CHAPTER 3 – TITLE TBC

Intro to chapter

One of the objectives of my PhD research is to investigate a new, experimental methodology combining the practices currently used in the museums and galleries’ professional sector to research audience’s attitudes, preferences and response to exhibitions and displays, and the practices of movement observations, scoring and score-making used in the dance and performance sector. 

As seen in Chapter 2, in exploring an interdisciplinary methodology for this PhD’s research, I sought to continually integrate my approach and vision as an artist with my curatorial practice in organising the symposium event ‘How do Institutions Choreopgraph Us?’ at the Institute for Contemporary Arts. In this chapter, I will further explore the hybridity of my practice, and present a section of my research which combines my practice as an artist working in the dance and performance sector for the past 15 years, with my previous professional experience as a Visitor Researcher and Evaluator both at the V&A and at Tate. 

In this chapter, I discuss the process, findings and limitations of this experimental methodology devised in partnership with the V&A South Kensington’s Visitor Research team, and the performance project ‘I do this every day: Pass it on’, that I devised and realised in collaboration with artist Ivana Sehic and in partnership with the ICA. I draw the connection between the two research methods, to emphasise the artistic approach I have taken in both, and how each informed the other. The project with Ivana Sehic experimented with a practice live scripting ‘instructions’ in a street in London for half an hour one early evening and observing the interactions of bodies passing and inhabiting that public space of the city. This project informed the live scoring and visitor observations at the V&A, where I individually observed visitors in the Sculpture Gallery at the V&A South Kensington on different days and, again, live-scripted their actions. Both projects are inspired by the theoretical propositions I presented in Chapter 1 around everyday movement choreography.

My research at South Kensington also consisted in observations and interviews to visitors in the same gallery, following more traditional methods used in museum practice, which have their origins in sociological-anthropological research and are sometimes used in market research. I intentionally draw on methods that strive for relative objectivity, and reinterpret them through an artistic approach. While in Chapter 2, I looked at the choreography of an art institution both in its public-aspects, and its operational and organizational movements, in this study, I aim to engage with visitor movement directly on the ‘gallery floor’ and from the perspective of visitors, moving towards the museum from the outside. Therefore, one consideration is not only their movement within the museum space, but the journey they have taken to get there.   

In the performance ‘I do this everyday: pass it on’, Ivana Sehic and I slowly walk along two streets in East London (Wheler St and Quaker Street, in the area of Shoreditch). For a set time of 30 minutes, on one weekday evening, we inhabit the space together with an invited audience and anyone passing by the street in that moment. We observe any verbal and graphic signs or symbols, and other civil infrastructures (bollards and other markers) that present us with ‘instructions’ on how to move around the space, and we imagine the textual score for the choreographies that these tangible markers imply. We also think about the way people present in the space interact with each other and change the space by inhabiting it, and imagine what textual scores those movements would have. We live-type each of the lines of this score and, using hand-held projectors, project them on different elements of the space surrounding us. Wearing over-sized vinyl raincoats, partly painted in solid red, allows us to project the texts on to each other, too. The trailer video for this performance can be seen on the PhD website.

To produce my museum scores, I sat down or stood to the side of the Sculpture Gallery at the Victoria and Albert Museum in South Kensington (named ‘Galleries 21-22’ on the museum map), for a limited time of 10 minutes at different hours of the day, and observed the objects on display, the visitors passing through, the sounds and temperature of the space.  I observed and attempted to record the choreographies I experience through a textual score, of which a few examples can be seen on the PhD website. 
PRACTICE OF ‘LIVE-TYPING’ OR SCORING

For both my PhD practice projects  ‘I do this everyday: pass it on’ and the V&A project, I developed a practice of ‘live scripting’ or ‘live scoring’, which draws on current practices in contemporary dance and artistic practice and connects to the performance discourse. The discussion that follows aims at defining the theoretical foundations of this practice.

In A Choreographer’s Handbook, Jonathan Borrows effectively summarises the definition – or, rather, non-definition - of scoring in dance and performance practices, and ironically notices:

‘A number of different approaches tend to be grouped under the word ‘score’. This can get quite confusing’ (Burrows, 2010, p.141) 

And he continues to define two main ways in which a score is intended in the field of dance and performances studies:

‘In the first kind what is written is a representation of the piece itself, a template which holds within it the detail, in linear time, of what you will eventually see or hear. A classical music score works in this way.

In the other kind of score, what is written or thought is a tool for information, image or inspiration, which acts as a source for what you will see, but whose shape may be very different from the final realization. 

These two approaches can mix’ (Burrows, 2010, p. 141)

My ‘live scoring’ practice sits in between these two approaches, and deliberately plays with the ambiguity of this definition - or non-definition - of score. First, the practice is an attempt at capturing through words what I can see, hear, or sense happening, for the fraction of time and in a selected portion of space I exist in in that moment. Equally, each score speaks through what is not saying, and documents my inability, or impossibility to ever complete this task, or to record all the details that are present in that space and in that moment. Secondly, the scoring practice attests to my subjectivity, my relative position as an observer and score-maker. The score is a projection of my subjectivity on to what I see passing before my eyes, or hear, or sense happening around me and, as such, is a testament to my own prejudices and bias, too. 	Comment by Lorenza Peragine (Research Student): Choreography?
    
To go back to Burrows’ quote once again, I need to specify that, while Burrows refers to practices of scoring to record and transmit dance and performance, in the case of my PhD practice of scoring, I look at everyday choreography, and attempt to score it. And, so far, I have not taken a subsequent step in the process of using the said score as a foundation for dance or performance. The discussion on why I have decided not to develop this as part of my practice is later in this chapter. For now, it is important to stress that, I attempt to make a score similar to the first type of score Burrows describe, a record of all that I see or hear in that moment, but one that inevitably and intentionally fails, and becomes the second type of score Burrows defines. In reading the final score, the reader might have different images or experiences in their mind, compared to the ones I had initially experienced in writing the score. 

I also need to specify that, although discussed jointly here, there are significant differences between my scoring practice at the V&A and the one I did for ‘I do this everyday: pass it on’. There is, of course, the different type of public space selected for the two practices –a museum space and a street in London. Secondly, I developed my V&A scoring practice as a solo observer/scripter, and while the practice carried out for the performance at street level followed an important relational aspect. Ivana Sehic and I also assigned ourselves the task to maintain or create a relationship to each other while producing the score. Third, in the performance on the street with Ivana, the audience – who are also the people we are scoring the movement and actions for – are able to see the live score, because it is projected on to the walls around it as it is being live-typed. At the V&A, the live-scoring was not typed, but written on a paper pad, without visitors or anyone else being able to see the score I am producing. 

Despite the joint conceptual premises and proximity of both practices, for ‘I do this everyday: pass it on’ I was strongly inspired by the choreography of typing and instant messaging, while the V&A project followed a non-digital approach. However, even for ‘I do this everyday: pass it on’, my artistic engagement with the world of digital messaging remained limited, with the inspiration to the instant messaging is at an abstract and conceptual level only. This is to say that instant messaging and the choreography of typing is relevant to my practice only in the way it emphasizes the idea, present in the performance studies discourse, that scoring producing ‘distance’.	Comment by Lorenza Peragine (Research Student): Need to expand on this

To once again go back to Jonathan Burrows:

‘A score is a conscious way to distance you from the thing you are making or doing. It can mediate between the maker and the work, and also between the maker and the performer’ (Burrows, 2010, p. 142).

In the project with Ivana Sehic, we adopted live-typing using mobile phones to emphasize the choreography of typing – the pauses in between message and response, the timing of deleting and re-typing, the moment of lingering and ‘thinking’ about the next word or sentence, or a sudden acceleration of typing revealing urgency or affect. In my museum scoring practice, these elements are not visible or immediately seen by an audience. However, similarly, my museum scores reveal and almost emphasise a distance between myself, the observer/scorer, and the people, objects and actions in my sight.

In Essays on the Blurring on Art and Life (Kaprow, 2003), Allan Kaprow discusses his practice of scripting everyday actions. For example, Kaprow presents, three scripts describing three different scenarios of three people passing through a doorway, with their negotiation of ‘giving way’ to each other while passing (Kaprow, 2003, pp.181-194). As well as attempting to script these social and physical interactions, Kaprow refers to them as ‘ready-made’ performances, ‘where the only unusual feature will be the attentiveness brought to bear on them’ (Kaprow, 2003, p.188).[footnoteRef:1]  [1:  Although Kaprow uses the word ‘script’, I am referring to his reflections here in parallel with my discussion on scores, and using the two terms almost interchangeably. First, Kaprow uses the concept of script  Instead of a lack of clarity and definition, I am fluidly using between these two terms to define practices that intertwine and overlap in the field of performance I contextualise my work in. This is an area where practices from dance, theatre and the visual arts converge and exchange methods and concepts. While ‘script’ is a term that originates from theatre and playwriting, ‘score’ traditionally belongs to music and it has by proxy been adopted by contemporary dance. While the former is normally constituted of words, the second may include number, symbols or other graphic representations.
] 


In discussing Lucinda Child’s piece Street Dance (Kolb, 2022, p. 6-13), Alexandra Kolb emphasizes both the effect that scores have in framing otherwise unattended portions of everyday movement, and the imaginative possibilities that scores open up to the audience. While the audience is in a loft at the top of a building in New York,  a tape-recorded voice gave a minimal score directing the audience’s gaze to the street below. The dancers, having the back turned to the audience, performed simple everyday movement and occasionally pointed at different things on the street, in sync with the tape. Kolb reads this work in connection to LeFebvre’s concept of rhythmanalysis and Georges Perec’s writings, both of which have repeatedly been quoted in this thesis, to demonstrate how the piece ‘guided audience to ‘see’ the city, prompting observations of normally overlooked everyday objects and happenings’ (Kolb, 2022, p. 7). And, Kolb continues, ‘Street Dance seemed designed to disrupt ordinary habits of viewing. The viewing from a bird’s eye perspective was channeled towards a restricted portion of the street’ (Kolb, 2022, p.8). 

In the submitted video trailer of ‘I do this everyday: pass it on’, my collaborator and I aim to draw attention to different elements of the urban space we and the audience are present in. While we encourage the audience to follow us while moving through the street, while we type series of words or short sentences referring to what is happening the space where we are present in that moment. We also draw attention on the different urban elements by video-projecting the words and sentences on to a wall, a window, a bollard, the pavement’s kerb, and so on.  The score was only loosely structured and it is mostly responding in real time to what is happening around us – we follow a task of ‘live-scoring’ which the audience can experience first-hand.  The movement Ivana and I perform is very familiar and quotidian for most of us. Our primary action is tapping on our mobile phones, and, secondarily, walking at a slow pace along the street, looking down, looking up, looking at each other.

In Street Dance, Childs intentionally sets up a situation of distance between the audience and the performers. The recorded score on tape allowed the audience to ‘see’, ‘in an imagined sort of way’ (Childs, 1975, quoted in Kolb, 2022 p. 8), what was happening on the street below, but restricted to the audience’s vision through the windows.  In Childs’ piece, I identify the tension between two ideas of scores explained in Burrows’ definition quoted above - where the score, here recorded on tape, attempts to bridge the distance between the audience and the performers, and between the audience and the scene they are looking at on the street, but it is almost the representation or materialisation of the distance itself.  I recognize this important effect of disassociation in both my scoring practices for ‘I do this everyday: pass it on’.  Here, my collaborator and I play wanted to emphasise the idea of distance through time –  the pauses between message and response – and, visually, through the physical distance between each of us ‘sending’ the message, and the message projected on the wall. 

Allan Kaprow (Kaprow, 2003) also highlights how bringing attention to everyday physical and social scenarios as ‘ready-made’ performances, and attempting to script them, has the effect of creating a distance, and he highlights how these scripts or score almost have an alienating effect. Through his ready-mades, he explains, ‘you experience directly what you already know in theory: that consciousness alters the world, that natural things seem unnatural once you attend to them and vice versa’ (Kaprow, p.190). In discussing what he describes as a ‘sketch for a possible breathing piece’ which comes in the form of a script, Kaprow notices ‘Consider what this piece proposes to do. It exaggerates the normally unattended aspects of everyday life […] Revealed this way they are strange. Participants could be momentarily separated from themselves’ (Kaprow, 2003, p.198). 

 ‘I do this everyday: pass it on’, my research in collaboration with Ivana Sehic focused on ways of expressing agency through everyday movement and in response to choreographic instructions in the space of the city. As part of this project, Ivana and I also explored how scoring everyday movement can be in itself a form of resistance to the inherent or explicit instructions in everyday life. The very act of placing attention to a portion of life, as Kaprow explains, produces the effect of turning something usual, quotidian into ‘unnatural’ or ‘strange’. And so, Ivana and I claim, that process is itself has the power of creating a deviation from the instruction. 

In my scoring practice both for ‘I do this everyday: pass it on’ and the exercises I carried out at the V&A, I aim to emphasise the alienating effect that placing attention and framing instructions present in the space can produce. I am drawn to absurdity and humour, and word play that produces new meaning through de-contextualisation and juxtapositions. 

Particularly in my museum scoring practice, I identify the tension outlined in Jonathan Burrows’ mentioned quotes between striving for an accurate, detailed representation of the everyday choreographies, and the final product – an incomplete, highly subjective score, only merely evoking the glimpses of my individual experience of the those choreographies.  Close to Michel De Certeau’s work, Georges Perec represents a seminal example for the practice of on-site writing to record any aspect of everyday life. His ‘Attempt at exhausting a place in Paris’ (Perec, 2010) demonstrates, on the one hand, the infinite possibilities that choosing to paying attention to the everyday in his fleeting details can offer, and, equally, it attests to a certain restlessness or tension on the impossibility of ever completing this task, and this strongly resonates with my thinking around my PhD scoring practice. 

The aura of stillness emanating from the sculptures and from the extended time frame of the V&A museum opening hours, presented themselves as an ideal setting for a practice geared at noticing, ‘what is happening, when nothing is happening’ (De Certeau, 2011, pp.).  In his quasi-manifesto to the ‘infra-ordinary’ (Perec, 2012), Perec 

‘Describe a street. Describe another street. Compare
Make an inventory of your pockets, of your bag. Ask yourself about the provenance, the use, what will come of each of the objects you take out. 
Question your teaspoons.’ 
(Perec, 2012, p. 210)

In a similar enthusiasm to Perec’s teaspoons, during my time practicing scoring at the V&A, I find myself mesmerised by the movements, social dynamics, and rhythms of the sculpture gallery – I could be there for hours! While being an observant, I am present in the gallery, too. I am not wearing a staff badge, I sit on a museum bench or stand slightly to the side of the room, I ‘live’ the space. Other visitors are sat drawing or taking notes – I am sure I could pass for one of them! I am an observant, but also an involved participant – a visitor of the museum. Like the other visitors, they look at me as I casually look at them, then quickly re-direct my gaze. Like we all do in public spaces, I pretend I am not looking.  

This is not a writing practice. It is a performance practice. In writing about quotidian movement, I try and pay attention to my posture, head down, the pain in hand when I try and write fast, my breathing, while I carry out my scoring task. Once again, George Perec posed attention on the physicality of the practices of writing and reading. For example, while attempting to deconstruct the act of reading, he describes it as:

‘a precise activity of the body, the bringing into play of certain muscles, different organisations of our posture, sequential decisions, temporal choices’ (Perec, 2012, p.175). He then goes on to notice the minimal acts of ‘editing’ through the eyes moving across the page, which connects to my interest in the choreography of typing mentioned earlier in this chapter in relation to ‘I do this everyday: pass it on’.


AFTER THIS: SECTION ON SUBJECTIVITY /BIAS

SECTION AFTER THAT RESEARCH ‘FINDINGS’: What am I trying to identify through the scores – go back to research questions  findings 
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