The present composition brings together some reflections about contemporary dance creation, product of my own experience as a dancer, creator as well as university teacher in Bogotá and Medellín city (Colombia). During about six years, I have been developing and observing different creative processes, that have lead me to think that creation in contemporary dance is influenced by the creative strategies used in Drama Theater itself. Words as representation, narrative, plot and ending or story, become present with unmeasurable strength at the moment of undertaking creative processes in contemporary dance. The present work wants to disembowel some of the characteristics proper of this "mode" of creating, trace some of its origins and inquire for some alternatives to this prevailing way of conceiving scenic creation in contemporary dance.

Contemporary dance is a manifestation and a field of artistic development relatively young, if compared with other dance expressions, strongly rooted in our culture as folklore and traditional dance as well with other scenic arts as theater. Its development is intimately bond to the entry of dance techniques such as ballet and modern dance. This is the result of the arrival of foreigners that brought firsthand knowledge as well as of locals that were trained abroad and brought back these new techniques and scene information.

I will begin with a very short tracing that will allow us to be placed in the context that has determined Colombian contemporary dance creation. The classic tradition incarnated in ballet brought with it self ways of conceiving the scene where dance used to be characterized by representation or illustration of stories most of which came from literature. We can conclude then, that movement was completely subjected to the word, and artistic production used to move in logo fields. This tradition has being kept until now, influencing ways to approach scene creation, as well as influencing dance academic programs.

Modern Dance was then developed in the U.S. and Europe as an alternative movement to Ballet. However, Modern Dance kept being oriented under the same parameters of the classic tradition (representation and body virtuosity), with some significant variations of marked romantic nature such as finding in emotion the starting point to generating movement. Dance is therefore used as a means to representing feelings, as a way to explore one's soul.

These two powerful ways to conceive artistic creation, and of organizing scene movement material, are built under the alleged equivalence between word and movement and are characterized by the "representation of a content". It is not uncommon in the dance lingo that we still refer to words such as "movement sentences" or "choreographic writing". 
It is important to highlight the similarities between the forms of scenic organization in Ballet, Modern Dance and Drama Theater, because they still lead the ways of creating and organizing in contemporary dance.

In drama theatre we can see a hierarchy of scenic elements headed by text. This implies that action, characters and the story told, are subject to the written word. These are text-centric creations, where everything revolves and is organized around the text, the text´s content, what it tells or means, and the message it contains. In other words, these creations are the representation of words. In this way the scene becomes the means to transmit what is written. The objective of Drama theatre is to represent either a text or the director´s interpretation of a text. In contemporary dance the written text can or cannot be present. There are many examples of dance performances that have been developed starting from a tale, a poem or a biography, which end up becoming the representation of that text. However there is no need to have a written text as such and this apparent absence is replaced, most of the times, with a message, a text that has been thought, and consequently is organized by the rules of language. Again, the dance work becomes the representation of what the director wants to say or transmit with the dance performance. And in this desire to transmit what one wants to say, it is possible to fall under the same strategies used by Drama Theater: the representation.
This tendency to use representation as a creative strategy sets creation in a place that favors meaning: this message, that I want to say must be clearly delivered, understood and comprehended the same way as in basic communicational theory: sender, receiver, and message. It’s a rational process, where the message is defined and the meaning of the work is fixed so that the audience will understand. Here the work represents “something” through movement. By “something” I’m referring to a message different to movement itself. Language and movement being from different natures.
This implies both a passive attitude from the spectator and a distance between spectators and the work of art.  A passive attitude because, comfortably seated, the spectator attends a performance to understand something, to receive a message that the director has represented through movement as clearly as possible.  If the spectator understands, the performance is saved. On the contrary, it seems like something has failed.  Thus, not only the creation of the dance performance is strongly influenced by dramatic theater, but the spectators attend dance performances with the same stance that they will have as they attend this kind of theater: looking for a plot, discovering logical meanings, understanding the message, building a story through cause and effect connections.  As if the dance performance was created and received by the brain of both creators and spectators. 

At the same time, the strategy of representation generates distance between spectators and performance. The space-time in which spectators and dancers are situated is not the same.  Body and movements are representing something other than themselves, similar to what happens with the characters of a play where a fictional world is created without the spectators’ participation.  The dancer’s body and movements become a shell containing   the intended meaning, what wants to be said, what wants to be represented, separating the performance from the time lived by the spectator.

I have tried to point out some characteristics of the use of representation as the main way to approach the creative process in contemporary dance.  What can be done? Are there other alternatives? Can contemporary dance open spaces that allow creation outside of the representation model and the hegemony of the logos? 

I believe it can.  Here I want to use Hans Ties Lehmann’s ideas about post-dramatic theater. Lehmann suggests a change from representing to presenting.  His reflection opens a research-creation path that would widen the possibilities of the scenic work of art. I will now explore this idea further. 
To begin, the possibility of escaping the strategy of representation that organizes the scenic material giving it a stable and clear meaning, as if telling a story or communicating a message, makes it necessary for the audience to truly engage with the performance making different connections.  These connections become rhythmic, spatial and of intensity rather than of logical or narrative meaning, highlighting the presence of the body and what happens to it during the performance.  The organizing principle would not be reason but action itself. Then performance, body and movement would be set up to share an experience. 

The performance will not want to tell a story, narrate, or communicate a message.  The intention will be to facilitate a meeting with the audience where the “mise-en-scene” stays in a space of possibilities, uncertainties, and multiple experiences.  The audience would be invited to share something unfinished.  There would be no intention to build or produce a clear and precise meaning by reason and logic. The performance is in itself its own meaning, and not a tool nor the path to sense making through analysis and synthesis.  Meaning will be established by what happens in the performance itself and what the audience could complete within.    
Me escupo a escribir, me doy a la tarea. Noche, espectáculo, remembranza. Salsa. Otro triunfo sobre la noche. La cabeza zumba desde adentro. Interferencia. Y por momentos sus entrañas, las de la cabeza. Entonces, hablar de ¿qué? De esto o de aquello. Da igual, ¿no? Sería cuestión de saber si sí o no.  Darme la posibilidad del desentendimiento. Respondiéndome solo a mí, a mi rutina, a mi ruidosa cabeza. Cambiando el compás a mí antojo. Un homenaje al derroche. Un momento de exceso que lleva varios años. Zona de frontera.

 There will be nothing serving as a design, script, road map or flight plan to follow. There is no need for a starting point, or a narrative development towards an end, through logical, causal or explicative connections. 

An organizing chronological principle within a timeline that leads to an outcome or conclusion does not exist.  Of course the performance will have a beginning and an end, but there will not be a logical organization, a web grouping the different parts in order to achieve a clear, logic meaning.  The organization of the scenic material seems more like a fragment, placing diverse materials along one another, like a frame next to another, bringing to the audience the option of forgetting memory and confronting each frame without remembering the ones before it, since each frame develops within itself.       

The different frames will be presented on stage like objects on a table, like an inventory of actions that evolve independently.  The web used to put them in relationship to each other is, in any case, weaved more flexibly than the narrative type of web, where each object has just one right place and they seem to be attached to one another in order to produce a stable, precise and intentional meaning.   The absence of this discursive web will open possibilities in which the audience can join and group the different elements as they please finding coherence and sense between them, or not.  There are no pretensions of stabilizing the meaning of the performance beforehand.  The audience will have the power to complete the performance, to fill in the gaps that it leaves in the scenic space through the body’s actions.  

This paradigm change that proposes the shift from representation to presentation, will allow the dancer’s movements and physical actions to move away from illustrative and mimetic processes, emphasizing instead the artist’s body in its own fiction-less physicality.  The new paradigm will not aim towards a transformation of a distant reality in space and/or time rather it would reach for an inner-transformation during the development of its own physicality.  Here the dancer’s sweat, physical strain, the action itself, and the management of time and space will constitute the paths for the audience to find their own way to visit the performance, to let it travel through them, flood them with new sensations or elaborate multiple and changing interpretations.  The performance instead of an arrival, a mimesis of a pre-existent reality, becomes a starting point, a beginning, an adventure.  The alternative to the dramatic device will appeal to the dynamic of the action-gesture itself, to evoke epiphanies of involuntary memories, and multiple meanings and sensations.     

I identify the tendency to approach creation in dance from a place that privileges the construction of meaning through representation.  The questions and springboards over which the creative process moves are aimed towards generating meaning.  They build a web of logical meaning that organizes the different elements of the work of art and allows for understanding.    

I am certain that the creative process in dance or any other performing art is an investigation as well;  If rationality, comprehension and logos cease to be the directing and organizing elements of the work of art; If the questions that propel the creative process focus towards the field of dance, asking about relationships between time, space and weight; If the creative process becomes an investigation on movement, each performance will generate its own movement material and perhaps we will find alternatives to the logo-centric that seem to consolidate as the only way to approach scenic creation in contemporary dance.  

