ECITE 2013 Krzyzowa, Poland 

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


ECITE 2013 Krzyzowa 
List of shoes outside of Tuesday evening jam, ECITE 2013:
Crocs: 8

Reebok free run: 1

Nike free run: 4

Birkenstock sandal: 1

Teva sandal: 2

flip flop (generic): 7

sparkly sandals: 2

white sandal: 1

other sandal: 3

Camel sandal: 1

Camper shoes: 2

Checker sneakers: 2

Keen shoes: 1

Asics sneakers: 1

Nike other: 1

Land's End shoes: 1

Rieker: 2

Salomon: 1

Hush Puppies: 1

Puma: 2

Converse: 1

Trailsport: 1

Vivo Barefoot: 1

Big Tree clogs: 1

Clarks shoes: 1

Moccasin boots: 1

Canvas Chinese-style slippers: 3

Gender Experiment Jam activity notes
On Tuesday (27 August 2013) Robert Anderson facilitated a lab in response to themes arising from a project currently being carried out by Karl Frost.  Karl has described his long term project to count numbers of cross-gender and same-gender couples dancing at jams as an enquiry into how far perceptions of how we choose our dance partners match the data collected about gendered duos in jams around the world.  Apparently Karl has people secretly counting duets at jams across the world.  While this methodology could be clarified or debated in terms of its scientific value, Robert felt that the study provoked an opportunity to examine more closely our experiences of gender within our CI dances.  

He proposed a lab as follows: separating into gender-specific groups (according to whichever gender we identified with), groups of women and men jammed simultaneously in separate spaces.  After an hour the two groups came together in one studio, at first dancing only with our original group, and then beginning to merge and open up our options to dances with both genders for a further forty minutes.  We concluded the experiment with a circle, sharing our experiences.

Some comments from the circle:

* I felt all qualities, dancing with women, except also a giggliness, which I didn't feel when the men joined.  When the men came into the room, and we watched from above (in the balcony), it was such a beautiful sight to see the men dancing from above... and I felt a thick energy, but light--that the men were really busy with each other--and it was like, ahhhh.

* The experiment made me realise that I feel lucky to have experienced CI in relation to the individual, rather than to a group--it has clarified for me that it is actually _not_ about women or men in contact improvisation, it's about the individual--meeting the individual in movement.

* I felt a real lightness in the group of women

* I felt able to be investigating many different qualities with the women.  Not always, but I have a tendancy when dancing with men that I can go into being manipulated.

* Maybe the lightness both groups experienced is the curiosity that came about from the score--that the attention we had was created by the focusing effect of score itself rather than gender specifically.

* Last year in Ibiza Contact Festival (2012), there was a jam warmup that began with women and men jamming in separate spaces; then a curtain separating the dance spaces was raised, and the two jams merged.  There is this tendency which has emerged in the last ten or twelve years, within the CI festival scene, to promote this whole 'body beautiful' culture, and the separate jam seemed to lift that pressure for a bit-- it was the best jam of the festival, from my perspective.
Collected anonymous writings on a poster, which was posted after the experiment:

THOUGHTS ABOUT GENDER… please continue!

I dance with people…

…with different muscle power, different social, cultural and individual backgrounds, with different experience in leading and following, different level of tonus, aggression, awareness, abilities of making choices in dance, different surfaces, different body mass, with people with different socialisation…..

But I do not dance with a man or a woman!


But I do 

and I Love it

to dance with

men and women

So please avoid to meet me on the dance floor!! (man)

If you don’t dance with men and women you will not be disturbed in your solo anyway

Is the floor a man or a woman?    Yes
as much as I am aware that I make my dance choices based on gender – I am also aware that I make choices based on age.

Sometimes when I dance, I’m not even a person and I don’t dance with a person.  Sometimes I have a strange new body with many limbs: different capabilities and restrictions than my own body.  Sometimes I share that new body with another intelligence, sometimes I am myself but dancing in a strange, rich moving landscape.


But often I also see the jam with my social eyes and they tell me the gender of every dancer as automatically as the names of those I know—very rarely is there any ambiguity: so I assume this information enters my dance along with all the other things I know about people.


At the last New Year Jam in London, a transgender teacher offered the score of watching each other move with eyes closed, while varying the pronouns we used to describe our own or the others’ movement: I, we, he, she, it, they…

For me, changing the pronouns I used to describe my own movement to myself had a strong effect on my dancing.

I would like to say that I don’t notice gender in choosing a dance but I do.  Whether I choose to dance with a man or a woman or trans… is a part of my decision making but so is their form, how they move (or are currently choosing to move), and their skill level – it all comes down to the kind of dance that will be created when our bodies meet.  I can’t say what that dance will be but I know it will be influenced by gender as well as many other aspects of personality, identity or body type.  Chemistry also comes into play regardless of what gender I’m dancing with chemistry also becomes a part of the dance. 

Lunchtime discussion initiated by Jo Blowers and Malaika Sarco-Thomas

Thursday 29 August 2013
In response to Keith Hennessey’s provocation, asking: ‘Where are all the ___ people in contact improvisation?’ we invited people to share what strategies people are employing to ‘diversify the CI community’, or to include those who aren’t (in your experience) normally included in CI, and to describe to what degree they are successful?
Present were Heike Pourian, Miriam Wolodarski, Rachel Dean, Sebastien Fliegel, Mary Pearson, Gesine Daniels, Katy Dymoke, Mary Prestige, Richard Sarco-Thomas Jo Blowers and Malaika Sarco-Thomas.  We decided to go around the circle and first each share what we were already doing in this vein, rather than first seeking to open up a discussion about the provocation.

Notes taken by Malaika

Heike Pourian (Nuremburg, Germany)

· Runs a parents and children workshop

· Has been working with physics (and science) teachers to encourage them to teach their lessons in a gym

· Teaches developmental movement to people who teach in kindergartens

Miriam (San Francisco, USA)

· The West Coast contact jam has tried various things to involve different populations with varying success

· For future there are plans to have a barter with CI teachers and hip hop teachers and students 

· At the same time she doesn’t want to assume that people ‘should’ be doing CI

Rachel Dean (Leeds, UK)

· Teaches CI at Mind The Gap, a theatre company for adults with learning disabilities

· Involved in organising an intergenerational jam called Improvisation Exchange, which is a class into a jam with mixed abilities and ages.  

· Raises the question of diversity in CI culture versus CI practice, emphasising that one is not more important than the other.

Sebastien Fliegel (Woertz, Poland)

· Teaches CI to professional dancers, who are interested in the skills, but not the culture that CI offers.  Because of this they don’t see jams as a place to upgrade their techniques and practice their skills.

· It’s hard for people to improve their practice in CI classes only – it’s the dance floor where people improve their skills – but they see the jam space as a community setting, and not a place where they can practice their skills.

· I find that you need a proper technical approach to integrate people who are not there for the community.  Community members however, I think need a different approach into the jam.

Mary Pearson (Liverpool, UK)

· I’ve been involved this year in a Dance and Dementia project, which is not about making a performance about an issue, which is a really popular approach in the UK, but which is about researching what an audience would be interested in […] about this topic and looking into that.

Gesine Daniels (Berlin)

· In Berlin jams are all upstairs, so not easily accessible unless you have people expressly help you up the stairs.

· People of colour, Turkish, Arab, etc – usually only come with a person who invites them specifically to the jam.

· An approach – my approach – to inclusiveness is really that we all have disabilities, and this is how I teach.

· I’m really interested now in working with Turkish young people

· Heike Kuhlman and I went into a school with a large population of immigrant background students, particularly Turkish.  We worked with a group of three girls and nine boys, age 17-20 years old.  The three girls had a headscarf, and out of their limitations it inspired me to develop exercises what use the principles in a different way… Scores of ‘not this, but this’ –articulating touch which was okay for each of them.  The workshop was giving them the skills to say what they wanted and what they didn’t want or need to feel good.  We had a final performance we made with them and we made the score for the performance around their needs.

· Another event we ran was billed as CI as a way to address gender issues.  We started with a conversation with the audience and participants about ‘what is the thing around gender and dancing?’  We had a chat about this and then danced – jammed – together. 

· To work with this subject in these situations takes time, but maybe it is also a special invitation.  Maybe. 

Mary Pearson 

· Mentions the Black Out project in Ponderosa, in which Joy Smith invited a number of black artists to Ponderosa for a week of making work

Katy Dymoke (Manchester, UK)

· Has more than 25 years of experience working with mixed-ability groups with TouchDown dance, which Steve Paxton began.  Found it worked really well to keep these strands separate:

· 1. Developing a professional dance company (to become role models)

· 2. Developing outreach in accessible spaces/venues is so significant.  This means providing maps, guides, offering information in various ways (audio tapes/files, braille), considering toilets, fire exits, electric doors.

· The first session of work with a group is always an assessment session.  You go in and spend some time with them first, so you don’t assume/come in as the expert.

· Had a recent project of ten weeks with a group of Asian boys—did exercises with resistance, did work with trust.

· Showed images of work done with a performance company of mixed ability in south Asia.

Mary Prestidge

· Has helped run a Family Jam, which is specifically for families.  At first 8 adults and 9 children turned up by invitation, then the popularity grew and the paperwork came with it (risk assessments, legal requirements when working with children, etc), but the event has been held in a public art centre ‘the Bluecoat’ in Liverpool.

Katy 
Being resident in a building is really important – the work comes to you.  If you have a form, in a public building, in a regular space, at a regular time, you can also tap into all the networks: disability networks, local councils, arts networks

Sebastien 
If we stick to presenting CI as a holistic thing, we will never go on.  The descriptions need to be tailored to the different groups.

Jo  
Hearing what people are doing, it feels like a tapestry with many different threads to it […], and on a micro level there is already a lot going on, and maybe we should highlight that.

Mary 
Failure Lab, which I run regularly attracts really interesting people, even if only two people turn up it can be an enormously rich experience

Katy
Don’t start with any sense of expectations – go with a sense of humility.

Gesine
Don’t call it dance.  That helps.

Heike
We run also an outdoor jam in a public park, and when we do it I have a sign that I put up on two bamboo sticks with tethers.  

The sign reads: 

What you see here is called contact improvisation.  

It’s fun

You can join if you want

And you can also learn it in workshops ( [box with a collection of flyers]
Jo
See David Toole (ex-Candoco) & Remix’s new piece called The Impending Storm, part of the Unlimited festival in London.

Documenting Dance  presentation by Colleen Bartley
What is dance documentation?  Notebooks, videos, conversations, emails, photos, transcripts.  

How do you grab the essence of your experience?  Or, in the words of Becky Edmunds, who edits online using Lisa Nelson’s Tuning Score, how do you make ‘A work of art from a work of art’?

Further resources:

· IDOCDE – international documentation of contemporary dance education: http://www.idocde.net/
· Beckyedmunds.com

· Dance-archives.ac.uk – Tamara Ashley’s project for digital dance archives

· Dance-tech.net – the DTTV social network

· Meta-academy@bates2013: Minded Motion

· Ecite.org – see documentation from Bern 2012

· Contact Quarterly / CQ: quarterly, biannual, annual, online…

· Nancy Stark-Smith and Dieter Heitkampe’s projects in CI documentation and global calendar: the Round Robin Project

