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INTRODUCTION

Our purpose is to provide a new reference work that raises awareness for
the practical and theoretical benefits of dance documentation. This guide
therefore offers approaches to and best practices for documenting and pre-
serving dance works. It encourages conscious planning for documentation
and preservation, to serve the dance field’s many needs and several con-

stituencies.

We describe seven major frameworks, the contexts or situations, within
which dance may be documented. Often, dance preservation and docu-
mentation are not the primary objectives within these situations; in fact,
sometimes the records that result are casual, even accidental, byproducts.
In the creation of a dance work, for example, its documentation can be ei-
ther a conscious or an unconscious process. The goal of this guide is to raise
the quality of dance documentation by raising the awareness of choices

that can be made for preservation and documentation.

Who Should Read this Guide? This work is intended to assist those to

whom the dance culture is entrusted:

e Those who envision and produce the dance—choreographers,
dancers, teachers, and artistic and administrative staff at dance
companies

e Those who formally preserve dance records and study dance—
archivists, dance historians, dance ethnologists, critics

e Those who record the dance—filmmakers, videographers, notators,

technicians of new media and motion capture.

This guide is aimed at helping dance companies and dance communities to

find more effective ways to document their work, approaches that will
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serve immediate as well as continuing or future needs. Some case studies
presented here demonstrate the application of the best practices of dance
documentation. None of these cases is perfect; however, each one demon-
strates how combinations of documentation resources have resulted in
strong records of dances, dance-making, or dance events. Some of the tech-
niques of dance documentation are time intensive and costly, and require
careful pre-production and post-production planning. While the most ex-
pensive documentation tools may not be available to small companies or
individual choreographers, care in pre- and post-production planning will
ensure the best possible documentation product—despite budget or equip-
ment limitations or the accessibility restrictions caused by copyrights.
There is, as well, a role in dance documentation for the individual in the
dance field. Therefore, a short section is included with advice on how to

manage one'’s personal papers and ephemera.

Why Document Dance? While archivists and cultural historians are al-
ready persuaded that the dance field must aspire to documentation that is
both higher in quality and more complete, many dance practitioners con-
sider the idea of “dance documentation” a luxury. Nevertheless, dance doc-
umentation serves different needs and uses, for both the long and the short
term. In the bigger picture, the documentation of a dance ensures availabil-
ity to students, scholars, cultural commentators, and others for perform-
ance, study, and analysis. Some methods of documentation enable a dance
to be reproduced in future times and contexts. In the short term, documen-
tation may serve as a tool for audience-building, publicity, grant applica-

tions, rehearsal aids, and other uses.

The long-term uses of dance documentation are often not seriously consid-
ered by practicing dance communities, for reasons of economics, time, and
resources. Historically, dance has received less funding and less attention
than the other visual and performing arts; it has been possible to attribute
some of this neglect to the lack of dance documentation or to uneven or
incomplete records for dance-making and practice. Choreographers and

other dance practitioners, then, will ultimately aid the field of dance for
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the long term if concerted efforts can be made to engage in proactive prac-
tices for dance documentation. With good record-keeping of the role of
dance in art and in culture, scholars can better develop both the theory and
the criticism that will ensure dance’s place in academe. Good records will
also aid in reconstructing dances that have been retired from the active
repertory, so that young dancers can learn and appreciate the myriad forms
and styles of their field. Ultimately, greater and more reliable access to
dance will affect public support for and funding of concert, commercial,
and social dance forms.

There are three important components of dance documentation: represent-
ing the process, representing the performance event, and representing the
cultural impact. If each of these three aspects of the dance event can be pre-
served and examined, then people looking back will have enough informa-
tion to evaluate its significance and cultural impact. Giving forethought to
dance documentation, then, contributes to both the recognition and the
identification of what is essential to dance and dance studies. This is our

field’s legacy.



1: TOOLS FOR DOCUMENTATION

A framework is the context within which the documentation of dance may
occur, and the process of recording dance by notation, by camera, or by
motion capture might each be considered a framework. However, since all
three processes can be used to document dance within any of the other
frameworks presented below, the strengths and weaknesses of each ap-
proach are better discussed as tools of the dance documentation project.
One or more of these tools may be virtually essential if a documentation
project is to reach the caliber of “best practice.” Without using at least one
of them, it would be impossible to assemble, reconstruct, or imagine the

movement—the very foundation of dance.

In themselves, even the tools do not ensure a usable or attractive documen-
tation of a dance. In any project, the aesthetic and informational value de-
pends on skill, which might be defined as the artfulness of the application
of the tool.

DANCE NOTATION

To fix a dance’s form and style by creating a written record through nota-
tion results in an intentional and highly accurate documentation product.
Various dance notation systems provided the first conscientious technique
for documenting dance. Dance notation scores function like music scores:
they provide a stable written record based on codified symbols that can be
used later to recreate or study the work. Complex systems, such as Labano-
tation, provide evidence of the quality of movement as well as the steps,
shape, or pattern of the movement. Labanotation was originated by the
dance theorist Rudolf Laban (1879-1958) in Germany and has since been

further developed in Europe and the United States. Benesh Movement No-
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tation was developed by Rudolf Be-
OBJECTIVES IN NOTATING
h (1916-197 1 hed i .
nesh (1916 5) and launched in | | To fix a dance’s form and style
England in 1955. Currently, the Be- in an accurate and stable
nesh and Labanotation systems are record.

the most widely used notation sys- | e To make the dance accessible
tems. to performance groups that
might want to reconstruct

Recent developments in computer and perform it.

¢ To make the dance accessible

programming (such as the Laban-
to dance researchers.

Writer program) have shortened the .
¢ To have a central or accessible

archival custodian (such as the
into Labanotation, and also permit DNB) for the dance.

time it takes to render choreography

computer analysis of patterns (shapes),

qualities of movement (efforts), and other aspects of the choreography,
which could be an aid to dance researchers. In almost all cases where these
widely accepted formal notation systems are used, dances are notated after
they have been created. The version notated, by its selection for this special
type of preservation, is given some authority over other versions of the

same dance.

In some cases, choreographers have developed their own form of move-

ment notation in preparation for creating a dance.

Where Labanotation is used, the Dance Notation Bureau (DNB) becomes
the functional custodian of the dance. The DNB was founded in 1940 and
the organization’s mission can be found at http://www.dancenotation.org.
The DNB certifies the competence of notators and maintains an archive of
notated scores, alongside supplemental materials such as videotape or film
of the work or the performance program. The DNB’s services are not re-
stricted to conventional dance companies or choreographies. Notated
scores of traditional folk dances that are typically transmitted verbally or
kinesthetically are among the DNB holdings, as well as notations of dances
reconstructed from systems that predate Labanotation (such as the

baroque-era Feuillet notation of the 1700s).
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Method. Select a version or versions to be fixed in notation. Engage a certi-
fied notation expert, who will act as the primary agent in this documenta-
tion. (Most dance companies do not have a resident notation expert.)
Arrange rehearsals with the dancer participants, choreographer or rehearsal
director, and notator; arrange for videotaping. (The videotape offers corrob-
oration and visual cues to future reconstruction, but it is not intended for
use without the notation score.) The presence of the choreographer, repeti-
teur, or other coach is essential to act as a respondent to the notator. Addi-
tional information about set, costumes, music, video, additional choreo-
graphic notes or explanations, and other matter may be submitted with the
score to the custodian of the notation (the Dance Notation Bureau, for La-
banotation). The notation score is checked for errors before becoming a
part of the DNB or other archive collection.

Advantages. An approved complete notation score gives full movement
descriptions and positions for all dancers, as compared to a camera record-
ing where angles or distance may unintentionally obscure parts of the
dance. Notation is most suitable for a long-term record of the original style
and the details of production. Together, codification of the symbols and
certification of the notator ensure that the application of the notation sys-
tem has a high likelihood of accuracy. Notation can also be used to purge
idiosyncratic individual performance qualities or interpretation from the
score. Furthermore, the integration of Labanotation into computer systems
is expected to increase the speed with which dances are translated and

recorded, and then later reconstructed.

The success of the Feuillet notation system in permitting baroque-era
dances from Western Europe to be reconstructed and set to their correspon-
ding music is a testimony to the value of notation systems in keeping an
important period of dance history alive. Because instructions exist to help
contemporary researchers decode the Feuillet scores, motivated researchers
have become masters of the system and can reconstruct with a great deal of
ease and speed. Notation systems for dance, then, do have the same capac-
ity for ease in dissemination and access as music scores.
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Disadvantages. The lengthy time to notate a dance fully as well as the
need to have the dancers available for the notator can make for a cumber-
some and expensive process at times. The use of notation for reconstruc-
tion is restricted by both a general lack of access to people qualified to re-
construct from specific notation systems and the length of time it takes to
reconstruct from a score. Reconstruction from videotape is considered
more efficient because copies of the tape can be lent to dancers to shorten

the time the reconstructor needs to teach and coach a dance in the studio.

In North America, Labanotation has fallen into disuse in some communi-
ties, as university dance departments cut notation courses from curricula, a
decision that further jeopardizes the future of notation because the next
generation lacks the necessary skills and familiarity. This problem could be
surmountable, if the field simply introduced dance notation to students

earlier—much as youngsters begin to learn to read music.

FILM AND VIDEO

Of the tools available for recording dance movements, filmmaking and
videography are the most familiar and most used. Filming or videotaping a
dance or dance event potentially offers a watchable and accurate moving
picture of its subject. With video camcorders becoming increasingly afford-
able, widely available, and small enough to handle easily, most dances are
being recorded for personal or promotional use, although the quality of the
filming and copyright restrictions often preclude the tapes from being mar-
keted. However, as the broadcast media turn to lossless digital formats,
high-definition broadcast capabilities, and widescreen formats, even the
amateur documentary filmmaker will need to be well-versed on what cam-
eras, technical support, and crew are best for the project. Choices should be
influenced both by the intended use for the documentary footage as well as
for archival longevity and quality.!

1 For hints on videotape documentation of concert dance, see
http://dance.fsu.edu/dancedocumentation/index.html.
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Method. Decide what will be recorded, and why (for what purpose), and
schedule the space, artists and participants, and any other staff. Engage the
best technical support and equipment within your means. Discuss the in-
tention of the project with the camera person and other key people. For
some projects, it is important to “storyboard” the scenes to ensure that
they are captured. (Storyboarding is the process of making a series of draw-
ings or descriptions to guarantee the order of the content of the video or
film project, including the composition of the shots.) Work with the tech-
nical crew to arrange a suitable context for recording the project, including
lighting, sound, space. Where the staging conditions for recording are not
ideal, attempt to ameliorate problems or adapt the space (such as changing
lights from fluorescent to incandescent, or hanging fabric as sound baffles).
Use fresh and high quality film or tape. Review the footage. Reshoot as
needed, replicating the original conditions. (For example, reshoot at the
same time of day with the same lighting.) Index the footage, or select and
edit it, depending on its intended use. Decide the disposition of excess
footage or unusable products. (Caveat: Especially for archival purposes, do

not reuse tapes!)

Advantages. Videotaping has had a distinct advantage of offering ease in
access, and today, the videotape format is one that is most widely used.
Digital video has the advantage of easy conversion to the DVD format, and
now some affordable home computer systems can reproduce digital video
files on double-sided DVDs, potentially accommodating up to two hours of
digital media. With every season, additional refinement is achieved in the
versatile digital format. Currently, television is wrestling with its transfor-
mation from 4:3 aspect to film’s 16:9 and is upgrading to handle “high def-
inition,” which will approximate though not equal film’s clarity and reso-
lution. With the Final Cut Pro editing suite upgraded to handle high
definition, digital video is well placed to be the medium of choice for most

documentary projects.

The widespread availability of broadcast-quality (3CCD) and high-defini-

tion “prosumer” cameras at a manageable cost for the investment means

12



that it will be possible for even mod-
est-size dance companies to record re-
hearsals, creative and teaching ses-
sions, and other documentary footage
of a quality that could augment the
documentary footage used in larger-
market public television or in network

projects.

Disadvantages. Most stage lighting
that enhances a live performance is
undesirable for high-quality shooting
during a live performance. If possible,
the stage lighting should be adapted to
achieve the same effect on camera, but
this is infrequently an option. The
two-dimensional result of film and
video does tend to flatten the image;
this loss of depth is especially notice-

able in wide shots taken from afar—

OBJECTIVES IN FILMING OR
VIDEOTAPING

¢ To provide documentary
footage of dance from
preparation to presentation,
as well as recording
interviews with dance
practitioners and related
participants.

¢ To create programming for
screen, broadcast stations, or
websites.

¢ To create an archive of
creative work for an
individual, a company, or a
publicly accessed collection.

¢ To gather samples of creative
work to support grant
applications or publicity
initiatives.

¢ To aid in the creative process.

unfortunately one of the most common perspectives chosen for videotap-
ing staged dances. However, with the training of more dance professionals
so that they understand how to compensate when transferring a live event
to a recorded medium, the impact of the disadvantages can be minimized

and the overall artfulness of the project may be improved significantly.

Documenting percussive dance forms and improvisational forms in film
and video presents special challenges. The percussive forms, such as tap, re-
quire expert sound engineers to ensure that the recording levels of both the
music and the taps strike a balance of sound. The most successful record-
ings of percussive dance are found in commercially produced films such as
Carlos Saura’s Flamenco (1995) or the major American film Tap (1989) fea-
turing Gregory Hines. Once recorded, the editor must ensure that the taps

are synchronized with the image. Tap, and other percussive forms where
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the footwork is faster than the eye, may benefit from filming at a greater
number of frames per second than the standard 29. This technique enables
the editor to slow the action without the blurring that slow motion can
generate. Also, because of the resolution of digital forms, tap merits close-
ups that will show the detail of footwork.

Degeneration of the image can become a problem for all formats. Although
DVDs claim to be safe from the deterioration that has plagued magnetic
analog tapes, there have been reports that both CDs and DVDs are suc-
cumbing to deterioration, even with carefully prescribed handling. Addi-
tionally, commercially produced DVDs are usually copyright-protected
with a region coding that can be played only on equipment coded for Re-
gion 1 (North America) or Region O (coding disabled). The Dance Heritage
Coalition recommends DVDs to increase public access to dance works;
however, DigiBeta and Betacam SP formats are currently preferred practice
for making an archival master tape.2 Creating DVDs from the original
footage results in highly compressed versions, and selective data are irre-
trievably discarded in making the new DVD copy (unlike DigiBeta, which is
only mildly compressed). Unfortunately, multiple formats for film, tape,
and disks are widely available, so although experts have identified preferred
cameras, tapes, and compression rates for archival purposes, there is no
guarantee that the electronics market will cooperate in providing the better

formats for the long term.

In one-time events, there is also the risk that there may be equipment fail-
ures or uneven recording results, especially if only one camera is used or if
the technical crew makes errors. Also, if permissions and copyrights are not
cleared in advance, a film or videotape may not be viewed publicly but

only used by a person or dance company within very narrow parameters.

2 As of early 2006, the analog format of Betacam SP, is scheduled to be phased out by
manufacturers.
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MOTION CAPTURE

In motion capture, sensors are affixed to specific points of the body so that
information about movement can be transferred to a computer. A com-
puter program then reconstructs the figure on the screen. Great strides

have occurred in improving the technology.

Method. Prepare the work to be used in motion capture (unless the inten-
tion is to capture improvised movement). Engage a motion-capture labora-
tory and technical staff. Practice the dancers with the equipment. Record

the work.

Advantages. The selective application of motion capture to some dances
helps to restore moments in a dance that are otherwise not identifiable in
film or video formats. For example, in places where the two-dimensionality
of video obscures complex partnering moves, these can be untangled for re-
construction purposes by motion capture, which renders the dancers as
three-dimensional, maneuverable images on the computer screen. For cho-
reography destined for the screen or the Web, motion capture offers the po-
tential for an array of effects and animations because of the possibility of
applying computer-editing software on the digitized figures. Also, should

motion capture become more widely used for archiving dance, scholars will

be able to analyze the work of a par-

. OBJECTIVES IN USING MOTION
ticular choreographer, to detect

CAPTURE
movement preferences or innova- | | To acquire detailed information
tions, as well as to compare the about movement in a digitized
works among a set of choreogra- format that can be entered
phers. Other advantages of this tech- into a computer for analysis or

manipulation.
nology may be discovered as it be- P

¢ To acquire information about a
dance that may not be clear,
available, or complete from
notation or film/video.

comes more widely used.

Disadvantages. Very few dance

companies or university dance de- .
p y ¢ To make a creative work based

partments have access to motion- on computerized images.
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capture technology, and not all motion-capture laboratories have the best
available equipment. A number of the early sensors were too delicate, so
that some dance movement (notably falls or floor work) damaged the sen-
sitive electronics. As of 2006, motion-capture technology is still beyond the
financial reach of most dance practitioners and researchers. In addition,
very few people are equipped with the computer training for this technol-
ogy. The dancers must also adapt to the use of the sensors; a number have
said that they feel the sensors affect some of their movement until they be-
come used to the second skin of this technology. There is some question
about whether motion capture technology will become mainstream and
how long that might take, especially as many of the virtual-reality tech-

nologies have never achieved widespread use, even after about 20 years.
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2: CATEGORIES OF EVIDENCE

All evidence is incomplete in documenting a dance because the dynamics
of a live dance event with its specific audience can never be replicated. Sev-
eral tools, however, when put in service to dance documentation, provide
varying degrees of reliability and helpfulness. These tools might be referred

to as categories of evidence, and each is listed and defined below.

RECORDED EVIDENCE

Some information that documents and preserves dance is tangible, such as
the written, visual, and aural products that can be physically collected,
archived, displayed, and republished or reproduced. This is known as

recorded evidence
Written records include:

e Notation systems (including idiosyncratic notations by
choreographers or teachers)

e Dance manuals, some of which include dance descriptions and
notations

e Published critical responses (reviews, previews, interviews)

e Other descriptive accounts (such as Laban Movement Analysis)

e Publicity materials (such as press releases, posters)

e Memoirs and correspondence, of participants as well as eyewitnesses

e Performance programs and souvenirs

e Business records (financial papers, budgets, contracts)

e Transcriptions (oral accounts that have been videotaped or
audiotaped, then transcribed or otherwise fixed)

e Music scores
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Visual records include:

e Moving pictures/moving images or animation (film, video, digital
motion capture)

e Dances made/designed for camera or new media

e Documentary recordings of dances

e Documentaries/Media programs

e Motion-capture technologies/computer-assisted data gathering

e Photographs

e Drawings, paintings, sketches, sculpture, and so forth, based on

dance
Aural evidence includes:

e Sound scores or other music evidence

e Audiotapes of interviews
Ancillary evidence includes:

e Production materials (sets, set designs, lighting designs)
e Costumes/costume designs

UNRECORDED EVIDENCE

Unrecorded evidence includes other information (such as personal recollec-
tions or the body memory that participants in a dance carry with them
after rehearsals and performances). It is less stable, is dependent on live in-
teractive sessions, and is harder to disseminate, although interview tran-

scripts or taped coaching sessions provide ways to archive some of it.

Direct personal transmissions from a person considered the dance’s author
or “authority” (either the choreographer or, in the case of culturally specific
dance traditions that have no “authorship” or “ownership” of the dance,

the culture’s designated keeper of the dance) are examples of unrecorded
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documentation. Transmission can also be via memory or kinesthetic
sense—dancers who have participated in the process of originating a dance
(in the case of concert dance) or who have practiced the dance for a long
time (in the case of culturally transmitted dance) may have a repository of
understanding of the dance and its practice in mind and body.

RELATIVE VALIDITY AND VALUE OF SOURCE
MATERIALS AND TOOLS

In deciding which types of source materials or tools to use in a documenta-
tion project, it is important to make informed decisions. The following sec-

tion outlines five possibilities.

Moving Images. Renditions of dance on film or video, as well as versions
made by sophisticated motion-capture technology, usually have the advan-
tage of providing the most visually clear information about the execution
of a dance. Currently, video (both analog videotape and digital forms) has
the advantage of being an easily accessible format for documentation and
dissemination. For archival purposes, DHC recommends an archival master
tape in DigiBeta while using the MJPEG2000 standard for lossless storage
(see DHC’s 2004 companion publication “Digital Video Preservation Refor-
matting Project”). To capture a dance work most completely by film or
video, a wide master shot, as well as two other closer angles are recom-
mended.

Motion-capture technology offers the advantage of creating a record that
restores or captures portions of a dance that may be obscured in filmic rep-
resentations. The motion-capture data may have to be animated so that the
data can be “read” or understood completely, and this type of recording
does not show aspects of interpretation—which may be an advantage or

disadvantage, depending on the needs of the preservation project.
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Notation. Formal notation systems provide a score similar to that of
music, which can be read by those schooled in the notation’s codes and
conventions. Advantages include a formal custodian and trained notators
(for both recording and reconstruction). Disadvantages include the lack of

widespread accessibility to the scores and the scarcity of certified notators.

Personal Coaching and/or Personal Guardianship. The success of
using physical demonstration of a dance, often with reliance on memory, is
dependent upon the mind and body memories of the coach, as well as the
capability of the coach in communicating fine details. In some instances,
personal coaching is the primary transmission of a dance, as in the case of
traditional dances of culturally specific genres. Where personal guardian-
ship is the sole authority to pass on the dance, nonintrusive ethnographic
documentation would help to ensure that accident or catastrophe does not
interrupt or terminate the transmission. In other instances, the repertory of
a company may be transmitted by those who have danced the roles or who
have been entrusted to re-teach the roles. In the case of notation recon-
struction, often the notator/reconstructor is assisted by a repetiteur or

coach familiar with the dance in performance.

Still Images. Performance photographs, staging designs, and other stills
are all good as supportive evidence or contextual evidence. Publicity pho-

tos or staged shots, however, may not reflect the original dance.

Written Evidence. Some written records are better than others. Cyril W.
Beaumont (1891-1976) described the steps in the ballets he saw, and
printed them in his books, showing an astonishingly complete verbal de-
scription of both steps and action. Most written evidence, however, cannot
provide a complete picture. Instead, it often serves as a document of the
personal or critical response to the work, rather than a description of the

work itself.
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3: DOCUMENTATION FRAMEWORKS,
OR CONTEXTS

The following frameworks, or contexts, are situations in which dance docu-
mentation can and should take place. These should garner the greatest and
best range of materials toward preserving dance history while helping to
examine the relationships between dance and culture. The frameworks
listed below often spontaneously produce artifacts that become historical
records; they document a dance work or a dance event. Many of these situ-
ations produce records whose purpose was originally commercial, as in the
kinds of press or publicity materials intended first for audience-building—
the byproduct of preparations for a dance performance. Other contexts in-
stead demonstrate an inherently high degree of consciousness and inten-
tion devoted toward dance documentation. These broad categories are:

e Creation—the making of a new dance, perhaps the least predictable
and the most individualistic process.

e DPresentation—the putting of a dance or dance event before a group
or audience.

e Transmission—the teaching of a work that has been inherited.
(This is distinct from “creation,” in which a choreographer or
teacher may impart a new piece, and from “reconstruction,” in
which the teacher or coach may be working from a written or
recorded score.)

e Ethnographic study—when a person outside a dance practice or
culture undertakes to record, describe, and explain it. Some
ethnographic contexts overlap with documentary programming (see
below), where one of the outcomes of the project is to create a

documentary program as part of the record.
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e Media—in-production or post-production documentation, where
film or video is used to record a version of a work (that is, the use of
the camera as part of another documentation framework).

¢ Documentary programming—where film, video, or new media is
used to create a feature program.

e Archival—where a library or archive collects materials around a
specific subject, inventories the collection, restores it, and forms a
finding aid or index to assist access to the information.

e Reconstruction—where a dance whose practice has been
interrupted or corrupted is reassembled. Examples might be Sir
Frederick Ashton’s La Fille Mal Gardée (1960) or Nijinsky's Jeux
(1913), neither of which has a full notation score or fulsome

transmission from a reliable participant of the original production.

In the extended discussion of each framework, or situation, the “objective”
is identified. This objective may have very little to do with preservation or
documentation values. The “method” refers to how preservation or docu-
mentation materials may result from within the framework. In cases where
more record-keeping should emerge, suggestions are made for ways that ad-

ditional records can result.

Some of the terms used to describe the factors of these frameworks are de-
fined in the Glossary section, at the back.

CREATION FRAMEWORK

During the creation of a dance, there are myriad opportunities to docu-
ment the process of dance-making: conception, experimentation, re-
hearsals, and ultimately performance. The creative process is worthy of
documentation, and potentially records of dance creation could unveil

unique and unpredictable aspects about developing an idea into a finished
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dance. As rich as this area is for dance documentation, it is also under-
standably one of the most unplumbed, simply because documentation is

rarely a primary consideration within the creative context.

The creative process is often idiosyncratic and unexamined. A great deal of
the preparation—the idea for and development of the concept—can hap-
pen unseen. Then, too, the information stored in the memories and bodies
of the dancers is also an intangible product. Furthermore, most choreogra-
phers do not systematically document rehearsal time (a known exception
being Elizabeth Streb, who videotapes most of her hours in the studio).
Many may prefer to be able to work without such scrutiny, without the po-
tential judgment of a camera’s eye, for example. When studio space and
dancers’ time are scarce resources, spending time documenting preparatory
work that may not be a part of the completed dance or may not have a pur-
pose in advancing the company is not a high priority. If all creative re-
hearsals were documented through videotape, how would the hundreds or
thousands of hours of tape be credibly indexed and accessed? Someone

would have to become an arbiter of what is saved and what is expendable.

Some choreographers design their own system of choreographic notation
in preparation for rehearsals. Merce Cunningham is a significant example:
his notes and shorthand are unique artifacts of the creative process. Al-
though the notation product of dance creation becomes a historical record,
without a key to deciphering the symbols, it has little practical use (neither

for reconstruction nor for critical scholarship).

Nonetheless, documentation of the creation process and its outcome offers
essential information for understanding a dance’s context: witness the ex-
cerpts of the collaborative process of the Pilobolus dance company, as
shown in WNET’s Dance in America series or the dialogic process of Paul
Taylor with his dancers in developing Piazzolla Caldera, as shown in the
film Dancemaker (1998). Awareness of the future significance of records of

the creative process may encourage choreographers and dance companies
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to record and preserve these materials, or they may open their rehearsals to
reputable documentary videographers or others who can capture and save
the essential features of creation, collaboration, and interaction.

OBJECTIVE FOR THE CREATIVE FRAMEWORK:
e To make a dance, make art.

Method. Often personal and unexamined. Choreographers have different
methods of finding ideas, working them out, designing movement, and
working with other dancers and artistic staff. Tangible documentation
products are often infrequent or accidental. Rarely is formal notation at-

tempted during the creative phase.

Awareness of the potential demand for information on the creative process
could lead to better note-saving, recording of responses with dancers,
videotaping of choreographic and rehearsal coaching, and other aspects of
the process. Less invasive taping methods, such as still cameras, might re-
sult in freer interactions, though sound levels for videotaping would be im-
portant if conversations during the choreographic process are to be cap-
tured. Formal documentary projects (see below, Documentary Framework)
can accomplish the recording of the creative process, where this purpose
lies too far beyond or outside of the choreographer’s or company’s capabili-

ties.
Agent. Choreographer, sometimes in collaboration with videographer.

Secondary Agents. Dancers; production staff; music/sound score com-
poser, musicians, or accompanist (if used); auxiliary staff for editing or

compiling products of documentation.

Products May Include: photographs or videotape, notes of choreogra-
pher, artistic staff, and support staff, experiential knowledge of the dancers

and other participants.
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PRESENTATION FRAMEWORK

When a dance is presented, a number of products are generated even when
there is no intentional effort to document the performance. When a dance
event occurs in any environment, these products document it beyond its
ephemeral performance. Preparation for and execution of the event usually
produce a wide range of recorded evidence, and spectators take away mem-
ories of the performance that are sometimes rendered in written products,

such as journal entries, letters, or published reviews.

The presentation framework offers a chance to record the performance in
an interactive setting, which allows for evidence of audience response and
production details that may be otherwise unreported. The presentation
framework is often the context in which choreographers, producers, and
participants consciously strive to document the dance well. The presenta-
tion is usually regarded as the culmination of creative preparation and
commitment by serious choreographers and dance companies. Less formal
presentations still motivate the participants to take steps to document the
experience, as personal souvenirs of positive community interaction, if not

primarily for aesthetic gain.

Live presentations, whether formal theater stagings or open-air events, usu-
ally have lighting and logistics that work against successful video record-
ing. Stage lighting is not the ideal lighting choice for video production, and
multiple lighting changes for moods and effects often complicate camera
settings further. Open-air presentations can have environmental light or
noise that interferes with optimal results. The choice of both camera opera-
tor and the camera itself is critical: optimally, the camera operators should
view the dances in advance; then, multiple camera stations and shooting
on more than one occasion should help to ensure adequate footage. In
cases where improvisation or variations are permitted or even encouraged
(for example, some tap choreographies allow for improvisation at certain
points), taping the presentation on more than a single night provides a

sampling of the variety within the performance.
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Documentation of the performance of improvisational forms of dance is
among the most ephemeral. When a dance is intentionally designed not to
be repeated, it demands the fullest documentation of its range of possibili-
ties. A project to document the performance of a dance that includes im-
provisation might include the recording of multiple performances, as well
as recordings of rehearsals where experiments with improvisation can show

what was rejected and what was retained.

OBJECTIVE FOR THE PRESENTATION FRAMEWORK:

¢ To present a dance or host a dance event for a group or an audience.

Method. A range of methods reflect the extent to which a presentation is
planned (or spontaneous) and formal (or informal). The most formal pres-
entation involves much pre-presentation planning, including the engage-
ment of a performance space, publicity materials, rehearsals, contract nego-
tiations, set and costume design or rental, and arrangements for music.
Then, the presentation itself is often commemorated by a printed program
(sometimes with photographs). The presentation often is allocated some
time to rehearse or set cues in the performance space, especially when the
setting is a traditional theater milieu. The presentation framework may also
allow for recording the live performance in analog or digital video formats
or on film. When the use of a presentation space is governed by a contract,
sometimes permission to film and numbers of cameras must be negotiated

or spelled out in the legal agreement.
Agent. Event producer.
Secondary Agents. Dancers, audience, technical crew.

Products May Include. Publicity materials and critical reviews, pro-
grams, costumes and props, sets, souvenirs, films or videos as well as other
visual records. The performers will have memory and body knowledge of
the event or the dance choreography. The musicians may also have sheet

music with dance cues or other performance notes.
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TRANSMISSION FRAMEWORK

The transmission framework occurs in cases where few, if any, tangible
records of the dance exist, because the dance is passed down orally or
kinesthetically to succeeding generations or practitioners. This framework
is especially typical of “classical” or traditional dance forms, whether West-
ern or non-Western, when the dances are not intended to be seen or prac-
ticed outside the community in which they are located. In some cases, the
dances can be easily imitated by others in the community; in others, the
dances require arduous study of the style, gestures, and movements and
even one-on-one tutelage. Such dances are rarely recorded by the owners of

the dance.

Many of the dances handed down through the transmission framework
have been codified in movement and style by the community, even though
the codification is not written down. A more thorough methodology of
recording these dances, especially in video or on film, would provide evi-
dence about the occasions of innovation or transformation in traditional
dances. It would also furnish aspects of teaching approaches and—where
the dance is explained as well as demonstrated—would elucidate the values

or preferences in style and execution.

The transmission achieves a handing-down or confirmation of community
values and expression, though there are cases where an outsider engages a
teacher in order to learn the dances firsthand rather than only observe
them. Community dances may also be performed within the presentation
framework (see Presentation Framework section above), when the dances
become part of an event or performance that is witnessed by members of

that community (and sometimes by visitors as well).

OBJECTIVE FOR THE TRANSMISSION FRAMEWORK:

¢ The cultural expression of a specific community group; preservation and
transmission of cultural values.
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Method. Transmission occurs primarily by oral instruction or by imitation,
as dictated by the community culture; recorded evidence of the dance is
often accidental and rare. Should the community find reasons to document
dance practice more extensively, then they could benefit from the strate-
gies in the Documentary Framework section, below. Where an outside indi-
vidual comes to document the group’s dance practice, the framework is
treated in the Ethnographic Framework section, below.

Agent. Designated person or group in whom the responsibility for cultural
continuity lies, such as a priest/shaman/guru/community leader; a social

club or a religious society.

Secondary Agents. Succeeding generation; designated cultural successors;

specialists/documenters engaged or allowed by the community.

Products. In the absence of a motivation within the community to docu-
ment the dances for outsiders or for study, few formal records exist. Most
products will reside in the memories and body experience of the partici-
pants. Typically, there might also be casual eyewitness accounts of travel-
ers; scenes in literature, magazines, or anthropological writings; representa-
tions in art or photographs. Where there are gender restrictions in dancing
or where the community protects the dance from outside view, documenta-
tion efforts are resisted. Some dances that are learned primarily by trans-
mission have been documented cursorily in published dance manuals. If
concerted efforts to document are engaged, then additional recorded evi-

dence might be generated.

ETHNOGRAPHIC FRAMEWORK

When researchers or visitors to a culture document a dance or dance event,
they take an ethnographic focus. The ethnographer witnesses the dance to
observe and describe: most ethnographic researchers are trained in tech-

niques of observation and exploration, as well as still and motion photog-
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raphy. This motivation distinguishes this framework from that of the pres-
entation framework. Unlike the community presentation or event that is
documented by its own members, which falls under the presentation
framework, the intention of the ethnographic framework is to gain knowl-
edge about or from the dance or event. While the ethnographer may use
tools to record the dance or event, the purpose of the recording would not
be to replicate or restage the performance but to transmit the knowledge

accurately within a cultural, social, or educational context.

Because the focus of the research is the relationship of the dance
event to culture, this often provides more data than simply the dance
movement. Also this approach is determined not to be intrusive; it is
meant to be objective, so it affirmatively resists natural inclinations to in-
terpret or understand from one’s own known background or culture. The
ethnographic framework may provide a helpful counterpart to the trans-
mission framework in contexts where otherwise the continuation of a

dance may be in jeopardy.

OBJECTIVE FOR THE ETHNOGRAPHIC FRAMEWORK:

¢ To gain knowledge of the event.

Method. An outsider lives among members of an unfamiliar community,
making notes or recordings with their permission, participating in the

learning of practices and dances.
Agent. Researcher-observer-participant.
Secondary Agents. Community.

Products. Field notes and textual descriptions of steps, dances, costumes,
settings, practice, which may take any number of forms; videotape, film, or
notation of dances; musical recordings; art or iconography, photographs;
musical instruments or costumes obtained during the fieldwork; published

scholarly studies.
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MEDIA FRAMEWORK

When dance becomes the subject of an arts television program or a film,
the project director is especially influenced by the prevailing practices of
shooting documentary subjects. Where storytelling is often eschewed by
many contemporary choreographers, it is central to the medium of film
conception and production. Storyboarding, putting together a visual
through-line of the film story, is central to pre-production planning of doc-
umentaries, even though many documentary projects lack a written script.
Storyboarding prepares the director and editor to ensure that all aspects of

the subject are adequately covered in the film or video footage.

Dance documentaries succeed more when the director has expertise in or
empathy with the subject, a talent for applying the camera’s “eye” to move-
ment, and a nonintrusive style in cases where hand-held camera tech-
niques are used. Even if the choreographer or dance company commissions
the documentary, it is advantageous to have a seasoned cinematographer
who is well versed in the range of technical obstacles and variables a proj-
ect is likely to encounter. For example, simply moving a shoot from one re-
hearsal room to another may change the color and intensity of the light-
ing, which may complicate matching shots in the editing room. Stage
lighting is not captured accurately by the camera; Linda Lewett of ArtTV, a
seasoned director and cameraperson on dance projects, recommends pro-
viding the lighting designer with a monitor so s/he can see how the design
looks on camera. A follow-spot, for example, is likely to blanch out a figure
clothed in a light-colored costume, rather than effectively directing atten-

tion and focus to it.

Selection of the size proportion of the image must be a consideration. Stan-
dard television has a 4:3 aspect, while film proportions, to which television
is surely moving, is the wider 16:9. DigiBeta offers a fine picture, and with a
wide-angle lens can approximate the coverage of the 16:9 aspect without
breaking the budget. However, as more television stations update their

technical capabilities to handle High Definition (HDTV), these cameras
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may become more affordable and widely available. Different cameras also
have different features for sound inputs, and the selection of a screening

venue may dictate other choices.

The quality of the simple back-of-the-house concert recordings could be
vastly improved by applying some of the techniques and practices devel-
oped by film and television documentary professionals. The concern for
full-body shots often pressures amateur dance videographers to leave too
much “head room” at the top of the frame or take so long a shot that the
energy of the movement dissipates. Lewett, whose background includes
photography and studio art in addition to her expertise in engineering and
television production, advises that the successful documentary footage of

dance lets “the energy extend past the frame.”

Documentary projects do require copyright clearances, or broadcast media
will refuse to air the program. In late fall 20035, the Center for Social Media
and the Program on Intellectual Property and the Public Interest in the
Washington College of Law at American University published “Documen-
tary Filmmakers’ Statement of Best Practices in Fair Use.” Endorsed by a
number of high-profile documentary filmmaker organizations, this docu-
ment outlines and clarifies reasonable application of the copyright doctrine
of “fair use.” For further information and a copy of the statement:

http://www.centerforsocialmedia.org/fairuse.htm

OBJECTIVE FOR THE MEDIA FRAMEWORK:

¢ To tell a story about the dance subject, using film or video.

Method. Although it is possible to execute a well-plotted documentary as a
solo project, engaging a tech crew for production and editing usually yields
a more polished result. A streamlined media project would include the fol-
lowing: identifying and defining the scope of the project; obtaining all per-
missions, licenses, and clearances; obtaining funding for the project; engag-

ing capable technical crew and equipment; arranging the times and places
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for shooting and scheduling the subjects (dancers, participants); editing the
product; distributing the product. (See the timeline for Mad Hot Ballroom

on page 41 for details on a complex media project.)

Product. The projected result is a recorded program that is suited to its in-

tended audience.

ARCHIVAL FRAMEWORK

Archival frameworks are employed primarily by libraries, museums, or
archives that have trained staff to identify and inventory the items of a col-
lection, and then take steps to prevent deterioration or to restore damaged
items. The final phase of an archival project is to create a finding aid or
other resource that would enable public access to materials within the col-

lection.

OBJECTIVE FOR THE ARCHIVAL FRAMEWORK:

e To collect, inventory, share, and preserve materials related to dance.

Method. The materials are collected, inventoried, cataloged, and where
needed, preservation efforts are initiated to preserve materials. Materials
may be copied or converted to other research and reference formats so as to
inhibit the wear-and-tear from the public’s access to the items. As archives
turn toward digital formats for preservation, materials are being converted

for Web access or high-demand use.
Agent. Archivist/librarian.

Secondary Agents. Advisors from the dance field, scholars, library assis-
tants, computer technicians (in cases where the materials are converted to

digital form).
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Products. The collection in an easily accessed and clearly labeled form is
the objective and the product. Parts of the collection are often used in tan-
dem with other historical materials to produce other products, such as doc-
umentaries, exhibitions, booklets, website materials, scholarly articles, and
reference works and guides published by the archive. Scholars may receive
permission to use photographs, letters, or other materials for their own

publications.

RECONSTRUCTION FRAMEWORK

For the purposes of this document, the reconstruction framework is defined
as one that relies upon sources providing an informed but incomplete set
of documents about a dance. In some cases, reconstruction is attempted for
a work whose tradition has been broken or interrupted: no choreographer
or participants survive, as in the cases of Catherine Turocy’s reconstruction
of baroque-era dances for her New York Baroque Dance Company or the
Joffrey Ballet’s reconstruction of the early twentieth-century dances of Ni-
jinsky. In other cases, there may be film evidence or the testimony of one
or more participants who no longer perform the dance. Both cases result in
exercises of reconstruction. In both, the reconstruction of the dances pro-
vides an opportunity to discover (or rediscover) information inherent in
the execution of the dance. When performances have lapsed for a signifi-
cant amount of time (say, a generation, or twenty years), reconstruction ef-
forts even with advice from former participants can sometimes be limited
by the realities that dance training changes, aesthetic preferences for kinds
of movement shift, and even the everyday activities and physical culture
can unintentionally ingrain movement habits in the younger dancers’ bod-

ies.
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OBJECTIVE FOR THE RECONSTRUCTION FRAMEWORK:

¢ To recreate or replicate a choreographic work whose tradition has been
broken or interrupted. To restore or rediscover a dance that has lain
dormant.

Method. After application of available evidence—notation scores or visual
evidence if any exist, the reconstructor adds cultural information about the
original performance context, including relevant historical and social con-
ditions and events. The product is a new documentation, which cannot be
said to be identical to the original, but it tries to approximate as closely as

possible the movements, style, and motivating spirit of the original.
Agent. Reconstructor, as researcher and interpreter.

Secondary Agents. Other scholars, musicians, dancers, students of history

or the arts.

Products. The reconstruction process should culminate in a dance per-
formance of this “new” staging of a historical work. Ancillary products may
be a videotaping of the performance or a notation score, research notes,
sets and costumes constructed for this performance, as well as a renewed
memory and kinesthetic experience that can inform future performances
or interpretations of the historical work. Many of these reconstruction proj-
ects are undertaken as an exercise within university studies, a context that
sometimes also generates videos, research aids, or other academic resources

connected to the reconstruction project.
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4: BEST PRACTICES: EXAMPLES

The following examples show how well-conceived and planned projects
can incorporate multiple tools to create a historical document or other
product that preserves essential information about the dance, the dance
event, and/or the choreographer. In each case, the ideal objective of docu-
mentation—to allow those who have not had a direct experience with the
performance to get as close as possible to the essential aspects of the experi-
ence—has guided the project although the confluence of tools in each case

is unique.

Each example discussed below puts to best use the tools and re-
sources that were available. Also, each one offers access to the content or

products in a different way.

CORE OF CULTURE DANCE PRESERVATION: DANCE
IN BHUTAN—BUDDHIST SACRED DANCES

A model for documenting the transmission and practice of sacred dances.

Background. In this case, the lead fieldworker (Joseph Houseal), head of
Core of Culture Dance Preservation, was commissioned for this project by
the Honolulu Academy of Arts, an institution that intends to share video
footage and other archival materials in public exhibitions and programs.
Earlier fieldwork had revealed that, at a number of easily accessed Buddhist
monasteries, the dances had become corrupted because of the intrusive in-
terchange with tourists. Coupled with the threats to dance transmission
due to political repression and economic changes, the opportunity to see
dance transmissions in pristine settings was rarer with time. Houseal’s
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project worked with Buddhist monasteries that were isolated from outside
commercial influences, in order to identify the essential characteristics of

the dance practice in each monastery.

The Project. As project leader, Houseal engaged a specialized staff of eight
that included a Bhutanese filmmaker, who could speak seven of Bhutan’s
ten languages, and a database designer. Houseal himself took on the role of
ethnographer, using a consistent method of daily ethnographic note-taking
he learned from Dr. Joan Erdman, a close advisor to this project and a pro-
fessor at Chicago’s Columbia College. Keeping a daily written log, he

recorded the day in three installments:

1) an account of the events of the day, including detailed description of
dances,

2) his interpretations, allowing for ongoing threads of puzzle-solving to
take form over time, and

3) his conclusions, including lessons learned and what needed to be
further discovered.

This disciplined format, which took about two hours each evening, organ-
ized the field notes in such a way as to ensure that factual information
would be separated from intuition and analysis.

This project used a recent form of high-definition mini-DV for the cameras,
which had a feature that enabled two or even three cameras to record with
synchronized timecodes. This arrangement yielded especially high exacti-
tude in the documentation of technique, and was one of several reasons

that the video medium was chosen over Labanotation for this project.

Two years into the four-year project, sacred dance festivals at twelve vil-
lages or monasteries were filmed, the information entered into the data-
base, and Houseal’s eyewitness accounts recorded in the journal. Footage
was also obtained of a demonstration of the dance technique of a rare
dance, Chamchen. The database component of the project, underway with
more than 350 separate dance entries that interface with more than 200
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hours of high-definition video documentation, ensures that the materials
are easily accessed from multiple fields of information. (See sample data-
base entry.) In 2008 Core of Culture plans to provide a web-based version
of the database with film extracts. The early products of this project, which
documents sacred dances of the Bhutanese Buddhists transmitted from per-

son to person, some dating from the seventh century ck, are producing rare

and rich materials, both for understanding and preserving the dances.
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FESTIVALS AND DANCE IN THE PERUVIAN ANDES

A model for documenting a dance event that shares scholarly commentary

along with the documentary materials of the music and dances.

Published in book form as Shaping Society through Dance: Mestizo Ritual Per-
formance in the Peruvian Andes by Zoila S. Mendoza. Chicago, I1l.: University
of Chicago Press, 2000. With CD (included with the book) and VHS video-
tape (available separately from UCP). Also available in Spanish from a Peru-

vian publisher.

The Project. Zoila S. Mendoza, an anthropologist, documented several
contexts for dance in ritual performances that honor the patron saint of
the Peruvian town of San Jeronimo, near Cusco, with the objective of dis-
tributing her research in a book with accompanying music CD and video-
tape. In the book, she uses conventional ethnographic approaches: she ob-
serves, describes, and provides extraordinary photographs of several events.
As a native of Peru (now living in California), she had a relatively smooth
path in making connections among the residents who organized and per-
formed the festivals. Her equipment was not sophisticated, a situation com-
mon to most doctoral candidates: a Sony Video8 Handycam for the video
material and a Sony Professional Walkman for the music recording. She
herself did the video- and music-recording; she also interviewed partici-
pants, attended and taped rehearsals, and taped the performances.

Preferring to capture the moment, she resisted writing a script; rather, she
made it her objective to videotape something the participants would enjoy.
Their intention became her intention. The lengthy videotapes she shot
during her two and a half years in the field have been excerpted and edited
as a companion to the book. A concise and unobtrusive voiceover identifies
the dance and its context, and it points out specific features or practices of

importance. Regional dance contests held in the city of Cusco provided a
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juxtaposition of context and age-group; they helped Mendoza document
that style, energy, and even the patterns of dances change when the pur-

pose or context shifts.

The strength of Mendoza’s book is in her capable descriptions, on which
her conclusions or theories have been based. Her detailed analysis of the
costume elements for each group enlightens the ways in which mestizo
racial, social, and ethnic identity were signaled through costume. The CD
and the VHS videotape add amplification that is rarely available as supple-

mental material to scholarly books.

As an anthropologist with little formal dance training, (although an avid
dancer of popular and folkloric dances), she honed her skills in dance
analysis by taking a short course in Effort/Shape analysis sponsored by the
Laban/Bartenieff Institute of Movement Studies in New York City. This ma-
terial, which derives from the principles in movement notation and analy-
sis of Labanotation (see the chapter on “Tools” above) offered Mendoza a
way to observe movement, to see how it places emphasis on certain parts of
the body.

Mendoza admitted that she lost the material on three two-hour tapes possi-
bly because the dusty and windy conditions resulted in dirty tape heads.
Although she took along filters, because of the challenging taping condi-
tions of the mountains’ shadows with strong sunlight, she found that she
rarely used them since there was little time while shooting at live outdoor
festivals to change lenses or settings. Nonetheless, the quality of the tapes

is remarkably clear.

Access to the video and audio raw material is available in two languages
and on two continents. Mendoza believes that it is important to give the
practitioners of the rituals the documents of their events. To that end, she
donated copies of all her tapes to the Catholic University of Peru in Lima,
which found funding to transfer and index all the analog Video8 tapes to a

digital format.
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COMMERCIAL FILM DOCUMENTARY:
MAD HOT BALLROOM

A model for feature-length documentary filmmaking, as well as a model for
documenting dance events that need to accommodate spontaneous or un-

expected action.

Background: Mad Hot Ballroom (200S5), directed by Marilyn Agrelo, written
and produced by Amy M. Sewell, chronicles New York City’s Dancing Class-
rooms after-school ten-week program that teaches fifth-graders to dance
the meringue, rumba, tango, foxtrot, waltz, and swing. The program,
which was initiated in 1994 by Pierre Dulaine and Yvonne Marceau of
American Ballroom Theater in a single school, was extended in 2004-2005
to some 70 schools throughout New York City. Schools may now opt to

enter four pairs of their students in a city-wide competition.

The Project. Amy M. Sewell proposed the Dancing Classrooms program to
Marilyn Agrelo as a possible collaborative film project. Sewell, a writer with
a master’s degree in business administration, served as both writer and pro-
ducer for the project. The participation of three schools with different con-
stituencies, was advocated by Agrelo, a strategy which provided the oppor-
tunity to follow three simultaneous storylines, creating some dramatic
tension and interest much in the way that the documentary film Spellbound
(2002) followed eight spelling-champion competitors through their prepa-
ration for the contest. As both the director and the producer hoped that
this independent film would find its way into major cinema distribution
(and it did), mini-DV tapes with a Panasonic 24p 100A camera were chosen
because the format and quality transferred well to film. Sewell, a first-time
producer, spent a year preparing for her job by reading books about docu-
mentary filmmaking (see “Selected Reading and Resources” list for some of
the sources she found most helpful). For a project with hopes of breaking
into the commercial market, planning is/was essential and time-consum-

ing. Among the challenges were fund-raising, permissions/copyright clear-
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ances for music used in the classroom and in competitions, permissions re-
leases from parents. (See time line that shows how her time was spent as a

producer of this project.)

TIMELINE FOR MAD HOT BALLROOM

Courtesy of Amy Sewell, Mad Hot Ballroom writer and producer

Pre-Production / Business Aspects
N [ W wrote feature article
[ Wrote doc treatment, pitch letter, and action plan
I Brought M. Agrelo on board
0000 [ e Researched ballroom dancing history
N Scouted and researched program and schools
U U [y o W Fundlraising
[ N Business entity research and finalization (LLC)
I Secured legal
[ N Created and finalized legal documents
I Selected schools and planned out logistics
N oy w m Preliminary music selection
Film festival research and IFP Submission Il NI and clearing (festival only)
IFP Acceptance as Work-In Progress Il
Secured Sales Agent Il
Sales strategy developed and executed I N N
Marketing and promotion concepts developed Il Nl

Secured PR firm; executed strategy (festival) [l N
Commercial music clearing I I [ N N .-

Slamdance Film Festival [l

Bought by Paramount Classics and Nickelodeon [l
Contract negotiations I N N
Paramount Classics/Nickelodeon marketing/promo/PR N [ N

Commercial theatrical release Il
Continued legal/accounting I [ N O I
International contracts and licensing I I

PC/Nick DVD release il
Production / Post-Production Exploration of other rights (stage, book, TV, etc.) I I
Hiring:of DP, crew, editor Il
Bought equipment Il
Secured insurance and permits Il
Secured editing [
Principle photography I I I
Rough cut edit | N . -
Final cut | I
Initial screenings N
Sound miix and color correction [l
Transfer to-film [N
Other deliverables; video master, textless version, etc. Il N
Wrap up and:storage of production materials [l

Jan'03 Apr'03 Jul'03 Oct'03 Jan'04 Apr'04 Jul'04 Oct'04 Jan'05 Apr'05 Jul'05 Oct'05
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Claudia Raschke-Robinson was chosen as director of photography because
of her skill with hand-held shooting and her personal experience as a
dancer. The sensitive camera work navigates among the dancing children

in the classrooms without disrupting the dance lessons.

Rarely does an independent dance film find its way into national cinema
chains as did Mad Hot Ballroom. (The film was released on DVD in late
2005.) The success of this project is due largely to the forethought and
planning, which ensured that the administrative and business plan kept
the project on track and that the project had secured all licenses and copy-
rights for film use. Then, too, there was the integrity of the camera work,
which was faithful to the storyline and to the children it presented.

SIMULTANEOUS CAPTURE OF HISTORY, PROCESS,
AND PERFORMANCE: MERCE CUNNINGHAM'’S
POINTS IN SPACE

A model for chronicling a dance’s creation through to performance, in a

documentary-programming style.

The Project. In 1986, Points in Space was made as a 55-minute program for
television. It documents the making of Merce Cunningham'’s Points in
Space, a dance conceived for the camera. It was rehearsed and taped at the
BBC studios in London, England, where some of the finest video and
broadcast equipment of its time was used. Because of the availability of the
expert technical crew and equipment, the caliber of the product is very
high. It is the pre-production storyboarding that has made for such a com-

plete story in the creation of a dance piece.

In the economical length of 55 minutes, director Elliott Caplan manages to
interweave the background of Cunningham’s dance career with the cre-
ation of the new work for camera. This documentary-style program features

voiceover commentary that explains scenes, but does not dominate. Inter-
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view segments with Cunningham, with sound score composer John Cage,
and with a number of dancers offer multiple perspectives on the process
and the artwork. Design preparation and execution for the dance is also
covered. The final version of the dance is included in its entirety. The result
of the careful planning of this project is a tight and clear program that does
not feel overly scripted. This program has remained widely available on
video long after it was filmed and aired, which suggests that permissions
must have been secured with a view to distribution and access.

Many otherwise-commendable documentaries follow the process of cre-
ation but offer only snippets of the final work, which fails to satisfy the cu-
riosity of either fan or scholar. (Compare the beautifully filmed Paul Taylor:
Dancemaker (1998) with its brief excerpts of Taylor’s Piazzolla Caldera.)
Other documentaries (such as the WNET Dance in America series) may in-
clude some dances in their entirety, but they lack the contemporaneous
footage of the creation and rehearsal phases. Thus, despite nearly two
decades since the Points in Space project was conceived and executed, its
high production value and thoughtfully selected content distinguish this
as an exemplary project for documenting the creation, rehearsal process,
and performance of a specific dance.

MIAMI CITY BALLET AND
EDWARD VILLELLA’S LEGACY

A model for working within copyright and financial restrictions in creating

and remounting a work.

Background. Miami City Ballet offers a typical example of a major ballet
company that is confronted with financial and copyright obstacles in docu-
menting and preserving its repertory. The company, only very recently re-
covered from the debt and loss incurred as a result of Hurricane Andrew in
1992, does not have a dance notator among its artistic staff. The company

does, however, maintain a file of the ballet mistress’s notes and diagrams,
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which are based on the rehearsals she witnesses, and videotapes have been
made of the rehearsal process. Because of music copyright restrictions (the
recording of the music and sometimes the score itself), the rehearsal and
live video footage is often restricted to in-house use, with the exception of
occasional promotional use. Much of the company’s repertory is composed
of the George Balanchine works that artistic director Edward Villella helped
to make famous during his career with New York City Ballet (NYCB). When
Balanchine works are set on the company, Villella engages artists who had
worked directly with Balanchine during the creation of the piece.

The Project. Villella has become a choreographer in his own right, and
Miami City Ballet has a character distinct from NYCB. For Villella’s latest
work Neighborhood Ballroom (2003), he drew from the vernacular social
dances of four different periods and adapted them to stage much as the
early Romantic-era ballet choreographers adapted contemporary social
dances within their storylines. The work was informed by Villella’s own ex-
perience of going to the then-famous New York City dance hall, Roseland,
in the 1950s, but he also engaged consultants on social dance practice (no-
tably Frank Regan) to advise the project.

As a former television director and producer, Villella created a map for the
creation of a work, much as it would be done for a TV show. A broadcast-
quality camera obtained for the company by a donor in the film business
was used for videotaping: the beginnings of the creation of the dance were
shot, then the work was moved to the studio, and finally it was taped on-
stage. For the performance, Villella ordered a long-shot master, but he also
believed in investing money on tight shots. The company has obtained the
expertise of skillful videographers who are willing to donate in-kind serv-
ice. The notes and diagrams of the ballet mistress, photographs of the pro-
duction that add information about the exact placement of the set, and the
kinesthetic experience and memories of rehearsals by the dancers all con-
tribute to the process of keeping the work in repertory. Villella, the creator
of the work, remains available to advise and offer coaching.
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Taking Neighborhood Ballroom on tour has meant that the work has been
adapted to different stage spaces. For the “Quick-Step” interlude, for exam-
ple, the set includes a piece of scrim that is backlit. Not all stages are deep
enough to accommodate this staging. Furthermore, the choreography itself
is not seen by Villella as immutable. As new dancers take on roles in the
piece, the choreography may be adapted toward the new performers’ spe-

cial talents or proclivities.

Whether the project is his own piece or the mounting of a work by a guest
choreographer, Villella esteems the memory of the artists that were in-
volved in the original project. He is consistent in engaging artists who were
agents involved in originating George Balanchine’s choreography. When
ballet choreographer Trey Mclntyre was engaged to set The Reassuring Ef-
fects of Form and Poetry on the company, th