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Bir dansgi igin koreografi kurgulayarak dans etmek ve dogaglama dans etmek farkl
seylerdir. Koreografi kurgulayip dans etmek icin dansgi, tekrarlamalar yoluyla
bir otomatizm gelistirir. Dogaglama ise tekrar edilemezdir, bu yiizden doga¢lama
dansgis1 siirekli bir gerceklestirme, hayata getirme durumundad. Dans da
dogaglama bir dolasimdir (diyalektik bir dongiisel geri bildirimdir). Bu dolasim,
diigiinme ve diigiinmeme, bilme ve bilmeme ile birlikte dansin dinamik gerilimini
yaratir. Ya da diyalektigi disarida biraktigimizda, doga¢lama esnasinda dansgi
bilip bilmeme arasinda hareket eder. Sonugta bu durumlarin birisine ya da digerine
gecici dengesizlesmeden otiirii hi¢hir zaman tam olarak ulasilamaz.

Dogaglama dans edebilmede dansgiya spontane bir sekilde dans edebilmek icin
yardim eden bir¢ok ilke ve yon vardir. Dokuz nokta teknigi, viicudun hareket ederken
yonelmesine yardim eden basit bir mekan i¢i modeldir. Amanda Miller bu dogaglama
pratigini kendi atélyelerinde, performansta hareketin arastirilmasi ve dans¢ilara
mekan igerisinde net ve belirli bir hareket kurmak ve dogaclama alistirmasi
yaptirmak i¢in kullanir. Boylece dans, seyirciler i¢cin rahatlikla okunabilir hale gelir.
Bir performans alistirmasi olarak dokuz nokta teknigi spontane bir sekilde dansin
olusturulmasi icin yapi/isaret verir.
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For a dancer dancing a set choreography and dancing improvisation is different.
For dancing a set choreography the dancer has developed an automatism through
repetition. Improvisation is not repeatable, therefore the improvising dancer is in a
permanent state of actualisation. Improvising means creating dance in the moment
and for that creative process ‘“to think* means to engage (spatial and rhythmic)
imagination. In dance improvisation it is a circulation (a dialectical feedback
loop) of both thinking and not-thinking, knowing and not-knowing, which creates
the dynamic tension of the dance. Or better — leaving a dialectic behind — during
improvising the dancer moves in the intervall of knowing and not-knowing. The total
states of either the one or the other are never fully reached, because of permanent
destabilization.

For being able to do improvisational dance there are many concepts and
orientations, which help the dancer to compose the dance spontaniously. The Nine-
Point-Orientation is simply a model in space which helps the body to orientate
while moving. Amanda Miller uses this improvisation-practice in her work, for the
research of movement, in performance and also as a training for the dancers to
write improvised or set movement clear into the space, so that the dance is clearly
readable for the audience. As a performance practice, the nine-point-technique
gives a structure/score for creating the dance spontaniously.
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Giris

Dogac¢lama dans hakkinda ¢ok fazla yaklasim vardir. Calistifim dogaclama yaklagimindan
bahsetmeden once sizlere dogaglamayla dans ve anlatimsal koreografi kurgulama arasindaki farklar
tizerine yorumlarimi kisaca aktarmak istiyorum. Kompozisyon ile ilgili ilkeler hem dogaclamada
hem de koreografi kurgulamada ayniyken aralarindaki farkliliklarin en 6nemlilerinden birisi zaman
kullanimidir. Bir koreografi kurgulamaya hazirlanirken koreografin yapacagi segimler hakkinda
zamani vardir, ancak dogaclama esnasinda dans¢inin ya da koreografin diisinmek i¢in daha az
zaman vardir ¢linkli kompozisyon se¢imleri o anda yapilmak zorundadir. Bu durumu dogaglama org

sanatgisi Jean Langlais sozleriyle de anlatabiliriz: “Dogaclamada en 6nemli sey ¢ok hizli bir sekilde
diisiinebilmektir.” (Bailey, 1992, s.141)

Bir dansc1 i¢in koreografi kurgulayarak dans etmek ve dogaclama dans etmek farkli seylerdir.
Koreografi kurgulayip dans etmek igin dansci, tekrarlamalar yoluyla bir otomatizm gelistirir.
Dogaglama ise tekrar edilemezdir, bu ylizden dogaglama dansgisi siirekli bir gergeklestirme, hayata
getirme durumundadir.

Dans ederken dogaglama, o an i¢inde olma ve bu yaratict siire¢ igerisinde dans1 mekansal
ve ritmik hayal giictiyle siirekli olarak iligkilendirme anlamina gelir. Dogaclama dans etmek, dans
ederken ayni zamanda diisiinmek, hayal etmek ve bir seyleri zaman-mekan igerisinde doniistiirmek,
dans edildigi esnada aynm1 zamanda se¢imler yapmak, gozlemler yapip kendi hareketlerini ve
diger hareketleri yorumlamak, bir hareketi kompoze ederken daha ileri hareketleri diisiinmektir.
Dogaglama dans etmek mekan igerisinde, motor eylemin imgelerinden ya da goriintiilerinden yola
cikip doniistiiriici bir eylemde bulunmaktir. Ve eger mekan ya da mekan algis1 diisiince yaratimi
olarak anlasildiysa dogaclama dans etmek diistinmektir ¢iinkii diistinmek, hayal edilen mekanda
cesitli yonlere dogru yer degistirip bir koreografi olusturmaktir (Bu diisiincenin kaynagi Robet L.
Schwarz’1in Aristo’nun hareketsel terimlerini aktarmasindan gelmistir, CQ 18/2, s.43). Eger bir seyleri
hareket ettirmezsen onun hakkinda diisiinemezsin. Bdylece hareket edip mekani hayal edebilirsen
diisiinebilirsin. Dans etmek diisiinmektir. Fakat dans¢inin dogaclama esnasindaki hareketlerinde
viicudu rastlantisal bir sekilde onu siiriikklerken diistinmek icin neredeyse hi¢ zamani yoktur.

Dans ederken diisiinmemek, viicut kendini dansa teslim ettiginde hi¢ bilmeden dans etmektir
ve aslinda bilmemek, dogaglama dans etmenin bir kismini olusturur. William Forsythe’nin bilmeden
dans etme bigimi, dansin idealize edilmis bir formudur: “Hig bilmeyin, viicudunuzun sizin etrafinizda
dans etmesine izin verin” (Forsythe, 1999, s.27). Fakat eger bilmeme durumu miimkiinse o duruma
ulagabilmek i¢in ¢ok uzun bir yol vardir. Dogaglama yeteneklerine, ¢ok fazla dogaglama dans etme
pratigine sahip olmak, “tanidiginiz viicudunuz” ile isbirligi icerisinde olup bilmeme durumuyla bas
edebilmeyi 6grenmeniz gerekmektedir. (Tanidiginiz viicut ifadesi ile sdylemek istedigim sey belirli
bir tarihsellik i¢inde viicut bilgisine sahip olmaktir. Danslar ve dans teknikleriyle viicudun bireysel/
aligilmis jestlerle kombine hale geldigi diisiiniiliir).

Dans da dogaglama bir dolasimdir (diyalektik bir dongiisel geri bildirimdir). Bu dolasim,
diistinme ve diisiinmeme, bilme ve bilmeme ile birlikte dansin dinamik gerilimini yaratir. Ya da
diyalektigi disarida biraktiimizda, dogaclama esnasinda dansci bilip bilmeme arasinda hareket
eder. Sonugta bu durumlarin birisine ya da digerine gecici dengesizlesmeden o6tiirii higbir zaman tam
olarak ulasilamaz.

Dogac¢lama dans edebilmede dansciya spontane bir sekilde dans edebilmek i¢in yardim eden
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birgok ilke ve yon vardir. William Forsythe’nin “Dogaglama Teknikleri” isimli CD’si hayal edilen
bir bosluktaki noktalar, geometrik formlar ve hatlar gibi olan uzamsal yonleri ve gorev formlarini
gosterir. Bunlar “Tracefrom” (dans¢inin mekan igerisinde hareket ederken arkasinda biraktigi izler
ya da patikalar) olarak adlandirilir. Amanda Miller da uzamsal yonleri kullanir. Bunlar sonsuz sayida
olabilecek dogaclama goérev bigimlerinin temel uzamsal yonlerde ist {iste koyulmasiyla olusur.

Dokuz nokta teknigi, viicudun hareket ederken yonelmesine yardim eden basit bir mekan
ici modeldir. Amanda Miller bu dogaglama pratigini kendi atdlyelerinde, performansta hareketin
arastirilmasi ve danscgilara mekan igerisinde net ve belirli bir hareket kurmak ve dogaclama alistirmasi
yaptirmak i¢in kullanir. Bdylece dans, seyirciler i¢in rahatlikla okunabilir hale gelir. Bir performans
alistirmasi olarak dokuz nokta teknigi spontane bir sekilde dansin olusturulmasi i¢in yapi/igaret verir.

Viicudun etrafindaki hayali mekani/boslugu tanimlar. Bu boslukta yapilan se¢imler ve var
olan sanslar, dansciya diyalektik siire¢ igerisinde anlik kompozisyonlar olusturmasi igin gii¢ verir.
Dokuz nokta teknigi bir diisiinme alanidir. Bu alanda diisiinceler bedensel hareketlere doniiserek
sekil bulur. Dansgi, hayali noktalar1 olan bir iskele icerisinde farkli uzamsal yonlere hareket ederek
kendine bir alan yaratur.

Dokuz nokta tabiri, Rudolf von Laban’in hareket analizleri ¢aligmasinda gelistirmis oldugu
mekan igerisinde hareket temellerinden gelir. (Trisha Brown’da 1976’da “Locus” isimli dans
gosterisinde bu hayali noktalar1 olan kiipi kullanmistir.) Kiibik boslukta/mekanda ii¢ seviyede
yirmi yedi ayr1 nokta vardir. Her seviyede dokuz nokta vardir. Bir seviye zeminde, diger seviye
ortada, bir diger seviye de ellerin ulagabilecegi en yiiksek yerlerdedir. En iist seviyenin bes noktasi
dogrudan bagin lizerinde, orta seviyenin bes noktasi viicudun tam orta kisminda, asagi seviyenin bes
noktasi ise dogrudan viicudun altinda yer alir. Tipki “kinesphere” deki gibi dansc¢1 bu iskeleyi mekan
icerisinde siirekli tasir. Yonleri ve yiiksekligi ile degisken bir kiiptiir. Dans¢1 bu kiipii, viicudunun
icinde kiigiiciik hayal edip dyle galisabilecegi gibi viicudunun etrafinda izole olmus bir zirve hayal
edip Oyle de caligabilir. Ayrica dansg¢inin gegici ihtiyaglart goz oniinde bulundurularak dokuz nokta
tekniginin yalnizca bir seviyesi ile de ¢alismak miimkiindiir. Her nokta, dans¢inin harekete basladigi
yone dogru yonelebilir.

Ayrica hareketi her viicut boliimii baglatabilir. Viicut boliimleri hiyerarsisiyle viicudun daha
demokratik kullanimi1 saglanabilir. Bir¢ok dans tekniginde bacaklar, kollar, govde ve bas bir hareket
olusturmak i¢in baskin rolii oynarlar. Dokuz nokta teknigiyle her viicut bolimi hatta viicudun i¢
boliimleri dahi ayn1 dneme sahiptir. Hareketin her olasihig kesfedilebilir. Ornegin kulaklar lider
olabilir ve viicudun diger kisimlar1 kulaklar1 takip edebilir ya da aym sekilde kalganin sag tarafi
mekanda belirli bir noktaya dogru hareket ederken viicudun diger pargalari onu takip edebilir. Dans¢i
tipk1 mekanda bir patika yaratiyormus gibi 6nce belirli bir nokta secer ve daha sonra bagka bir nokta
secerek ilerler. Bu ¢alisma viicudun boslugu/mekant umulmayan ¢ok farkli yonlerde doldurmasini
saglar. Belirli bir merkez yoktur ¢iinkii merkez her seferinden degisir.
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Ayni zamanda dans etmenin ¢ok merkezli bir bi¢imi oldugu sdylenebilir. Dans¢1 her zaman
alisagelmis oldugu dans teknikleriyle dans etmeyi secse bile sectigi merkez her seferinde parmak
uclarinda doniis yapma 6rnegindeki gibi degismektedir.

Bu durumda bir noktaya ulagsmak i¢in ¢ok fazla yol vardir. Bir nokta se¢ip o noktayi itip,
cekebilir ya da o noktanin etrafinda donebilirsiniz. Ayn1 zamanda noktalar arasinda hatlar ¢izebilir
ya da iki nokta arasinda kavisler yapabilirsiniz. Nokta sizi belirli bir yone dogru ¢eker. Noktalar
arasinda yavasga hareket edebilir ya da kesik kesik hareketlerle noktalar arasinda hizh bir sekilde
gidebilirsiniz. Noktalarin arasindaki boslugu nasil dolduracagi tamamen dans¢inin elindedir. Fakat
bir noktadan digerine olan yol aslinda -eger viicudunuzun diger bdliimlerinin harekete baglayan
boliimiinii nasil takip ettigini gozlemleyebiliyorsaniz- oldukga karisik bir hareketi gostermektedir.
Ve bu yolda dilediginiz zaman sectiginiz noktanin konumuna gore dne dogru ya da arkaya dogru
gidip yoniiniizii degistirebilirsiniz.

Dokuz nokta teknigi, temel uzamsal yonler iceren bir tekniktir, fakat bu temel basitlikten
komplike/karisik hareketler c¢ikarilabilir. Bir sonraki adim daha 6nce degindigim gibi William
Forsythe’nin CD’sindeki anlatilan gorevler gibi daha ileri dogaglama dans gorevleri segenekleri
¢ikarabilmek olabilir. Ornegin dokuz nokta teknigi bilgisine sahipseniz bir viicut seklini teknikteki
farkli skalalarda doniistiiriip kullanabilirsiniz. Dogaglama bir gorev/is higbir zaman tam olarak
basarilamaz “bu gorev her zaman farkli hareketlere doniistiiriilebilir” (Forsythe 1999, s.27).

Son olarak her hangi birisinin dogaclama dans anlayis1 diistinmenin, mekanin/boslugun,
hareket eden bedenle birlikte diisiinmenin bagimsiz iliskisini gosterir.
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One Concept of Dance Improvisation: The Nine-Point-Technique

Friederike Lampert

There are many concepts of dance improvisation. Before I introduce the concept
of improvisation I work with, I would like to briefly make a comment on the differentiation of
improvisational dance and set choreography concerning the expression ,,¢to think®. While the
compositional principles are the same for both improvisation and choreography, one of the most
important difference is simply the use of time. For preparing a set choreography the choreographer
has time to think about his/her choices, and during an improvisation the choreographer/dancer has
less time to think, because the choices for the composition have to be made in the moment. That
means, with the words of Jean Langlais, who is an improvising organist: “The most important thing
for improvisation is to be able to think very quickly.” (Bailey, 1992, p.141)

For a dancer dancing a set choreography and dancing improvisation is different. For dancing
a set choreography the dancer has developed an automatism through repetition. Improvisation is not
repeatable, therefore the improvising dancer is in a permanent state of actualisation.

Improvising means creating dance in the moment and for that creative process ,,to think*
means to engage (spatial and rhythmic) imagination.

Thinking while improvising dance is imagining and translating something into time-space,
thinking while improvising dance is making choices, thinking while improvising dance is to observe
and to read your own and other movements thinking in improvisational dance is to think movement
up, lately to compose (to write) movement.

Thinking in improvisational dance is an transformative action from visual or imaginary into
motoric action in space. And if you understand the space ( or the perception of space) as a creation of
mind — improvising dance is then thinking — because thinking is a choreography of shifting spacial
orientations in an imagined space (that idea comes from Robert L. Schwarz referring to motional
terms of Aristoteles, CQ 18/2, p.43) If you cannot move something, you cannot think about it. So if
you move and imagine space, you think. Dancing is thinking.

But what about the moments in improvisation when the body is responding to coincidence,
when the dancer has simply no time to think. Not thinking in dance is, when the body takes over and
dances the dance without knowing. And not knowing is a part of improvisational dance. For William
Forsythe dancing without knowing is an, idealized form of dancing: “just not knowing and letting
the body dance you around.“(Forsythe, 1999, p.27) But for to reach that state of not knowing, if ever
possible, it is a long way of practicing dance improvisation and improvisational skills, where you
learn to deal with the unknown in collaboration with your own knowing body. (What I mean with the
knowing body is a body of information with a particular history: the dances and dance-techniques the
body has been tought combined with the individual/habitual gestures).
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In dance improvisation it is a circulation (a dialectical feedback loop) of both thinking and
not-thinking, knowing and not-knowing, which creates the dynamic tension of the dance. Or better —
leaving a dialectic behind — during improvising the dancer moves in the intervall of knowing and not-
knowing. The total states of either the one or the other are never fully reached, because of permanent
destabilization.

For being able to do improvisational dance there are many concepts and orientations, which
help the dancer to compose the dance spontaniously. In the CD-Rom “Improvisational Technologies”,
f.e. William Forsythe shows orientations and task forms, which are used spacial, and which transform
imagined space (like points, lines and geometrical forms) as so called ,traceforms* into movement
(meaning what kind of trace or path the dancer leaves behind while writing movment into space).
Amanda Miller also uses a spacial orientation, which can be understood as a very basic layer of
spacial orientation, on which improvisational task forms ( which of course can be endless) can be
put upon.

The Nine-Point-Orientation is simply a model in space which helps the body to orientate
while moving. Amanda Miller uses this improvisation-practice in her work, for the research of
movement, in performance and also as a training for the dancers to write improvised or set movement
clear into the space, so that the dance is clearly readable for the audience. As a performance practice,
the nine-point-technique gives a structure/score for creating the dance spontaniously.

It defines an imaginary space around the body, in which choice and chance in its dialectical
process drive the instant composition. It is a ,“think space”, in which ideas are getting transformed
into corporel movement. The dancer is moving in a scaffolding of imaginary points and through
shifting spacial orientations around, the dancer creates the space.

The expression of the nine-points comes from the principles of orientation in space, which
Rudolf von Laban developed in his movement analysis work. (Also Trisha Brown once used this
cube of imaginary points for a dance piece called “locus” in 1976.)

There are twenty-seven points (twenty-six rays of directions), which formate three levels
in a cubic space. One level has nine points. There is one level on the ground, one in the middle and
one level on the height of the hands when they are reached out. The fifth point of the upper level sits
directly over the head, the fifth point of the middel level sits in the middle of the body and the fifth
point of the lower level sits directly under the body. Like the kinesphere, the dancer is carrying this
scaffolding always with through space. The cube is variable in its height and dimensions. The dancer
can imagine the cube very little inside the body and work with that, or it is also possible to imagine
the cube around one isolated extremity. You can also work with only one level of nine points which
shifts all the time according to the momentary needs of the dancer. Every point can be the orientation
into which direction the dancer starts the movement.

And every bodypart can be the initiator of the movement. The hierarchy of bodyparts
dissolves towards a more democratic use of the body. In most dance-techniques the legs, arms, torso
and head play the dominant role for forming a movement. With the Nine-Point-Technique every
bodypart even inner bodyparts have the same value. Every movement possibility can be explored.
For example the ear leads and the rest of the body follows. Or f.e. the right hipbone starts moving
towards a certain point in space. The dancer chooses one point after the other, like writing paths into
space. This practice shows that the body fills space in unexpected and versatile ways, There is no
fixed center, because the center is shifting all the time.
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One could also say it is a multicentristic way of moving, even though the dancer can always
choose to dance in habitual dance techniques, where you need to be center centered for some
moments. F.e. while turnung a pirouette.

Then there are all the different ways to approach a point. You can grab a point, throw or push
the point away, circle around it. You can also draw lines between the points and shift the line. Or you
can draw curves between two points. The point can pull you into a certain direction.

You can slowly move through the points or in a staccato way move quickly through the
points. How you fill the space moving in between the points is up to the dancer. But the direct way
from one point to the other already shows a complex movement, if you watch how the rest of the
body has to move, while following the initiative bodypart. Of course you can always change the
fronts and also approach towards the points in the back.

The Nine-Point-Technique is a basic spacial orientation, which by its simplicity can already
turn out complex movement. The next step could then be to put on further improvisational tasks and
options, like I said before, f.e. the tasks which are explained in the CD-Rom of William Forsythe.
F.e. if you take ,isometries‘, you have the Nine-Point-Model in mind, and transfer one shape of the
body to different scales. An improvisational task can never be perfectly fullfilled, “it is all about
transferring for to vary movement.” (Forsythe 1999, p.27). The Nine-Point-Technique is a basic
spacial orientation, which by its simplicity can already turn out complex movement.

Finally, one can say, that his concept of dance improvisation shows the dependent relation of
thinking and space, of moving thoughts and the moving body.
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