -  1) two moving in a CI duet, both with eyes closed.  When you stop, you open your eyes (like taking a camera picture of what you see), then close the eyes when you begin to move again.


2) then reverse the use of the eyes—move with eyes open, then when you stop, close them.

Day 5 

Transcribed from large shared paper:

What are the 3-5 most important principles you want to teach?

Brainstorm map:
Use your partner as an object

Coexisting 

The enjoyment of touch ( connection to others (the difference between improvisation and contact improvisation)

Momentum

Staying with one attention

Teaching them where to find awareness of, and how to be interested in what you’re interested in.

The ability to change.


That change is a process itself, and one can use many different tools on ‘change’

Exploring places that are not at extreme end of any given aspect that we are working on.

You need to follow to be led

You need to lead to be followed

You need to follow to lead

You need to lead to follow

…etc

Permeability

Dance as conversation: ‘Hello’, ‘Goodbye’, ‘What did you say?’

Opening the mind

Opening the body

Strengthening the mind

Strengthening the body


It is touch/encounters that generate movement as opposed to touch randomly happening while dancing.

Stop and release. /  Move and release.

Researching state of mind.

You are free.  You have choice to do your own way.

· Surfaces & landing pads

· Weight distribution (skeletal, other)

· Rolling point!

· Spatial & eye practices
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Transcribed from large shared paper:

WHAT ARE THE KEY PRINCIPLES THAT YOU TEACH?

· AWARENESS: listening to yourself, your partner, the space, your interest in this moment.

· Timebending: physical and mental work on time change

· To teach principles rather than actions

· Getting more and more choices in finding an interest for the next moment.

· Energizing stillness with momentum

· How do we deal with the absence of right and wrong

· Enjoyment of the dance

· Curiosity

We then had a co-teaching session facilitated by Malaika and Mary Pearson, exploring different ways of departing and arriving with a partner, and then into the space using entrance and exit.  The structure was:

· 10 minutes circulating through the space, getting into your own solo movement. As you cross paths with other people or as you are witnessing others, be aware of both an authentic response but also a decision to be made, with playfulness.  Continue to have short engagements but also looking for ways of leaving.  As you think about pollinating or tasting the room, what remains from one exchange as you go into another looking at the moment in between—the departing and arriving… what traces are let as you move from one into the other?

· 10 minutes exploring different ways of departing and arriving with one partner.  See what happens when we return to this person, find a new way of engaging and disengaging with this person and notice how each arrival and departure feels.  When are you arriving, when are you departing?  Move from a place of full engagement to full disengagement with this person.  Explore approaches and exits.  Your arrival may not be the same speed or quality as your partner’s—you don’t have to agree, but you might.  Now each choose a point in the room as your exit—maybe a wall—when you come to this point you have completely departed.  Together find ways of meeting each other and returning to these points.

· 10 minutes watching each other in duets, meeting and parting.

Genevieve Cron led an exercise in politeness & impoliteness, working with partners using counterbalance with the hands—not knowing when the other would pull, be sensitive, or let go.  It was fun, sneaky, energetic.  

She showed a counterbalance with Robert, using the arms.  Playing with directions and resistance – playing with being polite and impolite.  The other person might fall—coming back to listening – giving just as much resistance as necessary.

Robert Anderson led an exercise in four stages, working with restricting and accelerating the centre of another person, first with hands, and then with your own centre, until eventually both partners were engaged in a sweaty and fun wrestling dance.

1. A puts hands on B’s centre.  B imagines a spring of water coming out of/from their centre, or whatever they imagine centre to be

2. B begins to push back into A’s hands, explores this with his centre

3. B begins to pull away from A, using his centre, plays with this

4. A begins to offer resistance or acceleration to B’s centre as B continues to move

---swap roles and try four stages again---

5. B and A continue with step 4, but each use their centre, as well as their hands, as they play with going between all stages and both roles.

In our conversation after the question of the accuracy of the term ‘impoliteness’ came up.  Maybe impoliteness is actually uninhibitedness – this is maybe more interesting in teaching.  Breaking borders of overpoliteness, encouraging braveness.

We also talked about pain as a threshold.  The question of irritation: what can I do to irritate you?  Can I see it in your eyes that you are irritated, and that it is too much?  Otherwise I am just playing impoliteness.

Day 6
Reflections after moving together for 40 minutes (20 min on own, 20 min including contact)

Robert – I had a real hard time.  What in the hell are we doing? What is the real motivation? There is so much mushiness.  I want to dance with this [physio ball] because it’s clear.

Bernd – Now I am full and satisfied and empty and have nothing to add.

Monique – Ditto

Philip – I have two things: 1) I am primarily dancing with the body of the person, not the emotional, etc. 2) If I try to dance with their emotional intent, etc, it becomes impossible to dance with the body.

Genevieve – I resonate with Robert because often in this intense festival/CI experience[…] maybe sometimes, when I dance CI, I give.  And then after I give, sometimes I want back.

Mary – I’m curious about this thing of understanding or misunderstanding. Sometimes I’m not sure if it’s about touch, or density, or measurements or what – or maybe I’m not in my dancing self, I’m in my social self.  Can I be in my dancing body but also without [deleting] myself – my personality—and not let that get in the way of my dancing self.

Norbert – I’m really glad what you said, Robert, because in this ECITE situation sometimes I hate it and sometimes I love it.  I hate it and I love it.

Heike – I had this really physically and emotionally satisfying slow-motion warmup with Genevieve, and I was also wondering which frame offers a way of encountering or blending with each other and it really comes down to the question – ‘what are we doing?’

Robert – And did you find an answer?

Heike – Yes I did – and I will serve it to you now! ( 

Philip – just to be present

Sebastien – Today I think this burnout question is really important.  At the moment I feel that this is the only place where I can really dance and let my ego go—I don’t have to do things in the space.  I learn remembering what happens in previous days—I can see where my ego puts its finger.

Miriam – I can really relate to how different it is –with myself or with other people—I can relate to this Sartrean thing: ‘Hell is other people’ or  L’enfer c’est les autres. 

Notes from Sebastien’s led session:

Session on Centrifugal Force, part of material called ‘Physics or Science in Contact Improvisation’ .  Sebastien says, ‘what I really want people to understand is how people’s bodies move in a physical way.’

· Using the hands, you can do things- push and pull with your partner

· The task is to be very specific about when this force is dead, and see how you can maintain the centrifugal force, to feel that it is very subtle, this discussion of force between two people.  You can really also get properly manipulative with them.  

· It’s a discussion.  At some point the dialogue of intention is slower.

· For me, what is important is not just to acknowledge what is happening (centrifugal and other forces), but how to learn it, how to be a good operator of it.  

· If I do this in a group for 2-3 days, you have to let go in a way that the arc that takes you away from a partner takes you to another person

· We should start solo first, for long—so we know where it’s coming from

· It is actually centrifugal/centripetal force, which is

· Mass  x  speed  x  radius
· To change it you have to change one variable; you can’t change mass so you have to change speed, or the radius 

· by taking your partner by the elbow instead of the wrist, for example. 

· In the solo you can change the relation of the mass to the radius, by spinning with the arms out, and then bringing the arms in closer to the body to increase speed of the spin.

· You can really work on this extremity situation – where it’s almost not there – nearly zero.

Tried and True 

Question: Exercises for alignment of hip, knee and foot when lifting. 


Norbert – plant one foot and feel around other ways of placing the other foot.

Bernt – to practice dropping pelvis down and keeping spine long

Miriam – to encourage students to keep moving their feet when they are under someone else’s centre, not to keep feet stuck to the ground and try to strain to stay beneath a moving centre

Seb –  (shows slightly martial arts stance of moving about the space) drop centre, bend knees, shift centre

Robert – shifting between the ball of the foot and the heel helps to show how you can open hips and pelvis and create many possibilities for support from the feet.

Bernd – imagine the ceiling drops lower and you have to stay long below this

Seb – beginners often drop belly and arch back = this creates lower back pain.  An image of the ‘belt of power’ (shows a wide belt that holds in all area between ribs and centre) helps to work on tonus of centre – also to keep spine long as you move around and change levels.

Heike – with a low surface like a bench (as in a gym), walk along it with one knee down, and one leg long with foot on the floor—learning or trying to walk this way helps develop coordination and tone in the centre.

New question: Strategies for helping beginners to take 100% weight.

Sebastien – I say that walking goes up and down, and it is impossible to lift someone on the ‘down’ part of the step.  So I ask A to take a walk in a big circle around the space and B follows closely behind with an embrace or hands on ribs and B slowly begins to emphasise the ‘up’ force of the walk.

Monique – KJ Holmes shows a pattern: (shows a slow forward roll with a partner in several slow motion steps, where spines are in opposite directions).

Miriam –  showed her devised ‘The Hitchhiker’: a hip lift strategy where A & B both face forward, but with A behind B.  Each stick out their thumbs, with a big happy smile and both thumbs, each shifting opposite ways with their pelvises (rotating on the balls of the feet); this turns into a hip lift where A & B change places.  Repeat.

Mary – to help learn and name the trajectory of a throw, have students throw an object between them and have them snap at the top of the parabola (for example, throwing a water bottle, snap at the peak of its journey)

Bernd – 

1) group travels around the space, walking and when the teacher claps, everyone jumps together

2) Anyone in the group can then offer a clap, and the group has to jump together

3) Next stage is to walk around the space, and when you meet someone or look at them, clap and jump together

4) Touch someone and find the jump together

5) Touch your own sitbones as you jump – give yourself a lift

6) Then follow a partner’s sitbones as he jumps up to create a lift

Sebastien – super glue exercises.  Start with same height partners.  A glues his shoulder to B’s hip and they move around together in space, then B starts to jump.  If A stays glue to B’s hip as B jumps, he follows the trajectory of B’s jump and it can turn into an easy shoulder lift.

Bernd – I show YouTube clips to students: Cat Jump, Medusa jellyfish, Whale spiralling, the beginning of the film Ashes and Snow where they are in water.

[End last day’s session].

Emails gathered on last day of group 5B:

moniquekroepfli@bluewin.ch; mary@mpearsonater.com; sebastienflegiel@gmail.com; mwolodarski@gmail.com; bernd.knappe@gmx.de; genevieve.cron@gmail.com; nmoerchen@alice-dsl.net; synergia@interia.pl; robert@contactimprovisation.co.uk; malaika.sarco-thomas@falmouth.ac.uk
PAGE  
1

_1314949281.xls
Chart1

		Category 1		Category 1

		Category 2		Category 2

		Category 3		Category 3

		Category 4		Category 4



Series 2

Series 3

carefulness

impoliteness

2.4

2

4.4

2

1.8

3

2.8

5



Sheet1

				Series 1		Series 2		Series 3

		Category 1		4.3		2.4		2

		Category 2		2.5		4.4		2

		Category 3		3.5		1.8		3

		Category 4		4.5		2.8		5

				To resize chart data range, drag lower right corner of range.






