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"Plan for the theater of Dionys" by Diggy Benesou is licensed under the Creative Commons Attribution-Share Alike 3.0
Unported license and the GNU Free Documentation License.
https://commons.wikimedia.org/wiki/File:Dionysus-theater.JPG

CC BY-SA 3.0: https://creativecommons.org/licenses/by-sa/3.0/
GFDL: https://www.gnu.org/licenses/fdl-1.3.html
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[(BRE1]  ROAKND 5 DEEC, SITRETHALRS,,

() VW FAT « 75 F 32 (Rudolf von Laban)

(2) v—¥% « I A (LT b E L Martha Graham)

(3) REF—# (Kazuo Ohno)

(4) 7rF » ~7 VU (Anna Halprin)

(5) ¥F = 27 F>F = (Pichet Klunchun)

(6) FHtH E/NFIL (Inoue Yachiyo V)

(7 7oxX-F LW« Ky« r—A<A 47/ (Anne Teresa De Keersmaeker)
8) U YT A 74 —H A& (William Forsythe)

[(BRE2] KOFENL S OEBEV, SITERETHBA LIV,

(1) ¥ ARZ~< bwu/s (Dance dramaturgs/Tanzdramaturgen)

(2) 7R (The Arabesque)

(3) [#oF7—7 0] (Der Griine Tisch)

(4) T F—=<> A+ 7—k (Performance Art)

(5) #%5@

6) TrUYTF 4w 8] (Das Triadische Ballett/The Triadic Ballef)
(7) TEFED&#]  (Le Sacre du printemps/The Rite of Spring)

8 =vFI kA ¥—3 3 (Contact Improvisation, CI)

[(MRE3] WKOEXZFHAT, BOBWIZEZ IV,
One of the relationships this book privileges is that between dance, dance studies, and philosophy. This theoretical dialogue departs
from the observation that the recent difficulties of critically assessing dances that refuse to be confined to a constant “flow or
continuum of movement” indicate a reconfiguration of dance’s relationship to its coming into presence. Now “presence” is not only
a term referring to the dancer’s negotiation between technical and artistic proficiency in the performance of choreography. It is also a
fundamental philosophical concept, one of the main objects of Heidegger’s destruktion of metaphysics and of Derrida’s
deconstruction. Thus, any dance that probes and complicates how it comes into presence, and where it establishes its ground of being,
suggests for critical dance studies the need to establish a renewed dialogue with contemporary philosophy. I am thinking in
particular of those authors that follow Nietzsche’s destruction of traditional philosophy through the proposition of a critique of the
will to power — a project that informs the philosophical and political work of Michel Foucault, Jacques Derrida, and Gilles Deleuze
and Félix Guattari; works and authors 1 invoke frequently throughout this book. For theirs is not only a philosophy of the body but a
philosophy that creates concepts that allow for a political reframing of the body. Theirs is a philosophy that understands the body not
as a self-contained and closed entity but as an open and dynamic system of exchange, constantly producing modes of subjection and

control, as well as of resistance and becomings. As feminist theorist Elizabeth Grosz explains, after

Nietzsche [ . . . ] the body is the site for the emanation of the will to power (or several wills), an intensely energetic locus
for all cultural production, a concept I believe may be more useful in rethinking the subject in terms of the body.

{Grosz 1994: 147)
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Rethinking the subject in terms of the body is precisely the task of choreography. a task that may not be always subservient to the

imperative of the kinetic, a task that is always already in dialogue with critical theory and philosophy. Fredric Jameson, in a recent

book, sees the return to philosophy in recent critical studies as a dangerous return to modernist and conservative ideals and

ideologies (Jameson 2002: 1-5). I don’t think one immediately follows the other. I see Jameson’s position as a perfect example of

Homi Bhabha’s powerful opening words in his essay “The Commitment to Theory”™: “There is a damaging and self-defeating

assumption that theory is necessarily the elite language of the socially and culturally privileged” (Bhabha 1994: 19). Bhabha reminds

us that there is “a distinction to be made between the institutional history of critical theory and its conceptual potential for change
1994: 31). This is of philosophy and the

political power of philosophy (Deleuze 1995: 135-55). If there is one contribution I would like to propose to dance studies it is to

and innovation” recisely Deleuze’s position in distinguishing the institutional histo

consider in which ways choreography and philosophy share that same fundamental political, ontological, physiological, and ethical

question that Deleuze recuperates from Spinoza and from Nietzsche: what can a body do?

André Lepecki, fxhausting Dance: Performance and the Politics of Movement, 1st Edition, Oxon/New York: Routledge, 2006, pp.5-6.
KWEB#BRICEL. UTFOEBOHREELLTEOET,

Used with permission of Taylor & Francis Informa UK Ltd - Books,
from Exhausting Dance : Performance and the Politics of Movement, André Lepecki, 2006, pp.5-6;
permission conveyed through Copyright Clearance Center, Inc.

(1) ZZTTHRULNTHNDE I EEREAT, TWEOHPEBB/N TV AEIZ L= O T AREEERSTT I,
(2) THRE 2 BARZEIZER LA &0,

il

[BRE4] LITO3IENL 2BEZRRLUTBEL2EY (THREA) .

WDV T I RAVNRT OENT = DA TDERRE EEDH L ADT =514 TOBEIZ DWW TR TT S0,
Q) U ATOEBBOHEL, BENRVRLENOERZIZOWTHREA L TT &L,
(3) v REEGH-EEENOANEBEBIZBIT D TED AT Z AL FRPBEFHBORIR & ITIZOWTIRARTTFEN,

(AT & H)
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[FERE 1]
TROTODFEHEDT»PL 4 02 B, TOWELMRICHA LS (FSITRET)

3

DO RT=vr FEFR

@ IV (I¥FoEY)
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@ TYVAR-Xg
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@ By HEEE

[RE 2 ]
OB ZFIER L &, B co H iR

{5
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TARE < TH Ly,

The history of film theory is inundated with speculation about the effects of various scales of shots, but by far
the most heavily discussed scale is that of the close-up. From Jean Epsteins’s rapture when confronted with the
magnification of the human face to Béla Balaz’s and Gilles Deleuze’s insistence that the close-up of the face absorbs all
space within itself and no longer act as metonymy pointing to a larger whole, the close-up has been accompanied by an
excessive discourse or, at the very least, a discourse about excess. It is as though scale had gone awry. In comparison, the
medium shot and the long shot appear to be of “normal” scale. “Normal” or “proper” scale is generally measured in
relation to the human body. It is difficult for us to imagine the impact of enlarged, detached faces or even objects
seemingly distorted in size on the screen in the early cinema. For Sergei Eisenstein, tearing the object from real, the
close-up introduced “absolute changes in the dimensions of bodies on the screen.” The ordinary rules of classical
perspective no longer obtain: “The laws of cinematographic perspective are such that a cockroach filmed in close-up
appears on the screen one hundred times more formidable than a hundred elephants in medium-long shot.”

(Mary Ann Doane, Bigger than Life: the Close-Up and Scale in the Cinema, Durham and London: Duke

University Press, 2021, pp. 1-2.)
RXNR—TTFEHCHEZBRE L THNET.

[FRE 3]

ROLEZFHH,, HEDBRBIZEZIREN, &% COXEDOTEES TIE, 1962 FE2 BT A Y A /S—
M R TF 4 EIEEENBRRBRELSN., RELONBERL-EBOT L U R SGENFERICS TV D,
SEORBEHEHEIIRF LRILZBEN, FOFEFNT LECTHREEES T,

S SRRV Rl PR . oY hell = N T&T%ﬂwﬁfﬁélkfﬁU\%Lfﬁwﬁﬂmﬁﬁ%ﬁ@%ﬁé:&

Th B, FOFDIE. = OROIMELBEERDH DD LD = & FEEICENE SETIIWT 20,

L LERMAICE, 20X BRBELZSTFLLRVEELHY HB0OTHS, [KBEEDI AT ARE] b
FOLEIBRBFED—D>Tholz, TLTIDOL I A, EEEREGEEZEME V) RERBEMOPICRITE
ENBDOTH B,

1012 ~_—v

XWEB#HRHICEL. UTOESDHARBRELTEDET.

Mary Ann Doane, “Introduction: Scale, the Cinematic Image, and the Negotiation of Space,”
in Bigger Than Life: The Close-Up and Scale in the Cinema, pp. 1-26.
Copyright 2022, Duke University Press. All rights reserved.
Republished by permission of the copyright holder, and the Publisher.
www.dukeupress.edu.
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