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Face Dance 

The author of the essay identifies herself as a contemporary dance artist. In this aes-
thetic realm, the face should be kept neutral while the rest of the body expresses an 
artistic utterance. Face dance was an unknown territory for her. That is why she was 
particularly interested in exploring capacities of the face to generate a dance piece, 
possibly challenging the definition of dance itself. With the use of digital devices she 
had access to, such as a cell phone, laptop, and projector, she created the face media 
dance performance “Multiple Selfie in the Dark” at UC Davis in 2019. Based on this 
performance and other case studies, different approaches to face dance are discussed 
in the essay.


The propagation of the muted face in dance is rooted in postmodern dance aesthetics. 
“In the 1960s dancers associated with Judson Dance Theater favored a ‘neutral’ de-
meanor. The idea was to let the movement speak for itself and not depend on facial 
expression to endow the dancing with meaning.” (Perron) When the author danced 
with Provincial Dances Theater, a prominent Russian contemporary dance company, 
the dancers were required not to use their faces while they perform. They were expect-
ed to articulate themselves with body language, keeping the face “silent.” Micaela Tay-
lor, a young and vibrant choreographer, who established her dance company, The TL 
Collective, in Los Angeles in 2016, has similar recollections. When she danced with 
other companies, she was asked “to tone down the intensity of her facial 
expression” (Thompson).


“For dancers, no less than actors, faces are part of the expressive equipment. But 
dancers rarely receive formal lessons in acting. Rather, their faces reflect what the 
whole body is feeling and doing. This kind of total involvement is what Ms. Forti calls 
‘the dance state.’ The dance state is energetic, emotional or spiritual, depending on 
what zone the dancer has an affinity for.” (Perron) Accordingly, even without an inten-
tion to utilize the face in dance, dancers’ face projects “the dance state.” It can be 
clearly seen in Micaela Taylor’s face which elicits an enormous power and faith. Fur-
thermore, in her choreography, she consciously implements “her intense use of the 
face as much as the body” (Thompson). The choreographer is not alone in including an 
exaggerated face’s expressivity in dance performance. Taylor refers to Crystal Pite and 
Hofesh Shechter. Presumably, the face’s inclusion contributes to a more unified per-
ception of dance work and is justifiable since the movement in the dance is enlarged in 
comparison to everyday movement, which allows the face’s involvement to be height-
ened as well. As a result, in the case of the powerful use of the face and the rest of the 
body, the dance can create a greater impact on the audience.
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ROSEWOOD, choreographed by Micaela Taylor and premiered by TL Collective in 
2018, presents the choreographer’s story, “reveal[ing] the complexity of a young faith-
filled artist determined to push through distractions to stay true to her purpose and 
identity” (Taylor in description to video on Vimeo). All the dancers wear black formal 
trousers, black turtlenecks, and black socks. The music is noisy and includes text ex-
cerpts. The dance seems somewhat robotic except that it is too intricate and complex 
to be executed by a machine. The dancers are firmly rooted to the ground. Their 
movement is sharp, precise, and quite athletic. From time to time, they fix/stop  move-
ments with limbs extended and then do “elastic” transitions between the fixed move-
ments, producing a mesmerizing effect. Based on her previous experience as well as 
her propensities, Taylor combines “commercial” and “concert” dance along with bring-
ing the face’s powerful performance into play, which creates a unique dance aesthetic 
that seems to be unconventional in the field of contemporary dance.


Micaela Taylor’s work is an example of dance that incorporates the face, and there is a 
play between the movement of the face and the movement of the other body parts. 
She allows the face to speak quite loudly and to speak together with the rest of the 
body. Accordingly, there is a conversation between all the parts, and there is also some 
sort of equality, indicating that the face can participate in the dance with the same level 
of engagement and with the same access as any other part of the body, such as the 
torso and the limbs, which are utterly expressive in Taylor’s choreography.


There is another way to make the face dance. For instance, Fascia (2006), a video 
piece made by Finnish artist Pia Lindman presents a face dance where the face’s 
movement is induced by a construction applied to the face over a long period of time. 
In the project, the artist performed in front of the camera creating a video which was 
then altered to become a final product. The video represents the performance in a par-
ticular way. The audience sees a medium close-up of the performer. There is no cam-
era movement: the camera was fixed in front of the performer with an on-level angle; 
thus, the audience is forced to look directly into the artist’s face, and literally experi-
ences the art work as a “face to face” encounter with no choice of another perspective 
on what was performed.


Pia Lindman created Fascia as a response to the façade of the Storefront for Art and 
Architecture Gallery in New York. As she explained in her description for the Fascia 
video on Vimeo:


The façade was designed and built in 1993 by performance artist Vito Acconci 
and architect Stephen Holl. It comprises twelve openings of varying sizes and 
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shapes, the lids of which pivot horizontally or vertically. The façade’s porosity 
expresses social aspects of architecture, which functions as a mediator be-
tween private and public spheres. In the video/performance I therefore used my 
face as metaphor of a façade. My eyes, mouth, ears, and nostrils may open up 
and offer the possibility of communication. (Lindman)


Therefore, metaphorically, all the “entrances” around the face lead to knowing Pia 
Lindman’s private world better. In practice, how did Lindman make her face dance? 
She built a chair and a number of metal constructions which she subsequently at-
tached to the chair, and then she recorded herself obediently applying each of the con-
structions to her face and staying in that position for about an hour. This then became 
a video piece just a few minutes long. Thus, Lindman made her face dance through 
specific forms defined by the metal constructions. In addition, it was a long-lasting face 
dance which was then blurred in the moving parts on video due to the time compres-
sion.


Jose Gill in his article “The Dancer’s Body” described three principles of ballet and 
modern dance which Merce Cunningham denied. Pia Lindman’s face dance perfor-
mance presented the refusal of those three principles as well, though in a different way 
than Cunningham. According to Gill, those three principles are “a principle of expres-
sion, by which movement is supposed to express emotion; a principle of verticality, 
which although it may not always direct movement upward, denies the body’s weight; 
and, a principle of organization, whereby the body of the dancer or group of dancers 
forms an organic whole whose movements converge towards a common goal” (117). 
While Cunningham combatted these principles by “incorporating randomness into 
choreographic method, and decomposing ‘organic’ sequences of movement by multi-
plying traditional articulations,” (Gil 118) Lindman utilized the metal props and long du-
ration of the performance to make her face dance without an intention to express any 
emotion. Her face moved not ignoring the body’s weight but moved by it. Staying for a 
long time in each position during the time of “keeping the face,” the face was moved 
and molded around the construction by gravity. The dance movement of the face did 
not have a particular goal, and was not organized by the artist. Movement happened 
due to the impact of natural forces on the body’s tissues. Thus, we can say that the 
dance performance of Lindman’s face that she made during the recording for the 
project, was presenting a resistance to the main principles of ballet and modern dance 
as defined by Gill.
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Fascia is a performance with technology, and a couple of citations from the article 
“Beauty: Mechanic Repetition in the Age of Art” by Melissa McMahon might be applied 
here:


By contrast, the mechanism displays an impeccable, but ‘dumb’ rationality, in-
sensitive and unresponsive to its context, unreflective of itself or anything 
around it, proceeding indefinitely by identical fragments, too small and too large 
to be synthesized into a meaningful whole. […] The face of the mechanism, 
however, turns away, dissolves the human in its unreflective opacity. For Kant, 
for example, mechanism in nature is an obstacle to the difference human free-
dom could make not because it excludes its possibility (reducing all to deter-
minism), but worse, because it ignores its existence (Kant, 1987: 14-15 [Intro-
duction]). (4-5)


We may consider the contraptions created to be props for the shooting of Pia Lind-
man’s work “mechanisms” which were systematically applied by the artist to choreo-
graph her face dance. It relates to machinery which in particular treats the body as a 
non living being, the machinery which “ignores its [human freedom’s] existence.” The 
dance naturally scares living beings because the machinery presents a remarkable limi-
tation on human freedom. Although it might look as if it is wise to surrender and wait 
for a better moment to manifest your will, the author of the essay would rebel against 
that point of view on life. She would not be able to stay passive and would attempt to 
affect the milieu which consisted of the machinery. Keeping up with the refusal of the 
main principles of ballet and modern dance, even the struggle appears to be pointless. 
However, as we can observe in the case of the natural environment, it only seems that 
our actions do not make an effect on it. All the tiny actions are accumulated among the 
number of people involved and aggregated with time, and we may see beneficial along 
with detrimental influences of human beings on the environment, the milieu.


Natalia Zhestovskaya, a Russian Butoh artist, is definitely one dancer who significantly 
affects the milieu while she moves. The audience members can clearly experience the 
artist’s transformation as well as the surrounding space’s alteration during her perfor-
mances. In “Emotions’ Mask. An Experience of Facial Choreography” (2017), a solo 
Butoh performance by Zhestovskaya, the choreographer was engaged with this ques-
tion: to what degree can the contraction and relaxation of facial muscles influence the 
position of the body, or be molded into a gesture, or invoke a step. In the actual per-
formance, the dancer’s body movement is not only tethered to the face motion but is 
also inscribed in space so tightly that there is an impression of the body moving to-
gether with the space. Above all, the movement powerfully resonates with the music, 
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which was composed by Grigory Glazunov. Thus, the audience experiences a total co-
hesion of all the elements: the dancer’s face and body, together with surrounding 
space and sound, while the initiation of the movement comes from the face.


It is not easy to produce a body movement initiated from the face. There is a tendency 
to disconnect face and body in “concert” dance forms as well as in everyday life. Actu-
ally, the everyday life experience can be even worse, because usually we are taught 
through social interactions to hide our emotions, and express them neither with face 
nor with the body. Then after all it is hardly possible to “speak” with your face and body 
in sync. While human beings manage to express fewer emotions corporeally and to re-
strict their body movement, research on interacting with robots shows that “having an 
expressive face and indicating attention with movement both make a robot more com-
pelling to interact with” (Bruce, Nourbakhsh and Simmons 5).


Natalia Zhestovskaya’s “Emotions’ Mask. An Experience of Facial Choreography” ex-
emplifies an immense human affirmation. In the piece, the choreographer presents an 
extreme state of being alive and attempts to distinguish what is genuinely hers and 
what is superficial, acquired through social interactions. In the announcement for the 
performance, Zhestovskaya humorously remarks, “Is [the genuinely mine] hidden deep 
in the spine or under the hip? How to get it out from there???? And if I take it out, oh, 
would I be all right? How would the human herd treat me with the mask code re-
moved? And whether it will be possible to push the protruded back, to hide it some-
where between adrenal glands and a liver?” The inevitable transformation happens 
during the performance, and at some point closer to the end the dancer acquires a 
translucently pure state reminding one of an innocent child. Of course, being in the 
state is being vulnerable, but simultaneously being in the state is to be robustly beauti-
ful. There is a healing effect which makes the audience slow down, contemplate, calm 
their minds and soothe the bodies eventually.


In this solo “Emotions’ Mask. An Experience of Facial Choreography,” Zhestovskaya 
investigates the connection between facial and body movement, Micaela Taylor makes 
this connection in all of her works, though they do it differently. Taylor uses the face in 
the same right as any other part of the body, embracing their full potential for move-
ment. She playfully dances with all the parts as they have a conversation, as well as 
expressing through the face what comes from the body. Conversely, Zhestovskaya 
aims to move her body as a whole, starting from the face.


Ekaterina Zharinova in her solo “Multiple Selfie in the Dark” (2019) neither explicitly 
connects her body movement with facial expressions nor physically forces the face to 
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make it dance. Her facial expression stays comparatively neutral but the performance 
is concentrated on the face and alternative ways to make a choreography with/for the 
face implementing personal digital devices (cell phone, laptop and projector). In this 
work, face dance is presented on video and images made in front of the audience and 
immediately projected on the wall during the performance. All the equipment was 
placed on black boxes on the left side of the stage, and the projector was pointed on 
the wall on the right side of the stage while the audience was invited to take place 
along three other sides of the black box theater.


“Multiple Selfie in the Dark” consists of three parts. The first two will be touched on. 
The performance begins with a series of selfies inserted within each other, made with 
the cell phone and the laptop and projected with a bit of a delay on the wall. The per-
former is taking each consecutive selfie with a background composed of the previously 
made selfies that undergo some changes with each iteration. Here, the selfie is consid-
ered to be a unit of dance. Accordingly, the temporal and spatial composition of the 
selfies is a selfie-choreography: If we focus on what we see on the screen, it is an or-
ganization of selfies in time, since it accumulates in terms of the number of faces and 
changes gradually, and the selfies are spatially arranged in relation to each other.


Why is this temporal and spatial composition of the selfies a choreography? Dance/
choreography can be defined as an art of the organization of human bodies in time and 
space. This definition is already substantially expanded from the “popular” understand-
ing of dance as rhythmic movement to music. Merce Cunningham substantially con-
tributed to this kind of liberation of dance working with John Cage and other com-
posers non-hierarchically. In Cunningham’s performances, dance and music co-existed 
independently of one another. However, the definition of dance can be expanded fur-
ther and include not only assembling by human beings but also a temporal and spatial 
composition of objects, or animals, whatever can be artfully, or naturally, structured in 
time and space. Consequently, some people consider the movement of birds to be a 
choreography, what is called a naturally constructed choreography (when it is created 
and performed by birds).


This extra-expanded definition of dance comes from Jérôme Bel, a French choreogra-
pher. More than ten years ago, in his interview to Christophe Wavelet, Bel talked about 
his dance philosophy and some of his previously made works. What he said about his 
performance “Nom donné par l’auteur” (1994) was especially intriguing. Together with 
Frédéric Seguette, they moved, and manipulated, ten objects in this piece. Based on 
the verbal description of the piece made by Jérôme Bel in the interview, and a video of 
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the performance, the viewer may conclude that it is a dance. Whatever moves/is 
moved in time and space might be considered to be a choreography.


Even earlier, Bel explained in his conversation with Gerald Siegmund: “The decision to 
use objects instead of dancers […] came from a wish to reify theatrical and choreo-
graphic codes. […] The dehumanization of the piece made it possible therefore to 
avoid any unwelcome affects in this project” (73). The author uses the approach of self-
ie choreography with a similar goal, having a desire to present her idea as if clarified/
purified, minimizing any interference with other concepts. She considers not using a 
dancing human body but making a dance made of selfies as an expansion of what we 
think of as dance, how we define and perceive it.


In extension to this, dance, and in particular face dance on video, can be created when 
camera and face are sliding in relative movement along each other. Therefore, their si-
multaneous movement in relation to one another conjointly contributes to the face 
dance on video. This type of face dance is represented in the second part of the per-
formance “Multiple Selfie in the Dark.” It was made with a long take of the face’s ex-
treme close-up immediately projected on the wall. In regard to the video, from the 
Facebook conversation of the author with Dasha Che, a Russian-American queer per-
formance artist, “There is the uncanny feeling, when one becomes uncertain about 
what kind of surface this is. This feeling leads to constant altering of scales from hu-
man and domestic to planetary, and then to molecular. It can be breathtaking.” This 
switch from domestic to planetary and molecular reveals the face as a holey surface/
landscape which is a concept developed by Gilles Deleuze and Félix Guattari that is 
developed below. Coming closer to the face’s surface, we literally can see the skin’s 
pores as holes. The extreme close-up of the face doesn’t look as if it is a face at all, it 
reminds one of a planet’s surface with craters. In addition, it can look so intimate, 
sometimes even to the point of disgust - although this is just a face which we are di-
rectly exposed to all the time during social interactions. Now, when we work and study 
online, during conversations/meetings on Zoom, we often cannot escape from this di-
rect exposure of the face to face interaction. Currently it is an inevitable part of our life. 
Thus, while most of us are more or less used to seeing the whole face, a close view of 
a part of the face looks to us eerie/uncanny.


Gilles Deleuze and Félix Guattari’s A Thousand Plateaus is often applicable to the arts. 
To provide a quote on the holey surface:


We can now propose the following distinction: the face is part of a surface-
holes, holey surface, system. This system should under no circumstances be 
confused with the volume-cavity system proper to the (proprioceptive) body. The 
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head is included in the body, but the face is not. The face is a surface: facial 
traits, lines, wrinkles; long face, square face, triangular face; the face is a map, 
even when it is applied to and wraps a volume, even when it surrounds and bor-
ders cavities that are now no more than holes. (170)


Thus, if we think of face as a surface, face dance can be made of the surface’s own 
movement and its movement in relation to camera. Those holes in the surface might be 
perceived as holes into which you can fall and get lost forever. It can also relate to not 
knowing, being uninformed and being in the dark about what is happening and what is 
going to happen. We do not know how to deal with the face’s meaning and its repre-
sentation when we come closer to it; conversely, when we challenge our understanding 
of what dance is by expanding the notion, it becomes such a broad concept that we 
can see only some pores at a time.


We are in the dark right now, being uninformed about our future. Dasha Che, the above 
mentioned Russian-American queer performance artist, created the solo video project 
“A Monument to Shitty Affects of Now” (2020) as a response to the self-confinement 
due to coronavirus. Che introduces their work, “I am tired and scared. Tired and scared 
to remain invisible in my struggles, while being terrified that my affects are too shitty 
and whiny and take too much space.” Their project might be perceived as a perfor-
mance without an audience because in the current time and conditions presenting 
something publicly is impossible. At this moment, there is no other choice but to per-
form without live witnesses (having an audience in mind), self-document, edit and 
share it on the Internet. The performance “A Monument to Shitty Affects of Now” is a 
speech pronounced in the transitional state between sleep and wakefulness. Dasha 
Che with their current collaborator Suvi Tuominen practice “sinking through movement” 
which they do “through […] naps-taking, horizontal positions, breathing, gravity-sinking 
to the floor and so on” (Che and Tuominen).


During the performance on video, Che is all the time in a horizontal position; most of 
the time, they lies in bed. Their body is motionless, being hidden under a blanket it is 
completely muted. Only the head is visible. Therefore, the focus is on the face’s move-
ment which is exceptionally subtle and consists of clearly-articulated micro-move-
ments of the eyes and mouth. The mediation is involved and the viewer watches what 
was chosen by the artist. Che explicitly includes some extreme close-ups of a part of 
their face, and the most remarkable of these is the humorous extreme close-up on the 
left ear. In fact, the speech is absolutely irregular because we see the face not in a ver-
tical position but with a 90-degree shift. Also, the video includes a lot of silence, and 
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the way the performer speaks involves mumbling and stumbling that can be easily ex-
plained by the unfeasibility of acting overtly or by the loss of the hope to be heard.


Ksenia Peretrukhina, a Russian stage designer and theater ideologist, confessed what 
she felt at the beginning of the pandemic:


I had such a strong and positive feeling. […] Here, suddenly, there was an equa-
tion outside of social classes; that is, both Prince Charles is ill as well as Aunt 
Masha, everybody is ill. Age and health status is a practical criterion that is not 
related to an economic or geographical position. It is astounding that in a flash, 
human beings have measured themselves with that we are - biological beings. 
[…] I always had the feeling that everyone was in strikingly different situations. 
And then, all of a sudden, everyone was in this identical situation, and there was 
some excitement about it. (Peretrukhina)


As Debord writes, a “better world” can only be achieved “by that class which is able to 
effect the dissolution of all classes” (154). At the beginning of the pandemic, there was 
an illusion of that kind of dissolution of all classes, and the pandemic sensed as a pos-
sible premise of human solidarity’s empowerment.


Yet there were contrasting views: “There was a lot of talk early on about how this crisis 
was going to bring us all together. But what it has clarified for me is that we’re not ac-
tually all in this together. It has laid bare what most reproductive justice advocates al-
ready knew: inequality and racism have always been around” (Delgado 38). Ana Delga-
do is a nurse midwife and clinical professor whose feelings in regard to the pandemic 
were published among with other clinicians’ mini-interviews under the tile, “How the 
Healers Feel” in the latest issue of Scientific American. Dasha Che’s project exemplifies 
the effects of unequal treatment; being a foreigner in Finland at the moment of self-
quarantine, Che requested but did not receive any financial support from their universi-
ty and Finnish government. Thus, “A Monument to Shitty Affects of Now” became an 
ode to the frustration invoked by the inequality and lack of solidarity which was ex-
pressed by bodily means with a concentration on subtle face dance.


To summarize all of the above, the essay sheds some light on artworks that engage 
with the face and can relate to face dance. In Micaela Taylor’s choreography, the face 
is a player on equal terms with the rest of the body. To express her artistic intentions, 
Taylor fiercely juggles with all the body parts, including the face. The audience’s atten-
tion slides from face to the torso and limbs then goes back to the face and so on, per-
ceiving and appreciating the dancers’ whole-body involvement. While Natalia 
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Zhestovskay initiates her body movement in facial muscular contractions, her face 
dance is like a little stone which, when masterfully thrown into the water, jumps on the 
water, creating circles around as metaphorical consequences in her body movement 
affecting the surrounding as well. Zhestovskaya builds an atmosphere in which the au-
dience is deepening while her performance is uncovering.


While Micaela Taylor’s ROSEWOOD and Natalia Zhestovskaya’s “Emotions’ Mask. An 
Experience of Facial Choreography” are both live performances, Pia Lindman’s “Fas-
cia” and Dasha Che’s “A Monument to Shitty Affects of Now” are actually self-docu-
mentations. Accordingly, Lindman and Che videoed their performances and presented 
them on video. With these projects the audience has no choice; they are forced to ob-
serve either face as a “straightforward” portrait in Lindman’s work, or face rotated 1/4 
circle from a regular view and placed on a pillow so most of the time we see only a half 
of the face as in Che’s project. Lindman makes her face dance with some extra tools, 
metal constructions, which are applied over a long period of time, so the face’s flesh 
moves by gravity, without muscular or emotional involvement. Che’s face moves in a 
somewhat natural way as it would do in the early morning, and while they speaks lying 
in bed and being forced (by someone?) to wake up when the body needs to sleep 
more. The face movement is tiny and distinct, obviously controlled/conscious despite 
being in a not yet fully awakened state.


Ekaterina Zharinova videoed/captured her face dance in front of the audience and si-
multaneously projected it on the wall. She creates the dance with the use of a mobile 
phone, taking a row of selfies inserted one into another or moving with the phone’s 
camera over the face’s surface during the live performance. Consequently, Zharinova’s 
“Multiple Selfie in the Dark” is a combination of live performance and self-documenta-
tion in one. Mobile phones became a part of many people’s lives, serving in some 
sense as people’s augmentation. “However, along with this, this is a tool that continual-
ly lets us look at ourselves from the outside. [...] as well as to structure the world in a 
particular way, put it in some frame” (Volkostrelov). The frame is dynamic/movable in 
Zharinova’s work, and it produces face dance. The case studies considered in this es-
say present various approaches to face dance, but obviously, they do not exhaust all 
possibilities.


Works Cited


1. Bel, Jérôme. Interview by Christophe Wavelet. “Jérôme Bel - interview - nom donné 
par l’auteur (1994).” YouTube. Uploaded 15 December 2016. Accessed 16 
May 2020. https://youtu.be/NtE4Q9fKOxo


	  of 10 12

https://youtu.be/NtE4Q9fKOxo


Ekaterina Zharinova	 PAR Critical Essay	 14 February 2021

2. Bel, Jerome. “In Conversation with Gerald Siegmund, 2002.” Dance: Documents of 
Contemporary Art ed. André Lepecki. Whitechapel Gallery and MIT Press, 
2012, pp. 73-76.


3. Bruce, Allison, Illah Nourbakhsh and Reid Simmons. “The Role of Expressiveness 
and Attention in Human-Robot Interaction.” Proceeding of the IEEE In-
ternational conference  on Robotics and Automation, Washington, DC, 
https://www.cs.cmu.edu/~illah/PAPERS/bruce_icra2002.pdf. Accessed 15 
December 2019.


4. Che, Dasha. “A Monument to Shitty Affects of Now.” YouTube. Uploaded 21 May 
2020. Accessed 10 June 2020. https://youtu.be/PubzBNfsq0M


5. Che, Dasha and Suvi Tuominen. Interview by Athanasia Aarniosuo. “Dasha Che & 
Suvi Tuominen: Sinking through Movement.” Helsinki International Artist Pro-
gramme. Posted 30 July 2020. Accessed 1 August 2020. https://www.hiap.fi/
dasha-che-suvi-tuominen-sinking-through-movement/


6. Debord, Guy. The Society of the Spectacle trans. Donald Nicholson-Smith. Zone 
Books, 1995.


7. Deleuze, Gilles and Guattari, Félix. “Year Zero: Faciality.” A Thousand Plateaus: 
Capitalism and Schizophrenia, trans. Brian Massumi. Minneapolis, The Uni-
versity of Minnesota Press, 1987, pp. 167-191.


8. Delgado, Ana. Interviews by Jillian Mock and Jen Schwartz. “How the Healers 
Feel.” Scientific American, vol. 322, no. 6, June 2020, p. 38.


9. Gil, Jose. “The Dancer’s Body” trans. Karen Osaña. A Shock to Thought: Expres-
sionism after Deleuze and Guattari ed. Brian Massumi. Routledge, 2002, pp. 
117-127.


10.Lindman, Pia. “Fascia Nine Faces sample.” Vimeo. Uploaded 20 December 2010. 
Accessed 3 June 2019. https://vimeo.com/18004129


11.McMahon, Melissa. “Beauty: Mechanic Repetition in the Age of Art.” A Shock to 
Thought: Expressionism after Deleuze and Guattari ed. Brian Massumi. Rout-
ledge, 2002, pp. 3-8.


12.Peretrukhina, Ksenia. Interview by Dmitry Renansky. “Big Talks: Ksenia Peretrukhi-
na.” Nowadays: Dialogues about Art Nowadays with Key Lecturers and 

	  of 11 12

https://www.cs.cmu.edu/~illah/PAPERS/bruce_icra2002.pdf
https://youtu.be/PubzBNfsq0M
https://www.hiap.fi/dasha-che-suvi-tuominen-sinking-through-movement/
https://www.hiap.fi/dasha-che-suvi-tuominen-sinking-through-movement/
https://vimeo.com/18004129


Ekaterina Zharinova	 PAR Critical Essay	 14 February 2021

Guests of the School Masters. [In Russian] Posted 24 April 2020. Accessed 7 
June 2020. https://nowadays.simplecast.com/episodes/peretryhina


13.Perron, Wendy. “Dance: The Face Can Say as Much as the Legs.” New York Times. 
Published 13 January 2002. Accessed 25 May 2020. https://www.nytimes.-
com/2002/01/13/arts/dance-the-face-can-say-as-much-as-the-legs.html


14.Taylor, Micaela. “ROSEWOOD Excerpt.” Vimeo. Uploaded 19 February 2018. Ac-
cessed 13 February 2021. https://vimeo.com/256456693


15.Thompson, Candice. “What’s Not to Love? It Seems Like Everyone is Falling for Mi-
caela Taylor and The TL Collective.” Dance Magazine vol. 94, issue 5 (May 
2020), pp. 24-28.


16.Volkostrelov, Dmitry. Interview by Dmitry Renansky. “Big Talks: Dmitry Volkostrelov.” 
Nowadays: Dialogues about Art Nowadays with Key Lecturers and Guests of 
the School Masters. [In Russian] Posted 30 May 2020. Accessed 5 June 
2020. https://nowadays.simplecast.com/episodes/volkostrelov

	  of 12 12

https://nowadays.simplecast.com/episodes/peretryhina
https://www.nytimes.com/2002/01/13/arts/dance-the-face-can-say-as-much-as-the-legs.html
https://www.nytimes.com/2002/01/13/arts/dance-the-face-can-say-as-much-as-the-legs.html
https://www.nytimes.com/2002/01/13/arts/dance-the-face-can-say-as-much-as-the-legs.html
https://vimeo.com/256456693
https://nowadays.simplecast.com/episodes/volkostrelov

