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“Inside the Chain” (2016-18) is an interactive media dance performance conceived, co-
created, and performed by Ekaterina Zharinova, a Russian dance artist, currently 
pursuing her Ph.D. in Performance Studies at the University of California, Davis. Denis 
Perevalov, a programmer and mathematician, and Anna Vozzhennikova, a designer, are 
the chief collaborators in this project. The music used in the performance is composed 
by Leksha. The piece is normally announced with the line, “During the performance 
‘Inside the Chain,’ the performer and the audience observe what happens in real-time, 
quickly reacting to constantly changing conditions, which may include momentary 
desires.”


The performance “Inside the Chain” has been presented 18 times at different stages of 
completion with varying lengths from 10 to 30 minutes in diverse spaces: Museum of 
Architecture and Design, Yekaterinburg History Museum, Design Development Center, 
“Metenkov’s House” Museum of Photography, Ural Branch of the National Center for 
Contemporary Arts, Yeltsin Center (Yekaterinburg, Russia), Theatre 
“Maneken” (Chelyabinsk, Russia), Tyumen Drama Theater (Tyumen, Russia), “Theater 
on Spasskaya” (Kirov, Russia), SAM Fest at Paul Smith’s College (on video), Building J 
at George Washington University and Eden’s Expressway in New York City (USA) in 
2016-18.


What was aspired and achieved in the project? A broader objective was to explore how 
mathematics and interactive technology could be applied in the creation of a dance 
performance. A narrower objective—how to accomplish clarity in the presentation of 
mutual dependence (or balance) of dance and technology. It was attained by 
establishing visible both ways connections between the performer’s movement and 
visuals. Ksenia Fedorova defined it as mutual coding: “the body can code the image, 
and on the other hand, the body can respond to the image and become ‘coded’ by 
it” (95). In the first part of the performance, the one-way visuals→performer’s 
movement apparent connection, or coding of the body through the image in 
Fedorova’s terms, was provided by a particular choreographic process that was 
computer-generated with the use of randomness in real-time. It allows us to speak of 
stochastic choreography regarding the work and I will partially describe how the piece 
of stochastic choreography was organized and will touch on how it can be interpreted.


In the first part of the piece, the dancer performs eight movements/gestures and their 
symmetrical transformations, in a randomized order. The order is generated by the 
computer program and rendered by the whole numbers 1 to 8 and -8 to -1 appearing 
on the screen/wall behind the dancer. Each number corresponds to a particular 
predetermined abstract movement or hand gesture. The minus designated the 
symmetrical transformation of the movement concerning the longitudinal axis of the 
body. I will briefly describe the first half of the body coding algorithm: how the numbers 
are chosen to be displayed before minus appears. There is an initial set of digits {1, 2, 
3, 4, 5, 6, 7, 8}. The algorithm is randomly extracting digits one by one from the set and 
form another set of digits that is growing with time, as an example: {3}, {3, 7}, {3, 7, 1}, 
etc. The numbers, which appear on the screen, are chosen from the growing set. At the 
beginning of our example, we could see 3 a few times, then 3 or 7 can appear 
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randomly for some time, and so on. The resulting sequence might look like this {3, 3, 7, 
7, 3, 1, 7, 7, 1…}. The process continues until all the digits 1 to 8 are chosen to be 
added to the growing set. The program was written on openFrameworks by Denis 
Perevalov with contributions from Olga Annenkova and Tatyana Nadymova.


To be able to organize a movement sequence stochastically, I implemented a unit of 
dance that starts and ends in the same position. The position and dance movements 
can be varied. For the piece “Inside the Chain,” I selected the standing in one place 
position, with legs together, arms down and the dance movements are either abstract 
or gestural. Hence, such units of dance can be combined in any order through the 
upright position to make this kind of potentially endless specific dance sequences.


Accordingly, I compound the dance units in discrete random sequences with different 
outcomes for each performance and wonder how such kind of dance relates to that 
“forms of objects, as well as the shapes assumed by living organisms, wax and wane 
uninterruptedly” (Laban 3). Does my “kinetic expression” of “stochastic mathematical 
logic” (Fedorova 96) confirm or contradict the idea of flux? Rudolf Laban explains that 
while we have an illusion of a ‘standstill’ of objects and living beings, in reality, we can 
“consider our snapshots separately only for the sake of analyzing the characteristics of 
the whole flux” (3-4). Laban advocates the natural order of the snapshots’ sequences. 
He brings an example of a film cut in pieces which were then mixed and Laban asserts, 
“A movement makes sense only if it progresses organically and this means that phases 
which follow each other in a natural succession must be chosen” (4). Presumably, my 
discrete random movement sequences do not progress organically, but thanks to the 
joint upright body position in between the dance units the sequences are continuous 
and might be considered to be movement fluxes in some sense. Though my intention 
was not an organic progression of movement, but rather an unexpected sequencing of 
dance units aiming to escape my body and mind patterns. This is my way to surprise 
myself. In this case, according to Laban, my movement does not make sense?


I assumed changing the order of dance units alters the meaning of the dance but a 
meaning is always there, just not predetermined. Referencing to cinema one more time, 
considering Kuleshov editing effect, “What one might call pure cinematic the assembly 
of film and how it can be changed to create a different idea” (Hitchcock 00:03), when 
the viewer derives a meaning based on what kind of shots are placed following each 
other. Different orders can create different meanings. Replacing one of the shots in 
between the same shots changes the meaning of the piece drastically. It is a 
physiological/mental phenomena, that I suppose should work in a similar way when we 
replace shots with the dance units. Juxtaposing dance units in different orders should 
produce different storylines. Hence, the particular use of mathematics and technology 
in the creation of stochastic dance sequences resulted in “an assemblage of 
possibilities and interpretations” (Olga Tsvetkova) for the audience.
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