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Being in a Transitional State. Doing Artwork Alongside 
the Dominant Discourse 

1 Introduction: Why We Engage in an Alterior Performance

I was among the lucky ones attending the course «Performance Studies: Modes 
of Production» with Professor Lynette Hunter in the fall 2020 quarter. The 
fortunate was that we did a close reading of the professor’s recent book 
«Politics of Practice: A Rhetoric of Performativity» and I greatly appreciated the 
unique opportunity to speak to the writer directly. I will come back to these rare 
circumstances later. The book consists of a dense theory on sociosituated 
(Hunter 27) artwork that transitioned in the middle of the book into a thorough 
analysis of distinctive case studies on alterior (223) performance. What became 
my point of departure for this paper is the fact that in the first case study, on 
«Sol Niger» (Keith Hennessy, 2007), the writer expressed her strong will to find a 
way to approach the performance which she could not recognize at the 
moment. I wasn’t lucky to see «Sol Niger» live or on video; consequently, 
whether I would be able to recognize the work or not is undefined. My attitude 
towards this Hennessy’s work doesn’t matter for this paper, and even though I 
am curious if I can get into the work or not, what is key for my analysis is why 
the writer was persistently approaching it. Why do we engage in an alterior 
performance?


In this paper, I attempt to implement terminology introduced by Hunter in her 
book "Politics of Practice» that allows us articulating and documenting (96) 
experiences of the audience, artmaker, and critic encountering artwork that 
misfits into the major discourse.


I would like to start from the audience’s perspective, as audience participants, 
why we come to and stay at an event that feels foreign to us or sometimes 
unacceptable. To be honest, I once left one event that I couldn’t stand. It was an 
experimental music performance that seemed unpleasant to me. «I have to have 
good reasons to try to engage, to wait, to attend to when the sensations and 
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feeling generated by the performance hang in the air for a moment» (Hunter 
107). Similarly, at that moment, I did not find a reason to try to engage in that 
unappealing to me music performance. I am wondering what was Hunter’s 
reason to keep trying to engage in Hennessy’s «Sol Niger»? Why would any 
audience member be willing to engage in a sociosituated performance, a 
performance made alongside (Hunter 45) the dominant discourse? Hunter 
precisely noticed two possible options whenever we meet «something we do not 
‘like,’ do not understand or recognize ethically or formally,» we might «work on 
that difference» or simply «dismiss the experience» (109). Further, as I see it, if 
we choose to work on difference, in Hunter’s terms, we search for moments of 
(rest (4) in the work that would eventually result in a change (69). That process, 
the audience participant’s selving (70), is what the audience gets and why they 
come to experience this kind of artwork again and again. In case we discard the 
experience at the moment of the unpleasant encounter, I guess, we will meet 
something we do not like again. I’m wondering, in the case of rejection, can we 
somehow get into the process of selving? Possibly through something we like 
and can appreciate? Probably, both options are possible to get into the process 
of selving coming from pleasant and unpleasant encounters. The audience’s 
process is illustrated in diagram #1 at the end of the paper, there is constant 
clockwise movement along the brown lines implied.


Why do artists make sociosituated performances? There is another diagram, 
diagram #2, at the end of the paper devoted to artmakers’ process of 
engagement into alterior work. It is more complex. Here, I started from Hunter’s 
statement, «for the artmaker, there are needs, things the person has to do or life 
is not worth living» (246). I attempted to describe the process based on my 
experience of making dance performances that I dare to call at least to some 
degree sociosituated and alterior. My intentions were to support the local dance 
community, because this kind of work is not commercial, not made to entertain, 
contemporary dance artists are misfits in show business. All my activities were 
implemented to make this kind of misfitting to dominant discourse work 
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possible to be decently presented in public, to make the artists and their work 
visible in the cultural landscape of the city and be somewhat recognized, at least 
to get some coverage in media. In both, curating and artmaking, I constantly 
search for alternatives. As a rule, moved by my need to dance, I come up with 
an idea for a performance program or a particular performance and invite others 
to be engaged in the artistic process. I create the situation to make an artwork 
and then together with a team starting from not-knowing (Hunter 8), being open 
to whatever comes up when we gather together, and when we come to the 
location for the performance to be presented. Often, we work in museum, and 
other alternative to stage, spaces which set some framework as well. We search 
for moments of (rest during the rehearsal process looking for ideas that ‘work’ 
for us in the space. What we find working in the rehearsal can be called a form, 
but it is not fixed, it is quite moldable and open. We generate repeatable forms 
for change in performers, audience, and critics (who was in the audience).  In 
their turn, the audience and critics’ performances change the artists. There is a 
live both-ways process of interaction between the artists and their audience 
which includes critics. Artist can experience a change just being in the rehearsal 
process; however, only public re-presencing (Hunter 5) cause an effect (13). I 
delineated the artist’s selving on the diagram, and I suppose this process of self 
changing is why we feel the need to do the artwork.


What experience critics involved in writing about performances made alongside 
is even more complex. On a diagram, it should be a combination of the 
audience participants and artmakers’ diagrams, and I attempted to expand the 
audience’s scheme to make it respond to what and why critics implement 
encountering sociosituated work. The critic’s perspective is the most 
challenging for me because I am less experienced as a writer than as an 
audience participant and artmaker (dance performance maker). It should start 
from the need to write but I do not have a clear understanding where it would fit 
into the circle of watching a performance, does that happen before the critic 
saw the performance or after?  Perhaps, both options are possible. Ideally, 
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being in the role of a critic, we do documenting through articulation after 
attending the event and experiencing, or not, moments of (rest. We reach our 
reader after publishing the writing and I guess through the process of writing as 
in the case of working on a performance a change occurs. Readers might 
contribute to the change but it is more complicated. In the case of live 
performance, the audience just being in the same space with the performers, 
cause some changes, and it is always great to get their feedback that is why I 
was organizing discussions that followed live performances to allow the 
audience and the artists to speak to each other, to express verbally their 
experiences. There is rarely a live interaction between critics and their readers. I 
realized that was the reason for Hunter to offer the course on the book to get the 
opportunity of hearing from her readers as well as allowing the readers to speak 
to the writer that is a generous gesture. On the critic’s diagram, diagram #3, 
there are three circles denoting audience, artists, and readers. Here, the 
audience indicates people who attended the same performance as the critic. 
The audience and artist’s circles intersect with the critic’s selving because any 
critic is a part of an audience as well as any artist can write on the work and take 
on the role of a critic. The audience and artist’s circles do not intersect with each 
other since the diagram is not about their meeting, but both groups can become 
readers, so they both overlap the readers’ circle who possibly as performance 
audience get a change through affect (13) and the following effect. I suppose, 
the bigger part of the readers constitutes of people who did not attend the 
performance and get the opportunity to be engaged through the writing thanks 
to the critic. In my opinion, it makes the writing the most valuable because 
possibly it brings new audiences to alterior performance thus supporting the 
sociosituated artwork.


Lynette Hunter writes delicately and subtly about her experience, «We cease to 
be part of passing time and rest or coalesce into a (rest. I get a glimmer of some 
thing, some form, some figure—as yet carrying no meaning or signification but a 
pulse or energy that resonates into me. When this begins to happen it’s as if my 
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somatic complexity is learning, acquiring a different practice that changes me, 
usually just a little—nevertheless, it unnerves, unsettles, sometimes nauseates 
the autonomous self. It’s a process of selling that undoes the self as it makes its 
self different.» (107) This is probably what every author wants to hear about their 
audience’s experience. There is a need to be in live performance’s audience and 
I desired to create an opportunity to meet that kind of needs when I did my 
performance works and programs. Right now, everything is available only on 
screen, that is regrettable; however, we need to get the best from the current 
situation. Therefore, I will write about films for this paper. 


Coming back to approaching Hennessy’s «Sol Niger» by Hunter. She could just 
discard the experience and choose another performance or another artist to 
research on. To me, her persistence as well as straightforwardness is admirable. 
Hunter would be capable of writing an intelligent formal review doing an 
articulation. Rather she meticulously describes her stumbling experience with 
«Sol Niger,» documenting her affect, or no affect, and this work eventually 
becomes transitional toward the flow in her writing on another Hennessy’s work 
«Turbulence» (2011-) where she got to (rest. This transitional state, when we 
approach something new, or hard to understand/acknowledge that is outside of 
the zone of our expertise/confidence/comfort, can be the place to grow, to gain 
new expertise, and expand our comfort zone. Thus, I decided to make my 
stumbling attempt to write on artworks outside the dance field, as well as 
outside of my comfort zone. From the position of dancer and choreographer, 
similarly to that Lynette Hunter used her expertise in rhetorics. The case studies 
are «Russian Ark» (Alexander Sokurov, 2002), an experimental feature-length 
historical drama film, and «Ballet Mécanique» (Fernand Léger, 1924), a short art 
film, one of the earliest examples of experimental film.
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2 «Russian Ark» (Alexander Sokurov, 2002): One Continuous Camera 
Dance

I watched «Russian Ark» written, directed, and narrated by the Russian 
filmmaker Alexander Sokurov 18 years after its premiere. The movie is 
advertised as a representation of 300 years of Russian history that excludes the 
Soviet period. Its action uncovers in 33 rooms of Hermitage museum, the 
second largest museum in the world founded by Catherine the Great in 1764 
which represents an extensive collection of artworks from all over the globe. 
According to the official trailer, the film employs 2000 actors and three live 
orchestras. All the facts intend to impress the viewer, and the most impressive 
fact about «Russian Ark» is that it was made in one continuous shot, which is 
claimed to be the longest shot in film history. The uninterrupted handheld 
camera movement as well as blocking the huge number of actors and objects in 
the movie is genuinely stunning. It is well choreographed. 


This chapter mainly consists of my response to Professor Kriss Ravetto-
Biagioli’s critical essay on «Russian Ark» from her book «Mythopoetic Cinema: 
On the Ruins of the Borders of Europe» (2017). It also includes an attempt to 
write on dance in the film.


There were no social networks (Facebook, Vkontakte, etc.) in 2002, and I 
danced with the company, Provincial Dances, at that moment. Usually, during 
the lunch break in between rehearsals, major cultural events were discussed 
among dancers and with the company’s artistic director, Tatiana Baganova, who 
is not only a talented choreographer but also a passionate speaker. The same 
year, in April 2002, we performed at the Hermitage Theater which appeared in 
the film. I remember sneaking through the door that led straight to the museum 
from the theater and wandering through the rooms exhibiting all the magnificent 
masterpieces as one of the characters in the movie who accompanied the 
camera most of the time. I did not hear about «Russian Ark» at that time and I 
wonder how its premiere was left unnoticed by me. Of course, I might just not 
remember it.
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My hypothesis is that I did not view it earlier because the film doesn’t speak to 
Russians especially those who were raised in the USSR, far from the central part 
of the country, coming from a working-class family. As Kriss Ravetto-Biagioli 
noticed in her book, «Maybe this is why the offscreen voice—who represents 
and defends Russia—is invisible.» (49) The invisible speaker, a voice behind the 
camera, represented a Russian soul to me, or the voice of the Russian people. I 
find interesting Ravetto-Biagioli’s proposition, «It could be the voice of the 
museum itself…» (37) The movie represents only nobles. There is one scene 
shot in the basement of the palace that includes an ‘ordinary’ citizen who 
possibly serves as a metaphor for the unknown soldier. «Even in this 
‘monumental’ recalling of the heroic resistance of the people of Leningrad, what 
is venerated is not the heroic individual or even individuals but the city and the 
treasures of the past that those unnamed individuals managed to save and 
protect.» (Ravetto-Biagioli 28) The individuals, regular Russians, were expelled 
from the film while this movie, being a reincarnation of noblemen’s splendid 
gatherings in the famous palace, was possible thanks to the millions of those 
regular people sacrificed their lives in WWII, who as Ravetto-Biagioli precisely 
noticed ‘managed to save and protect’ the city and the museum.


The movie «Russian Ark» is a theatrical enactment that was videoed from inside, 
in contrast to video broadcasts and documentations from music and theater 
performances, usually shot from the audience's outside point of view. There are 
also a few small theater performances as a part of nobles' entertainment 
inserted in the movie, which is a bigger theater performance. As Kriss Ravetto-
Biagioli noticed, «Finally, the film's focus on theater draws attention to film as an 
artistic performance.» (57) The movie became more than just a movie but a mix 
of fine arts, theater, live music, and dance performance presented on video. 


There is a bit of dance performed in the film; however, this is not the main 
reason to write on dance concerning the movie. Alla Kovgan, film director of 
«Cunningham» (2019), said in her interview to the Russian contemporary dance 
researcher Ekaterina Vasenina that all great film directors are somewhat 

7



Ekaterina Zharinova PFS 265A Dr. Hunter 14 December 2020

choreographers. That is particularly true about «Russian Ark,» which she called 
an excellent example of choreography in cinema. As I understand, Kovgan 
implied camera movement and actors’ blocking among the factors which allow 
us to argue about choreography’s presence in films.


Before I write about dance in «Russian Ark,» I need to explain how I define 
dance. I used to think in terms of challenging how we perceive dance, and of an 
expansion of its conventional definition. In other words, I have been interested in 
alternatives for the understanding of what dance is. However, I have to admit 
that even though I would like to keep it open and approach dance as not-
known, I have my particular definition of dance, or I can describe which kind of 
dance I value currently. Probably, my definition of dance is located outwith 
(Hunter 45) discourse. To me, in general, any movement sequence that is 
aesthetically fascinating in one or another way (intellectually, viscerally, or 
emotionally) can be considered to be a dance. Often, what fascinates me is how 
the movement ‘works’ in a particular environment when the surrounded space 
including visuals and/or objects contributes to the dance’s perception. Some 
specific ways of sequencing movements, for instance, based on algorithms with 
stochastic elements, in particular, excite me. Consequently, my definition of 
dance is subjective and largely depends on who experiences it and how this 
person interprets the experience.


Coming back to dance in «Russian Ark,» there is a splendid dance scene in the 
movie that represents a ball. The camera enters a ballroom, and it floats 
between dressed in their best people; in fact, the camera starts dancing first 
before we hear the orchestra and see dancers in pairs begin sliding and 
sweeping through the spacious room. Despite or due to the grandiosity of the 
event, it feels not alive. A huge amount of people heavily dressed with excessive 
decorations in hairstyle, who meant to exhibit extravagance and perfect 
manners, is not truly willing to run and jump around. Those who dared to enter 
the dance seem old because they lack lightness and sincere joy in their 
movement which appear to be too pretentious and unnatural. In comparison 
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with languid noble guests, musicians playing their instruments create a 
marvelous group dance on its own which is full of passion and strength in their 
togetherness. I watched one more time the ballroom scene and noticed that the 
camera rather moved along the dancers and musicians than through them, just 
probably zooming in and out that created an illusion of walking through dancers 
and musicians. There is also an illusion of the camera flying, which flies up to the 
stage occupied by the orchestra and then flies over the last rows of musicians. 


Continuity in shooting combined with discontinuity in the storyline as Ravetto-
Biagioli brilliantly expressed, «This continuous movement of the camera is 
juxtaposed to the discontinuous flow of time, represented by historical and 
fictional characters standing in for different eras and events.» (46) And I agree, 
there was a sense of cutting when the camera moved from one room to another, 
«…the threshold also functions like a cut […] This movement across the 
threshold cuts off ghostly spectacles or angry ghosts…» (46-7) 


The uninterrupted flow of the spectacle made possible with the continuous 
camera movement is genuinely pleasurable since it is opposed to flickering fast 
speed changing shots in modern movies. In «Russian Ark,» the camera seems 
floating down a river that reminds me Russian Round Dance when female 
dancers move so smoothly that you can not see the legs' movement, only 
dresses hover. Seemingly, the German cinematographer Tilman Büttner, who 
was the film’s Steadicam operator, applied a similar dance technique to make 
his steps unnoticeable. The phenomenal single continuous shot creates not only 
a dreamlike illusion, as noticed by Roger Ebert, but also puts the audience into a 
perpetual dance from one room into another, casting a glance at some historical 
figures who inhabited the Winter Palace in the past.


«There is neither a beginning nor an ending to this film…» (Ravetto-Biagioli 37) I 
am a fan of that kind of meditative performances without beginning and ending 
that can be considered to be a piece of a bigger life fabric. However, in my view, 
there is a sense of completion in the movie because there is an entrance into the 
palace in the beginning and then moving toward the exit at the end that gives a 
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feeling of beginning and ending formally/visually. In terms of content, as the 
storyline's discontinuity was earlier mentioned, it is a collision of all the times 
and events that probably ‘haunt’ (in Ravetto-Biagioli’s words) the palace 
constantly what she called «the simultaneous presence of various layers of the 
past» (37).


Russia goes through «repeated erasure» (Ravetto-Biagioli 47). The traditions 
were erased with the beginning of the Soviet era, to live in a new progressive  
(for that time) reality, and now we (Russians) forget the Soviet time. It is generally 
discredited or omitted in media. During the Soviet era that was an attempt to 
create one unified aesthetics that would answer the party’s ideals and inspire 
regular people to work. When the Soviet Union was ruined, in the 1990s, a 
moment of freedom (and chaos) arose in the country, in arts, it gave another 
birth to different kinds of experiments. Another beginning of contemporary 
dance became possible. We had quite interesting experiments with movement 
(Irina Sirotkina, Dance Cooperative «Isadorino Gore» examined that 
phenomenon and brought up the topic) as well as famous Soviet experiments in 
cinema in the 1920s. 70 years later, in Russia, aesthetics became disunified (27) 
and diverse that would serve not only Soviet citizen but many other kinds of 
audiences and that allowed such movie as Sokurov’s «Russian Ark» to be made 
that would be unimaginable in the USSR after the 1930s. You could make any 
kind of artwork but no way to make it public unless you fit into the common 
aesthetic and fulfill a state order.


3 «Ballet Mécanique» (Fernand Léger, 1924). Is It a Piece of Dance?

During the exciting time of early wild experiments with movement and film in the 
USSR in the 1920s, «Ballet Mécanique» was created.


I might watch «Ballet Mécanique» in the past but I do not remember it. When I 
first watched the movie to write about it from the dance artist's perspective for 
the paper, I sincerely doubted that it has something to do about dance. 
Glimpses of not very alive human beings eerily smiling and wandering around 
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without a particular intention or purpose, basically having a leisure time, were 
opposed to mosaics of working machines and multiplying and rotating kitchen 
utensils which occupied the screen most of the time. What is the film’s 
message? Machines do the work now, and people can rest? Durations of the 
shots were extremely short, and constant jumping in between the shots was 
highly irritating. To me, dance is about sequencing and repetition, but as well it 
is about an enigma. The mechanical ballet was way too much mechanical, I 
could not be charmed in any sense neither by energy nor by the beauty of how 
objects in the shots were put in a movement sequence. I could not appreciate it 
kinesthetically, aesthetically, cognitively/intellectually at the first sight. I watched 
it at least three times on the first day, in slightly different versions. It was in a 10-
minute version at UbuWeb Film & Video, a 12-minute version at MoMA FILM 
VAULT SUMMER CAMP, both silent. Then, there is a 15-minute version with 
sound presented as a result of the research made by Dr. Ortiz Morales and 
uploaded on his YouTube channel. I became curious and started contemplating 
about the film after reading some reviews on the film.


Why was the film called ‘ballet’? Ballet usually has a libretto, and the film 
intentionally has no narrative. To be exact, it is called ‘mechanical ballet,’ so 
ballet, without a story, done mechanically? Or done by machines? Does it have 
leading characters? Since humans are not active in the film, while in ballet, as a 
rule, to put it simply, there is a passive female character, and a male character is 
undertaking some actions to win the female’s favor. In «Ballet Mécanique,» male 
and female actors are both passive. Does the movie’s affect produced by 
machines then?


How was choreography made in the movie? What means were used by the 
director to create an impression of dance? Watched the movie one more time 
and made notes while watching:


Swinging - movement like a swinging pendulum 
A shiny ball swinging toward the audience and backward with a reflection 
on its surface that reminds zooming in and out of the reflection but it is 
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more complex since the surface is curved and the movement is slightly up 
and down, in addition to forward-backward 
There is no, or just a bit (1/8, or less, of the full circle), camera movement, 
objects are moved in front of the fixed in one place camera most of the 
time 
Frequent and abrupt jump cuts, no transitions, no matching, or I couldn’t 
notice any matches 
There is a constant flickering of objects on the screen 
Discontinuity ‘in all its beauty’ - «to emphasize how a story is told rather 
than the actual story» (cited the definition of discontinuity editing made by 
my students in the introductory course on film studies at UC Davis) 
The movie is silent, and it was accompanied by music composed by 
George Antheil. The music reminds me of Igor Stravinsky’s ballets such as 
«The Rite of Spring» and «Petrushka» composed in the 1910s. It, in its 
turn, sends us to the famous Dyagilev’s seasons. 
A moving (rotating on one place and circling along the screen’s surface) 
kaleidoscope of close-ups of something indistinguishable sometimes, 
close-ups and extreme close-ups of human faces sometimes, and close-
ups of working mechanisms sometimes 
Jump cuts back and forth between circle and triangle, the geometrical 
shapes are changing in size, eventually, in color (green/red/blue), triangles 
are placed upside down and back to ‘normal’ - all that transformations 
makes the shapes breathe and dance, make them alive in some sense 
A lot of rotational flickering movements, the director probably desired to 
reflect the spirit of the time when factories began to be built, the industrial 
revolution happened; that sends to «Metropolis» (Fritz Lang, 1927) that in 
fact could be affected by this movie since it was made later 
A live photograph - male face in a kaleidoscopic motion, at some moment 
the male winked…  
Everything is in constant motion on the screen - it makes the viewer think 
that it is a live organism 
Moving image of an eye occupying only 1/4 of the screen that moves 
along the screen as well - it reminds local lighting on stage when only part 
of the stage is lit directing the audience’s attention 
A variety of swinging pendulum motion (side to side, toward the viewer, 
and backward) as well as swinging pendulums in kaleidoscopic motion 
Here, as always in cinema, we get one perspective - no choice for what to 
watch and under what angle while in theater where we have multiple 
perspectives  
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Extreme close-up on lips or eye is only possible on film and can not be 
done in a live performance with only human bodies involved 
Spinning carousel, a man slides down a children’s (?) slide 
A car runs toward the viewer, was the cameraman laying on the ground/
road? Did the car run over them? 
The mechanisms are hard to identify and understand what do they 
produce but clearly, there is a variety of mechanisms that are probably 
used at factories 
Jumping cuts between vertical position of a woman’s head with closed 
eyes and the same head in the facing up position (still with closed eyes) 
back and forth - mechanical movement embodied by the actor? 
The literal representation of eye opening - did machine change us? We see 
the world differently with their appearance? For sure, they brought a huge 
difference that happened with the industrial revolution. 
Head turns - it looks as the head was separated from the body - losing the 
head (that means losing the mind)? Another association - human beings 
become objects, the turning head reminds a sculpture bust 
There are no people who manage machines, who work at factories, but a 
man is sitting on the spinning carousel - exploiting the mechanism? 
Digits compounding 5000000 dance on the screen, nulls appearing and 
disappearing 
Null dancing around reminds a small round window that creates 
associations with locking yourself into a limited space 
Objects placed in rows which build lines swinging or rotating 
Objects are getting transformed upside down and mirroring relative to the 
centerline 
Movement toward the viewer and away from them 
Diagonal movement 
Does the ladle tap the screen? Does this movement symbolize a threat of 
mechanisms to a human or demand of their attention? 
Trembling shot of a storefront also seems threatening  
Dynamic and intriguing (graphically presented) dance of two legs of a 
mannequin that creates an illusion that those legs belong to one person / 
two different persons 
In the center of the screen hat and shoe alternating 
It seems that Leger predicted our contemporary obsession with 
consumerism along with our extremely fast speed of life when there is no 
time to simply live, enjoy life, for instance, smell the flowers - it is 
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inappropriate for modern man - this shot of a woman who smells flowers 
on a tree feels highly inappropriate in this mechanical dance 
Falling apart dancing figure of Chaplin, his head fell - again we lose our 
heads? In this turmoil of working mechanisms 
Why? For the necklace that costs 5 million or for wine? We see wine 
bottles which are getting rearranged differently in the space that 
somewhat reminds bowling 

Ben Howell Davis claimed regarding «Ballet Mécanique» that the objects [in the 
movie] were not metaphorical, they were real. Even though most probably it was 
not intended by the director, I can see some metaphors such as eye opening, 
machines as living organisms. Metaphors can be found everywhere. Another 
claim, «It is a mechanic's ballet, a dance that ordinary people do.» (Davis) I can 
imagine that it refers to rearrangement of objects, everyone can do that at home. 
If we think of video, to me, it is rather virtuosic, technically, and even 100 years 
later, the movement on the screen is hard to achieve for ordinary people. I do 
not know how to make the kaleidoscopic motion, or the multiplication of a pot, 
to create that kind of mechanical dance. I suppose that is why the movie called 
‘ballet’ because of its virtuosity that is inherent in ballet. There are also some 
references to dance movements such as rotations/turns, legs and arms’ swings. 
You can see some group choreography as bottles (of wine) rearrangements in 
space closer to the end of the movie. Consequently, the film has references to 
dance; though it has no spirit of dance, this dance is mechanical. Was that a 
message of losing our spirit with all this speedy exciting lifestyle focused on 
consumption?


Léger’s «Ballet Mécanique» can not be turned into a commodity. I do not find it 
entertaining and can not imagine people would pay to watch it nowadays. 
Whether they would pay for it earlier. However, it has interest for media art 
researchers.
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4 Conclusion. What Should We Do Now?

I am concerned with the inability to meet our needs to be fully engaged in live 
performance nowadays. Nonetheless, I believe, whatever happens, there is 
always some possibility to make and meet art. If you need to dance, you can 
dance alone in the kitchen, you can channel your artistic needs into something 
possible. During the pandemic, when all the live performances are canceled and 
we do not know whether we ever return to theaters and other live venues or not, 
writing and film viewing are still available to most people options. Who knows 
what will be next, a virus on the Internet might cause the closing of online 
venues. For the moment, view artworks on video and write about them is what 
we can do. The last issues of Dance Magazine were mainly devoted to how we 
can dance in the drastically changed universe where live interaction is 
prohibited. Among left options are remote classes and rehearsals, online 
performances and discussions/artist talks. As well, Rachel Rizzuto declared 
some creative ways to make money remotely which were explored by some of 
the dancers who had to stop performing in the pandemic. The dancers learned 
new professions in neighboring as well as seemingly distant fields such as 
software engineering, Gyrokinesis, Yoga Vida, judging and teaching at virtual 
dance competitions. Being a dancer who is writing on films might be considered 
to be stepping outside the field of dance. Or can it be identified as work done 
outwith dance field? 


Today, dance, along with other live arts, being affected by the pandemic the 
most, can be seen only on video. That pushes dancers to explore film making 
and Courtney Celeste Spears provides expert tips for beginner dance 
filmmakers in the last month’s issue of Dance Magazine. I read the article with a 
big interest and even though I did not apply the tips directly, in fact, I just 
finished an experimental dance project that resulted in 11 minutes video. The 
project was made in collaboration with Julia Edith Rigby, a recent MFA graduate 
in Art Studio from the University of California, Davis, and I felt that I still can 
share with others the joy of participating in the art creation process which of 
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course noticeably changed. In «Cunningham» (Alla Kovgan, 2019), we hear an 
archival record of the conversation between Merce and his dancers where he 
said that what is important that they continue. Not money or recognition 
matters, what matters is that we continue to make dances.
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