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1
Introduction:  

Performance Generating  
Systems in Dance

This introduction motivates the objectives of Performance Generating 
Systems in Dance and provides wayfinding markers for the inquiries, 
insights, and resources of the book. First, the need to understand, 
conceptualize, and render accessible the practice of performance 
generating systems is discussed. I then sketch the interdisciplinary and 
multimethodological journey of research this book is based on and 
name the established artists and research collaborators that have been 
involved. The three theoretical frameworks of the book – dramaturgy, 
psychology, and performativity – are introduced and anchored in key 
insights about performance generating systems. From this backdrop, 
I outline how these frameworks are applied to, and further developed 
through, case examples of the practice by sharing a selection of the 
topics covered and discoveries offered within the contents of the book.

Performance generating systems are systematic and task-based dramaturgies that 
generate performance for or with an audience. In dance, such systems differ in ways 
that matter from more closed choreographed scores and more open forms of struc-
tured improvisation. Dancers performing within these systems draw on predefined 
and limited sources while working on specific tasks within constraining rules. The 
generating components of the systems provide boundaries that enable the performance 
to self-organize into shifting patterns, instead of becoming either repetitive or chaotic. 
The patterns that emerge and the transitions they go through tend to develop itera-
tively over multiple performances. Every performance is slightly different, and change 
does occur, though it tends to emerge indirectly and in relation to co-performers and 
environments, rather than as an expression of individual or choreographic intentions.
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Conceptualizing and researching performance generating systems

In 2010, I observed that while such systematic and task-based dance works were 
celebrated in the dance industry (often winning awards and touring extensively), 
they also puzzled peers and audiences who met them with well-intentioned, but 
poorly matched expectations. These expectations derived from the often more famil-
iar contemporary genres of choreography and improvisation that works with task-
based systems both draw on and depart from. Similarly, the analytical tools and 
creative strategies I worked with as a dance dramaturg did not fully equip me to 
facilitate the development of this work and its engagement of audiences. It became 
clear that a new concept was needed to differentiate the practice and direct attention 
towards its generating components. To arrive at a useful conceptualization of perfor-
mance generating systems, I began the process of developing analytical frameworks 
for understanding how systematic and task-based dramaturgies are composed, how 
they work, and the effects they produce. It was important to me that these frame-
works would become both research- and practice-based, adaptable to different 
artistic and research projects as the artform continues to develop, and supportive 
of choreographers and dancers wanting to create performance generating systems.

This research journey has taken me through observations as an audience 
member; time spent in creative processes as an observer or collaborating dram-
aturg; interviews and collaborative writing with choreographers, dance drama-
turgs, and dancers; systematic analyses of large amounts of archival performance 
and creation recordings; and experimental tests of how the systems affect danc-
ers’ learning and cognition, completed collaboratively within arts-science teams.

Each of these positions of observation and participation required different 
methodological approaches. A wide range of dramaturgical, critical, qualitative, 
and scientific methods have thus been used to pursue diverse questions about 
performance generating systems within matching study designs. The methods used 
and questions pursued produced complementary insight into different aspects of 
the practice. Some of the results of these studies have been published individually 
and are revisited here, while others are new. However, all of these results are related 
and discussed holistically for the first time in this book, providing a comprehensive 
set of frameworks for the conceptualization, analysis, and dramaturgy of perfor-
mance generating systems.

The dance works and creation processes that I have selected as case examples 
for this book are choreographed by William Forsythe (Germany/USA), Deborah  
Hay and Christopher House (USA/Canada), Ame Henderson, Karen Kaeja 
(Canada), and Lee Su-Feh (Canada/Malaysia). These choreographers character-
ize their work as contemporary ballet, contemporary dance, and/or performance 
art. Although most are based on the North American continent, their sources of  
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influence are generally international (many received training in Europe, and all 
work and/or tour internationally). Cultural and artistic diversity has furthermore 
been invited into these choreographers’ work by engaging performers from differ-
ent contexts of contemporary and traditional training. Most notably, however, the 
included works derive from critical questioning of dance norms and artistic inquiry 
into related themes of embodied memory; interpersonal coordination and connec-
tion; development of or reconnection with collective memory; and environmental 
responsiveness within hierarchical, transactional, and dissociating circumstances. 
In addition to the choreographers mentioned above, research collaborators whose 
contributions have been instrumental for the results presented here include dance 
dramaturg and scholar Freya Vass (UK), behavioural economist Robert J. Oxoby, 
and educational psychologist Emma A. Climie (CA).

Through these cases and collaborations, I discovered that dramaturgical 
agency is negotiated and changes over the run of a performance generating system. 
Whereas such agency initially is embedded in how each system works and affects 
the dancers, dancers eventually gain dramaturgical agency by undergoing a learn-
ing curve within the system. As their embodied understanding of the system’s 
self-organizing dramaturgy grows, dancers begin to make interpersonal and 
relational choices that negotiate the system’s boundaries. Part of this learning is 
psychological, as system tasks and rules often require dancers to attend, perceive, 
process, and respond differently from trained tendencies. In turn, dancers gain an 
increased ability to bring something repurposed or new into the world. Like the 
artists who create performance generating systems, I discovered that these systems’ 
ability to affect relational change may extend beyond such dramaturgical and 
cognitive processes and gently begin to address interpersonal, intergenerational, 
and environmental dissociation performatively. Changed ways of perceiving and 
responding destabilize the norms that initially make a system self-organize in 
a specific way, which funnels the system into transition towards a new pattern 
of self-organization. Each iterative transition between one pattern and another 
provides an opportunity for dancers and participating audiences to navigate rela-
tionships slightly differently, together.

Three analytical and dramaturgical frameworks in application

Organized around these broad areas of discovery, this book falls in three parts, 
respectively dedicated to the dramaturgy, psychology, and performativity of perfor-
mance generating systems. Each part features a theoretical framework that then is 
applied to (and further developed through) case examples of dance works. As we 
advance through these related, but different, frameworks, key concepts and tools 
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are accumulated and applied iteratively, while supporting concepts remain anchored 
in the artistic inquiries and systems of specific cases. This approach demonstrates 
how the combined set of frameworks can be applied selectively and adaptively to 
match the inquiry, generating components, and dynamic of each work.

Dramaturgy

Part One establishes, discusses, and demonstrates the dramaturgy of performance 
generating systems and its agency with analytical tools that are designed for the purpose.

More specifically, Chapter 2 first establishes the concept of performance generat-
ing systems by comparing the practice to dance improvisation and choreography and 
positioning it in relation to different forms of agency in dance dramaturgy. I propose 
that the dramaturgy of performance generating systems is best understood by exam-
ining how these systems affect dancers during performance. Beginning this inquiry, 
I draw on both cognitive and cultural memory theory to discuss the often-implicit 
influence of embodied memory on the generation of performance in the present.  
I also suggest that tasks to consciously recycle or inhibit such memory within a 
performance generating system may lead to greater agency over embodied memory, 
and thus to the capacity to bring something repurposed or new into the world.

Chapter 3 takes us from this potential to the challenge of identifying and 
notating performance generating components so that they may be reengaged and 
further developed by other artists across time and space. I present an analytical 
and notational tool based on Dynamical Systems Theory (DST) as a rigorous, 
yet adaptable, solution, which enables us to identify and understand the self- 
organizing dynamics of performance generating systems.

This tool is then applied, in Chapter 4, to a detailed DST-analysis of the generat-
ing components and patterns of self-organization in Ame Henderson’s relay (2010). 
The source materials that are recycled within this system are memory fragments from 
choreographies the performers have danced in the past. It is discovered that relay both 
articulates and changes these autobiographical kinaesthetic memories through itera-
tive cycles of collective learning and adaptation. Individual memories are effectively 
rendered collective and undergo change in the process. The analysis reveals how the 
system’s dramaturgical agency produces this effect. Possible consequences for chore-
ographic ownership, archives, and the dancers’ sense of self are also discussed.

Psychology

Part Two outlines the cognitive and perceptual demands that performance gener-
ating systems place on dancers, with a focus on how such demands affect dancers’ 
learning and agency.
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In Chapter 5, I pursue the question of how an expanded performance presence 
is earned in cognitive terms by dancers of these systems. Working on tasks within 
limiting rules, and while recycling specific source materials, places extremely high 
demands on dancers’ ability to multitask while maintaining kinaesthetic atten-
tion. This demand is understood by choreographers as an effortful performance 
presence. Such an earned presence also involves the intellectual effort of inhibiting 
prior learning and responses according to rules; shifting attention between sources, 
tasks, and rules; and problem solving when demands become overwhelming or 
system boundaries become destabilized. I explain how this embodied, intellectual 
learning curve increases the dancers’ ability to affect the system and gain dramatur-
gical agency. The ethical implications of the unlearning involved are also discussed.

In Chapter 6, this framework is first applied to short performance generating 
systems within William Forsythe’s ‘learning piece’ for new ensemble members 
Whole in the Head (2010). In comparison to Forsythe’s earlier digital learning 
tool Improvisation Technologies, the learning piece offers more advanced and 
interpersonal reference points for movement generation, which are achieved 
through kinaesthetic motor imaging and coordination tasks. The learning piece 
also enhances the dancers’ ability to consciously use, coordinate, and adapt large 
repertoires of memorized movement. A DST-analysis furthermore reveals that each 
system has a different built-in obstacle to self-organization. The dancers depend 
on metacognitive awareness and develop dramaturgical agency as they learn how 
to overcome these obstacles during performance.

Christopher House’s adaptation of Deborah Hay’s Solo Performance Commis-
sioning score I’ll Crane for You (2015) is the focus of Chapter 7. Hay’s tasks and 
rules require the performer to continuously register and inhibit responses that 
derive from prior learning or emerge repeatedly within the system. In addition 
to altering perceptual practice, this work teaches dancers to unlearn reliance on 
habitual and implicit memory. Simultaneously, obstacles to self-organization are 
embedded in a recycled score text that therefore requires the performer to develop 
problem-solving strategies in rehearsal and during performance.

Performativity

Part Three turns to performativity and trauma theory to consider how dramatur-
gical agency and psychological change may arise within performance generating 
systems that are sourced in change-resistant circumstances.

Under change-resistant conditions, like those produced by trauma and colonial 
displacement, the relational and metacognitive dramaturgical agency becomes 
significantly less accessible. Intergenerational dissociation, repression, and self- 
protective barriers can hinder conscious recycling of memory and relational 
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engagement. In Chapter 8, discursive and material performativity theory is drawn 
on to theorize how such conditions may begin to adapt – indirectly, iteratively, 
and performatively. Relating this theory to DST, I argue that when a system tran-
sitions from one pattern of self-organization to another, performers working with 
change-resistant sources may gain some agency to navigate differently. Connec-
tions are drawn between this potential and trauma through the methods of Dance/
Movement Therapy while transferring processes of change from a privatized space 
to a communal one.

Chapter 9 takes us through Karen Kaeja’s personal and creative process 
making a trauma-based performance generating system for Crave (2013). Care-
fully sourced in uncomfortable memories of touch, this system features a simple 
set of tasks and rules that, over iterative cycles, enable the dancers to transition 
from dissociated movement to extended moments of holding hands and walking 
together with emergent relational capacity. By means of transference, an isolat-
ing condition is made visible, and alternative possibilities are modelled within a 
communal space that remains safely contained by the boundaries of the perfor-
mance generating system.

I turn our attention to Lee Su-Feh’s Dance Machine (2017) in Chapter 10. 
The change-resistant conditions this work engages derive from intergenerational 
displacement. Lee chose the materials and tasks of the Dance Machine to examine 
gaps in knowledge about herself as a Malaysian immigrant in Canada, the Indig-
enous peoples of this land, and relationships between humans and environments. 
The rope, bamboo, and cedar of the Dance Machine entangles audience members 
as they act on seven tasks, which in turn teach participants how the machine 
responds and can be cared for. The transitions in attentiveness and environmental 
engagement this process enables produce experiences of connection.

This book reveals the dramaturgical, psychological, and performative complex-
ity of performance generating systems. It provides frameworks for engaging with 
this complexity for purposes of research, creation, performance, learning, and 
relational capacity building. Yet, when arriving at the concluding chapter, I hope 
readers will lean into Lee’s observation that each moment of relational connection 
generated through these systems is ‘a simple dance’. Similarly, the conceptualiza-
tion of performance generating systems offered through the three frameworks and 
five cases of this book refers to a simple dance in all its complexity.
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Bläsing, Bettina, Martin Puttke-Voss, and Thomas Schack. 2010. The Neurocognition of Dance: 
Mind, Movement and Motor Skills. Hove, East Sussex and New York: Psychology Press.

Bleeker, Maaike. 2010. ‘What if This Were an Archive?’ RTRSRCH: Notation, 2(2): 3–5.
Bleeker, Maaike. 2015. ‘Thinking No-One’s Thought.’ In P. Hansen and D. Callison (eds) Dance 

Dramaturgy: Modes of Agency, Awareness and Engagement. Basingstoke: Palgrave Macmil-
lan, 67–85. https://doi.org/10.1057/9781137373229_4.

Bogart, Ann. 2001. A Director Prepares: Seven Essays on Art in Theatre. London: Routledge.
Braidotti, Rosi. 2019. ‘A Theoretical Framework for the Critical Posthumanities.’ Theory, 

Culture & Society, 36(6): 31–61. https://doi.org/10.1177/0263276418771486.
Bresnahan, Aili. 2014. ‘Improvisational Artistry in Live Dance Performance as Embodied 

and Extended Agency.’ Dance Research Journal, 46(1): 85–94. https://doi.org/10.1017/
S0149767714000035.

Broadhurst, Susan. 2007. Digital Practices: Aesthetic and Neuroesthetic Approaches to Perfor-
mance and Technology. Basingstoke: Palgrave Macmillan.

Buckwalter, Melinda. 2010. ‘Partnering Science.’ In M. Buckwalter (ed) Composing While 
Dancing: An Improviser's Companion. Madison: University of Wisconsin Press, 132–42.

Burrows, Jonathan. 2010. A Choreographer's Handbook. New York: Routledge.
Butler, Judith. 1990. Gender Trouble: Feminism and the Subversion of Identity. New York: 

Routledge.
Butler, Judith. 1993. Bodies That Matter: On the Discursive Limits of ‘Sex’. New York: 

Routledge.
Butler, Judith. 2004. Undoing Gender. New York: Routledge.
Butterworth, Jo and Liesbeth Wildschut (eds). 2009. Contemporary Choreography: A Critical 

Reader. London: Routledge.
Callaway, Ewen. 2013. ‘Leap of Thought: Ewen Callaway Meets Cognitive Scientist David 

Kirsh, who Works with Choreographer Wayne McGregor.’ Nature, 502(7470): article 168.
Callison, Darcey. 2014. ‘Working Paper on the History of Dance Dramaturgy.’ Toronto. Unpub-

lished, 1–3.

https://doi.org/10.1017/S1355617708081125
https://doi.org/10.1080/13528165.2015.1111048
https://doi.org/10.3389/fpsyg.2014.01500
https://doi.org/10.3389/fpsyg.2014.01500
https://doi.org/10.1016/j.actpsy.2011.12.005
https://doi.org/10.1057/97811373732294
https://doi.org/10.1177/0263276418771486
https://doi.org/10.1017/S0149767714000035
https://doi.org/10.1017/S0149767714000035


Bibliography

141

Calvo-Merino, Beatriz, Daniel E. Glaser, Julie Grèzes, Richard E. Passingham, and Patrick 
Haggard. 2005. ‘Action Observation and Acquired Motor Skills: An fMRI Study with Expert 
Dancers.’ Cerebral Cortex, 15(8): 1243–49. https://doi.org/10.1093/cercor/bhi007.

Calvo-Merino, Beatriz, Julie Grèzes, Daniel E. Glaser, Richard E. Passingham, and Patrick 
Haggard. 2006. ‘Seeing or Doing? Influence of Visual and Motor Familiarity in Action Obser-
vation.’ Current Biology, 16(19): 1905–10. https://doi.org/10.1016/j.cub.2006.10.065.

Carter, Curtis L. 2000. ‘Improvisation in Dance.’ The Journal of Aesthetics and Art Criticism, 
58(2): 181–90. https://doi.org/10.2307/432097.

Caspersen, Dana. 2011. ‘Decreation: Fragmentation and Continuity.’ In S. Spear (ed) William 
Forsythe and the Practice of Choreography: It Starts from Any Point. London: Routledge, 105–12.

Cassiers, Edith. 2018. ‘Dancing on the Page/Writing on the Stage: Sharing Dance (and) Thea-
tre Process Documents – The Drawings of Jan Fabre.’ In H. Blades and E. Meehan (eds) 
Performing Process: Sharing Dance and Choreographic Practice. Bristol: Intellect, 181–210.

Chaffin, Roger, Topher Logan, and Kristen T. Begosh. 2009. ‘Performing from Memory.’ In S. 
Hallam, I. Cross, and M. Thaut (eds) The Oxford Handbook of Music Psychology. Oxford: 
Oxford University Press, 352–63.

Ciesielski, Tomasz and Magdalena Szmytke. 2021. ‘Dancers’ Perceptual Skills: An Ethnographic, 
Cognitive, and Phenomenological Study.’ Performance Research, 26(3): 79–105. https://doi.
org/10.1080/13528165.2021.1959248.

Clark, Natalie. 2016. ‘Shock and Awe: Trauma as the New Colonial Frontier.’ Humanities, 
5(1): article 14. https://doi.org/10.3390/h5010014.

Cools, Guy. 2014. ‘Re-membering Zero Degrees.’ In K. Trencsényi and B. Cochrane (eds) 
New Dramaturgy: International Perspectives on Theory and Practice. London: Bloomsbury 
Methuen, 180–95.

Coulthard, Glen. 2014. Red Skin, White Masks: Rejecting the Colonial Politics of Recognition. 
Minneapolis: University of Minnesota Press.

Crave. 2013. [Dance work]. Choreographed by Karen Kaeja. Music compostion by Sarah 
Shugarman. Dramaturgy by Pil Hansen. Produced by Kaeja d’Dance. Toronto: Next Steps, 
Enwave Theatre.

Cvejić, Bojana. 2010. ‘Dramaturgy: A Friendship of Problems.’ In TkH Dance/Theories-Re-
loaded, 18: 47–55. http://www.tkh-generator.net/portfolio/tkh-18-dance-theories-reloaded/ 
(accessed 18 October 2016).

Dance Machine. 2017. [Dance work]. Choreographed and performance by Lee Su-Feh. Designed 
by Jesse Garlick and Assisted by Justine Chambers. Co-produced by Battery Opera Perfor-
mance and Festival Trans-Amériques. Montreal: Festival Trans-Amériques.

Dekel, Rachel, Yoav Levinstein, Alana Siegel, Shimon Fridkin, Vlad Svetlitzky, and Barbara H. 
Fiese. 2016. ‘Secondary Traumatization of Partners of War Veterans: The Role of Boundary 
Ambiguity.’ Journal of Family Psychology, 30: article 63. https://doi.org/10.1037/fam0000163.

deLahunta, Scott. 2000. ‘Dance Dramaturgy: Speculations and Reflections.’ Dance Theatre 
Journal, 16(1): 20–25. www.sarma.be/docs/2869 (accessed 1 June 2019).

https://doi.org/10.1093/cercor/bhi007
https://doi.org/10.1016/j.cub.2006.10.065
https://doi.org/10.2307/432097
https://doi.org/10.1080/13528165.2021.1959248
https://doi.org/10.1080/13528165.2021.1959248
https://doi.org/10.3390/h5010014
http://www.tkh-generator.net/portfolio/tkh-18-dance-theories-reloaded/
https://doi.org/10.1037/fam0000163
http://www.sarma.be/docs/2869


PERFORMANCE GENERATING SYSTEMS IN DANCE

142

deLahunta, Scott, Gill Clarke, and Phil Barnard. 2012. ‘A Conversation About Choreo-
graphic Thinking Tools.’ Journal of Dance & Somatic Practices, 3(1): 243–59. https://doi.
org/10.1386/jdsp.3.1-2.243_1.

Dove, Guy. 2010. ‘On the Need for Embodied and Dis-Embodied Cognition.’ Frontiers in 
Psychology, 1(242): 1–13. https://doi.org/10.3389/fpsyg.2010.00242.

Drinko, Clayton D. 2013. ‘Viola Spolin: Games as a Means toward Flow, Empathy, and Find-
ing One’s Truer Self.’ In Theatrical Improvisation, Consciousness, and Cognition. New York: 
Palgrave Macmillan, 14–34. https://doi.org/10.1057/9781137335296.

Drobnick, Jim. 2006. ‘Deborah Hay: A Performance Primer.’ Performance Research, 11(2): 
43–57. https://doi.org/10.1080/13528160600810574.

Everything II. 2019. [Dance work]. Choreographed and performance by Lee Su-Feh. Costume: 
Hajnalka Mandula. Produced by Battery Opera in 2010. Calgary: Fluid Fest and Performance 
Studies International’s Conference.

Féry, Yves-André and Peter Dixon. 2003. ‘Differentiating Visual and Kinesthetic Imagery in 
Mental Practice.’ Canadian Journal of Experimental Psychology, 57(1): 897–906. https://
doi.org/10.1037/h0087408.

Forsythe, William and Paul Kaiser. 1999. ‘Dance Geometry.’ Performance Research, 4(2): 64–71.  
https://doi.org/10.1080/13528165.1999.10871671.

Forté, Marie Claire and Jacob Zimmer. 2011. ‘And in the Future I Don’t Remember What 
Happened Yet: A Back and Forth on the Experience of Memory in relay.’ Canadian Theatre 
Review, 148: 6–10. https://doi.org/10.1353/ctr.2011.0006.

Foster, Susan Leigh. 1995. Choreographing History. Bloomington: Indiana Press.
Foster, Susan Leigh. 2000. ‘Foreword.’ In D. Hay (ed) My Body, the Buddhist. Middletown: 

Wesleyan University Press, ix–xviii.
Foster, Susan Leigh. 2003. ‘Taken by Surprise: Improvisation in Dance and Mind.’ In A. C. 

Albright and D. Gere (eds) Taken by Surprise: A Dance Improvisation Reader. Middletown: 
Wesleyan University Press, 2–12.

Foster, Susan Leigh. 2010. Choreographing Empathy: Kinesthesia in Performance. London 
and New York: Routledge.

Fuchs, Armin and Viktor K. Jirsa (eds). 2008. Coordination: Neural, Behavioral and Social 
Dynamics. Heidelberg: Springer. https://doi.org/10.1007/978-3-540-74479-5.

Gilpin, Heidi. 2006. ‘Architectures of Disappearance: Movement in Research and Creation.’ 
In L. Elkjær (ed) Re.searching. Malmø: NordScen, 164–69.

Ginsborg, Jane. 2017. ‘Memory in Music Listening and Performance.’ In P. Hansen and B. Bläs-
ing (eds) Performing the Remembered Present: The Cognition of Memory in Dance, Theatre 
and Music. London: Bloomsbury Methuen, 69–96.

Ginwright, Shawn. 2018. ‘The Future of Healing: Shifting from Trauma Informed Care to 
Healing Centered Engagement.’ Kinship Carers Victoria, 25: 1–7.

Goldman, Danielle. 2010. I Want to be Ready: Improvised Dance as a Practice of Freedom. 
Ann Arbor: University of Michigan Press. https://doi.org/10.3998/mpub.287881.

https://doi.org/10.1386/jdsp.3.1-2.2431
https://doi.org/10.1386/jdsp.3.1-2.2431
https://doi.org/10.3389/fpsyg.2010.00242
https://doi.org/10.1057/9781137335296
https://doi.org/10.1080/13528160600810574
https://doi.org/10.1037/h0087408
https://doi.org/10.1037/h0087408
https://doi.org/10.1080/13528165.1999.10871671
https://doi.org/10.1080/13528165.1999.10871671
https://doi.org/10.1353/ctr.2011.0006
https://doi.org/10.1007/978-3-540-74479-5
https://doi.org/10.3998/mpub.287881


Bibliography

143

Goletti, Cristina. 2011. ‘In the Garden of Eden, Dance Dramaturgy and the Dance Dramaturg 
Already Existed: A More Expansive History of the Role of Dramaturg and Dramaturgical 
Thinking in Dance.’ [Paper presentation], SDHS Conference on Dance Dramaturgy. Toronto: 
York University and University of Toronto.

Grifith, Anna. 2007. A Multicentric Reading of Intercultural Performance. [Dissertation], 
Toronto: ProQuest Dissertations Publishing.

Grove, Robin, Catherine Stevens, and Shirley McKechnie. 2005. Thinking in Four Dimensions: 
Creativity and Cognition in Contemporary Dance. Carlton: Melbourne University Press.

Guest, Ann Hutchinson. 2005. Labanotation. New York: Routledge.
Hagen, Hermann. 1987. ‘Synergistics: An Approach to Self-organization.’ In F. E. Yates (ed) 

Self-Organizing Systems: The Emergence of Order. New York: Plenum Press, 417–35.
Hanrahan, Christine and Ineke Vergeer. 2001. ‘Multiple Uses of Mental Imagery by Profes-

sional Modern Dancers.’ Imagination, Cognition and Personality, 20(3): 231–55. https://doi.
org/10.2190/RLBE-XQK9-C65F-X05B.

Hansen, Pil. 2005. ‘Perceptuel Performativitet.’ [Paper presentation], Forskningsnetværk for 
Performativitet. Copenhagen: University of Copenhagen.

Hansen, Pil. 2012. ‘Notes from dramaturgy class co-taught by Pil Hansen and Ame Henderson.’ 
University of Toronto, Toronto. Unpublished.

Hansen, Pil. 2014. ‘Dancing Performance Generating Systems’, Theatre Topics, 24(3): 255–60. 
https://doi.org/10.1353/tt.2014.0041.

Hansen, Pil. 2015a. ‘Introduction.’ In P. Hansen and D. Callison (eds) Dance Dramaturgy: 
Modes of Agency, Awareness and Engagement. Basingstoke: Palgrave Macmillan, 1–27. 
https://doi.org/10.1057/9781137373229_1.

Hansen, Pil. 2015b. ‘The Dramaturgy of Performance Generating Systems.’ In P. Hansen and 
D. Callison (eds) Dance Dramaturgy: Modes of Agency, Awareness and Engagement. Basing-
stoke: Palgrave Macmillan, 124–42. https://doi.org/10.1057/9781137373229_7.

Hansen, Pil. 2015c. ‘Email interview with Christopher House’ (no. 1), 4 April.  
Unpublished.

Hansen, Pil. 2015d. ‘Email interview with Christopher House’ (no. 2), 8 May. Unpublished.
Hansen, Pil. 2017. ‘Research-Based Practice: Facilitating Transfer across Artistic, Scholarly, and 

Scientific Inquiries.’ In A. Arlander, B. Barton, M. Dreyer-Lude, and B. Spatz (eds) Perfor-
mance as Research: Knowledge, Methods, Impact. London: Routledge, 32–49.

Hansen, Pil. 2018a. ‘Interdisciplinary Research Strategies: Working Across Artistic Research 
and Dance Scholarship, Dance Psychology, or Dance Science.’ In J. Bacon, R. Hilton, P. 
Kramer, and V. Midgelow (eds) Researching (in/as) Motion: A Resource Collection, Artistic 
Doctorates in Europe. Helsinki: Nivel, University of Helsinki. https://nivel.teak.fi/adie/inter-
disciplinary-research-strategies/ (accessed 1 June 2019).

Hansen, Pil. 2018b. ‘Minding Implicit Constraints in Dance Improvisation.’ In B. McConachie 
and R. Kemp (eds) Routledge Companion to Theatre, Performance and Cognition. London: 
Routledge, 75–82.

https://doi.org/10.2190/RLBE-XQK9-C65F-X05B
https://doi.org/10.2190/RLBE-XQK9-C65F-X05B
https://doi.org/10.1057/97811373732291
https://doi.org/10.1057/97811373732297
https://nivel.teak.fi/adie/interdisciplinary-research-strategies/
https://nivel.teak.fi/adie/interdisciplinary-research-strategies/


PERFORMANCE GENERATING SYSTEMS IN DANCE

144

Hansen, Pil. 2018c. ‘Dance Dramaturgical Agency.’ In J. Butterworth and L. Wildschut (eds) 
Contemporary Choreography, 2nd ed. London: Routledge, 187–202.

Hansen, Pil. 2021. ‘Personal interview with Lee Su-Feh with follow-up email exchange.’ Unpublished.
Hansen, Pil and Bettina Bläsing. 2017a. ‘Introduction: Studying the Cognition of Memory in 

the Performing Arts.’ In P. Hansen and B. Bläsing (eds) Performing the Remembered Present: 
The Cognition of Memory in Dance, Theatre and Music. London: Methuen Drama, 1–35.

Hansen, Pil and Bettina Bläsing (eds). 2017b. Performing the Remembered Present: The Cogni-
tion of Memory in Dance, Theatre and Music. London: Bloomsbury Methuen.

Hansen, Pil and Bruce Barton. 2009. ‘Research-Based Practice: Situating Vertical City between 
Artistic Development and Applied Cognitive Science.’ TDR: The Drama Review, 53(4): 
120–36. https://doi.org/10.1162/dram.2009.53.4.120.

Hansen, Pil and Darcey Callison (eds). 2015. Dance Dramaturgy: Modes of Agency, 
Awareness and Engagement. Basingstoke: Palgrave Macmillan. https://doi.org/10.1057/ 
9781137373229.

Hansen, Pil and Freya Vass. 2021. ‘Editorial On Perception.’ Performance Research, 26(3): 
1–8. https://doi.org/10.1080/13528165.2020.1930763.

Hansen, Pil and Robert J. Oxoby. 2017. ‘An Earned Presence: Studying the Effect of Multi-
task Improvisation Systems on Cognitive and Learning Capacity.’ Connection Science, 29(1): 
77–93. https://doi.org/10.1080/09540091.2016.1277692.

Hansen, Pil and Sarah J. Kenny. 2018. ‘Physical and Mental Demands Experienced by Aging 
Dancers: Strategies and Values.’ Performance Research, 24(3): 24–31. https://doi.org/10. 
1080/13528165.2019.1581965.

Hansen, Pil, Caitlin Main, and Liza Hartling. 2021. ‘Dance Intervention Affects Social Connec-
tions and Body Appreciation among Older Adults in the Long Term Despite Covid-19 Social 
Isolation: a Mixed Methods Pilot Study.’ Frontiers in Psychology, 12: article 635938. https://
doi.org/10.3389/fpsyg.2021.635938.

Hansen, Pil, Emma A. Climie, and Robert J. Oxoby. 2020. ‘The Demands of Performance 
Generating Systems on Executive Functions: Effects and Mediating Processes.’ Frontiers in 
Psychology, 11: article 1894. https://doi.org/10.3389/fpsyg.2020.01894.

Hansen, Pil with Christopher House. 2015. ‘Scoring the Generating Principles of Performance 
Systems.’ Performance Research on An/Notation, 20(6): 65–73. https://doi.org/10.1080/13
528165.2015.1111054.

Hansen, Pil with Christopher House. 2017. ‘Hay w Wykonaniu House’a. Ocena Zasad Kreacji 
i Wymagań Kognitywnych Systemów Performatywnych.’ (‘The Notation and Cognition of 
Performance Generating Systems: Hay through House.’) In T. Ciesielski and M. Bartosiak 
(eds) Strategie Choreograficzne. (Choreographic Strategies.) Transl. A. Lewoc. Lodz: Lodz 
University Press, 75–90.

Hansen, Pil with Karen Kaeja and Ame Henderson. 2014. ‘Transference and Transition in 
Systems of Dance Generation.’ Performance Research, 19(5): 23–33. https://doi.org/10.1080/ 
13528165.2014.958350.

https://doi.org/10.1162/dram.2009.53.4.120
https://doi.org/10.1057/9781137373229
https://doi.org/10.1057/9781137373229
https://doi.org/10.1080/13528165.2020.1930763
https://doi.org/10.1080/09540091.2016.1277692
https://doi.org/10.1080/13528165.2019.1581965
https://doi.org/10.1080/13528165.2019.1581965
https://doi.org/10.3389/fpsyg.2021.635938
https://doi.org/10.3389/fpsyg.2021.635938
https://doi.org/10.3389/fpsyg.2020.01894
https://doi.org/10.1080/13528165.2015.1111054
https://doi.org/10.1080/13528165.2015.1111054
https://doi.org/10.1080/13528165.2014.958350
https://doi.org/10.1080/13528165.2014.958350


Bibliography

145

Haseman, Brad. 2007. ‘Rupture and Recognition: Identifying the Performative Research Para-
digm.’ In E. Barrett and B. Bolt (eds) Practice-as-Research: Approaches to Creative Arts 
Enquiry. London: I.B. Taurus, 27–34.

Hawksley, Sue. 2016. ‘Coping with the (Interactive) Environment: The Performative Potential 
of Interactivity.’ Journal of Dance & Somatic Practices, 8(1): 43–56. https://doi.org/10.1386/
jdsp.8.1.43_1.

Hay, Deborah. 2013. ‘Performance as Practice.’ Deborah Hay Dance Company website, http://
dhdcblog.blogspot.ca (accessed 14 September 2013).

Hay, Deborah. 2000. My Body, the Buddhist. Middletown: Wesleyan University Press.
Hay, Deborah. 2007. [Solo Dance Score]. I’ll Crane for You. Unpublished.
Hay, Deborah and Becky Edmunds. 2016. Turn Your F^*king Head: Deborah Hay’s Solo 

Performance Commissioning Project. London: Routledge.
Hogg, Bennett. 2011. ‘Enactive Consciousness, Intertextuality, and Musical Free Improvisation: 

Deconstructing Mythologies and Finding Connections.’ In D. Clarke and E. Clarke (eds) Music 
and Consciousness: Philosophical, Psychological, and Cultural Perspectives. Oxford: Oxford 
University Press, 79–93. https://doi.org/10.1093/acprof:oso/9780199553792.003.0037.

Horesh, Danny and Adam D. Brown. 2018. ‘Editorial: Post-traumatic Stress in the Family.’ 
Frontiers in Psychology, 9: article 40. https://doi.org/10.3389/fpsyg.2018.00040.

House, Christopher. 2006–07. ‘Coaching notes from Deborah Hay.’ Solo Performance Commis-
sioning Residence in Findhorn. Unpublished.

House, Christopher. 2015. ‘Notes to Pil Hansen’s conference paper “The Cognitive Dynamics 
of Performance Generating Systems …”.’ 8 May. Unpublished.

Hutchins, Edwin. 2014. ‘The Cultural Ecosystem of Human Cognition.’ Philosophical Psychol-
ogy, 27(1): 34–49. https://doi.org/10.1080/09515089.2013.830548.

I’ll Crane for You. 2015. [Dance work]. Solo commissioning project by Deborah Hay. Adapted 
and performed by Christopher House. Produced by Toronto Dance Theatre. Toronto: 
Winchester Street Theatre.

Jensen, Marc G. 2009. ‘John Cage, Chance Operations, and the Chaos Game: Cage and the "I 
Ching”.’ Musical Times, 150: 97–102.

Kaeja, Karen. 2014. ‘An Impenetrable Life: From Sexual Abuse to Dance.’ [Paper presentation], 
Annual York University Theatre and Performance Studies Graduate Student Symposium. 
Critically Kinaesthetic: Performing Bodies of Political Engagement, Toronto: York University.

Karlsruhe, Z. K. M. (ed). 2000. [CD-ROM]. William Forsythe: Improvisation Technologies: A 
Tool for the Analytical Dance Eye, revised ed. Frankfurt: Hatje Cantz Publishers.

Kattenstroth, Jan-Christoph, Izabella Kolankowska, Tobias Kalisch, and Hubert R. Dinse. 2010. 
‘Superior Sensory, Motor, and Cognitive Performance in Elderly Individuals with Multi-year 
Dancing Activities.’ Frontiers in Aging Neuroscience, 2(31): 1–9. https://doi.org/10.3389/
fnagi.2010.00031.

Kelso, J. A. Scott. 1995. Dynamic Patterns: The Self-organization of Brain and Behavior. 
Cambridge: MIT Press.

https://doi.org/10.1386/jdsp.8.1.431
https://doi.org/10.1386/jdsp.8.1.431
http://dhdcblog.blogspot.ca
http://dhdcblog.blogspot.ca
https://doi.org/10.1093/acprof:oso/9780199553792.003.0037
https://doi.org/10.3389/fpsyg.2018.00040
https://doi.org/10.1080/09515089.2013.830548
https://doi.org/10.3389/fnagi.2010.00031
https://doi.org/10.3389/fnagi.2010.00031


PERFORMANCE GENERATING SYSTEMS IN DANCE

146

Kershaw, Baz. 2009. ‘Practice-as-Research: An Introduction.’ In L. Allegue, S. Jones, B. Kershaw, 
and A. Piccini (eds) Practice-as-Research: In Performance and Screen. Basingstoke: Palgrave 
Macmillan, 1–17.

Kirsh, David. 2011. ‘How Marking in Dance Constitutes Thinking with the Body.’ Versus: 
Quaderni Di Studi Semiotici, 113–15: 179–210.

Koch, Sabine C. and Diana Fischman. 2016. ‘Embodied Enactive Dance/Movement Therapy.’ 
Journal of dance & somatic practices, 8(1): 43–56. https://doi.org/10.1386/jdsp.8.1.43_1.

Kshtriya, Sowmya, Rebecca Barnstaple, Débora B. Rabinovich, and Joseph F. X. DeSouza. 
2015. ‘Dance and Aging: A Critical Review of Findings in Neuroscience.’ American Journal 
of Dance Therapy, 37(2): 81–112. https://doi.org/10.1007/s10465-015-9196-7.

Lachance, Lindsay. 2018. The Embodied Politics of Relational Indigenous Dramaturgies. 
[Dissertation], Vancouver: University of British Columbia.

Lee, Jon. 2020. ‘Diffractive Dramaturgy.’ Performance Research, 25(5): 114–21. https://doi.
org/10.1080/13528165.2020.1868853.

Lee, Su-Feh. 2019a. ‘Dance Machine reflections 2017–19.’ Vancouver. [Working document]. 
Unpublished.

Lee, Su-Feh. 2019b. ‘Searching for a Simple Dance.’ [Keynote presentation], Performance Stud-
ies International’s Annual Conference: Elasticity. Calgary: University of Calgary.

Lepecki, André. 2001. ‘Dance without Distance.’ Ballet Tanz International, 2: 29–31. http://
sarma.be/docs/606.

Lepecki, André. 2004. ‘Inscribing Dance.’ In A. Lepecki (ed) Of the Presence of the Body: 
Essays on Dance and Performance Theory. Middletown: Wesleyan University Press, 124–39.

Lepecki, André. 2010. ‘The Body as Archive: Will to Re-Enact and the Afterlives of Dances.’ 
Dance Research Journal, 42(2): 28–48. https://doi.org/10.1017/S0149767700001029.

Levine, Brooklyn and Helen M. Land. 2016. ‘A Meta-Synthesis of Qualitative Findings About 
Dance/Movement Therapy for Individuals with Trauma.’ Qualitative Health Research,  
26(3): 330–44. https://doi.org/10.1177/1049732315589920.

Little, Nita. 2014. ‘Restructuring the Self-sensing: Attention Training in Contact Improv-
isation.’ Journal of Dance & Somatic Practices, 6(2): 247–60. https://doi.org/10.1386/
jdsp.6.2.247_1.

Main, Caitlin. 2021. Dramaturgies of Safety in Trauma-Based Performance. [MFA Thesis], 
Calgary: University of Calgary.

Maturana, Humberto R. and Fransisco J. Varela. 1980. Autopoiesis and Cognition: The Real-
ization of the Living. Dordrecht: Springer. https://doi.org/10.1007/978-94-009-8947-4.

May, Jon, Beatriz Calvo-Merino, Scott DeLahunta, Wayne McGregor, Rhodri Cusack, Adrian 
M. Owen, Michele Veldsman, Cristina Ramponi, and Philip Barnard. 2011. ‘Points in Mental 
Space: An Interdisciplinary Study of Imagery in Movement Creation.’ Dance Research, 29: 
404–32. https://doi.org/10.3366/drs.2011.0026.

McCormack, Jess. 2020. ‘Dancing Diffraction.’ Performance Research, 25(5): 77–83. https://
doi.org/10.1080/13528165.2020.1868847.

https://doi.org/10.1386/jdsp.8.1.431
https://doi.org/10.1007/s10465-015-9196-7
https://doi.org/10.1080/13528165.2020.1868853
https://doi.org/10.1080/13528165.2020.1868853
http://sarma.be/docs/606
http://sarma.be/docs/606
https://doi.org/10.1017/S0149767700001029
https://doi.org/10.1177/1049732315589920
https://doi.org/10.1386/jdsp.6.2.2471
https://doi.org/10.1386/jdsp.6.2.2471
https://doi.org/10.1007/978-94-009-8947-4
https://doi.org/10.3366/drs.2011.0026
https://doi.org/10.1080/13528165.2020.1868847
https://doi.org/10.1080/13528165.2020.1868847


Bibliography

147

McMullen, Tracy. 2016. ‘Improvisation within a Scene of Constraint.’ In G. Siddall and E. 
Waterman (eds) Negotiated Moments: Improvisation, Sound, and Subjectivity. North Caro-
lina: Duke University Press, 21–33.

Michaelian, Kourken and John Sutton. 2013. ‘Distributed Cognition and Memory Research: 
History and Current Directions.’ Review of Philosophy and Psychology, 4(1): 1–24. https://
doi.org/10.1007/s13164-013-0131-x.

Midgelow, Vida L. 2012. ‘Dear Practice … : The Experience of Improvising.’ Choreographic 
Practices, 2(1): 9–24. https://doi.org/10.1386/chor.2.9_1.

Midgelow, Vida L. 2015. ‘Improvisation Practices and Dramaturgical Consciousness: A 
Workshop.’ In P. Hansen and D. Callison (eds) Dance Dramaturgy: Modes of Agency, 
Awareness and Engagement. Basingstoke: Palgrave Macmillan, 106–23. https://doi.
org/10.1057/9781137373229_6.

Midgelow, Vida L., Jane Bacon, Paula Kramer, and Rebecca Hilton. 2019. Researching (in/as) 
Motion: A Resource Collection. Helsinki: Nivel. https://nivel.teak.fi/adie/(accessed 10 June 2021).

Mikou, Ariadne. 2018. ‘Architectural and Choreographic Diagram as Processual Modes of 
Sharing Creative Practices.’ In H. Blades and E. Meehan (eds) Performing Process: Sharing 
Dance and Choreographic Practice. Bristol: Intellect, 159–80.

Motion Bank. 2015. www.motionbank.org (accessed 1 June 2019).
Nelson, Robin. 2013. Practice as Research in the Arts: Principles, Protocols, Pedagogies, Resist-

ances. Basingstoke: Palgrave Macmillan.
Nordin, Sanna M. and Jennifer Cumming. 2005. ‘Professional Dancers Describe their Imagery: 

Where, When, What, Why and How.’ Journal of Sport Psychology, 19: 395–416. https://doi.
org/10.1123/tsp.19.4.395.

Novack, Cynthia J. 1990. Sharing the Dance: Contact Improvisation and American Culture. 
Madison: University of Wisconsin Press.

Overby, Lynette Y. and Jan Dunn. 2011. ‘The History and Research of Dance Imagery: Impli-
cations for Teachers.’ IADMS Bulletin for Teachers, 2: 9–11.

Paris-Alemany, Alba, Roy La Touche, Luis Gadea-Mateos, Ferran Cuenca-Martínez, and Luis 
Suso-Martí. 2019. ‘Familiarity and Complexity of a Movement Influences Motor Imagery 
in Dancers: A Cross-sectional Study.’ Scandinavian Journal of Medicine & Science in Sports, 
29(6): 897–906. https://doi.org/10.1111/sms.13399.

Parviainen, Jaana. 1998. Bodies Moving and Moved: a Phenomenological Analysis of the 
Dancing Subject and the Cognitive and Ethical Values of Dance Art. Tampere: Tampere 
University Press.

Paxton, Steve. 2003. ‘Drafting Interior Techniques.’ In A. C. Albright and D. Gere (eds) Taken 
by Surprise: A Dance Improvisation Reader. Middletown: Wesleyan University Press, 174–84.

Pexman, Penny M. 2017. ‘The Role of Embodiment in Conceptual Development.’ Language, 
Cognition and Neuroscience, 34(10): 1274–83. https://doi.org/10.1080/23273798.2017. 
1303522.

Phelan, Peggy. 1993. Unmarked: The Politics of Performance. New York, Routledge.

https://doi.org/10.1007/s13164-013-0131-x
https://doi.org/10.1007/s13164-013-0131-x
https://doi.org/10.1386/chor.2.91
https://doi.org/10.1057/97811373732296
https://doi.org/10.1057/97811373732296
https://nivel.teak.fi/adie/
http://www.motionbank.org
https://doi.org/10.1123/tsp.19.4.395
https://doi.org/10.1123/tsp.19.4.395
https://doi.org/10.1111/sms.13399
https://doi.org/10.1080/23273798.2017.1303522
https://doi.org/10.1080/23273798.2017.1303522


PERFORMANCE GENERATING SYSTEMS IN DANCE

148

Port, Robert F. and Timothy Van Gelder (eds). 1995. Mind as Motion: Explorations in the 
Dynamics of Cognition. Cambridge: MIT Press.

Profeta, Katherine. 2015. Dramaturgy in Motion: At Work in Dance and Movement Perfor-
mance. Madison: University of Wisconsin Press.

Pyscher, Tracey and Michelle Bae-Dimitriadis. 2017. ‘Domestic Violence and Girlhood: The 
Making and Breaking of a Disordered Subjectivity.’ Cultural Studies, Critical Methodologies, 
17(5): 399–405. https://doi.org/10.1177/1532708616674992.

Ray, Paula and Susana Pendzik. 2021. ‘Autobiographical Therapeutic Performance as a Means 
of Improving Executive Functioning in Traumatized Adults.’ Frontiers in Psychology, 12: 
article 599914. https://doi.org/10.3389/fpsyg.2021.5999114.

Reason, Matthew, Corinne Jola, Rosie Kay, Dee Reynolds, Jukka-Pekka Kauppi, Marie-Helene 
Grobras, Jussi Tohka, and Frank E. Pollick. 2016. ‘“Spectators” Aesthetic Experience of 
Sound and Movement in Dance Performance: A Transdisciplinary Investigation.’ Psychology 
of Aesthetics, Creativity, and the Arts, 10(1): 42–55.

Reiter, Sonja. 2010. ‘Interview with Meg Stuart.’ Dancersgroup’s website https://dancersgroup.
org/2010/07/one-on-one-with-meg-stuart/ (accessed 27 April 2020).

relay. 2010. [Dance work]. Choreographed by Ame Henderson with the Public Recordings 
ensemble. Dramaturgy by Jacob Zimmer. Produced by Public Recordings. Toronto: Harbour-
front World Stage, Enwave Theatre.

Reynolds, Dee and Matthew Reason. 2012. Kinesthetic Empathy in Creative and Cultural 
Practices. Bristol: Intellect.

Romanska, Magda (ed). 2015. The Routledge Companion to Dramaturgy. London:  
Routledge.

Sarco-Thomas, Malaika. 2014. ‘Touch + Talk: Ecologies of Questioning in Contact and Improv-
isation.’ Journal of Dance & Somatic Practices, 6(2): 189–204. https://doi.org/10.1386/
jdsp.6.2.189_1.

Scrine, Elly. 2021. ‘The Limits of Resilience and the Need for Resistance: Articulating the 
Role of Music Therapy with Young People within a Shifting Trauma Paradigm.’ Frontiers in 
Psychology, 12: article 600245. https://doi.org/10.3389/fpsyg.2021.600245.

Squire, Larry R. and Stuart M. Zola. 1996. ‘Structure and Function of Declarative and 
Nondeclarative Memory Systems.’ Proceedings of the National Academy of Sciences USA, 
93(24): 13515–22. https://doi.org/10.1073/pnas.93.24.13515.

Stanek, Dörte. 2014. ‘Bridging Past and Present: Embodied Intergenerational Trauma and the 
Implications for Dance/Movement Therapy.’ Body, Movement and Dance in Psychotherapy, 
10(2): 94–105. https://doi.org/10.1080/17432979.2014.971872.

Stevens, Catherine J. 2017. ‘Memory and Dance: “Bodies of Knowledge” in Contemporary 
Dance.’ In P. Hansen and B. Bläsing (eds) Performing the Remembered Present: The Cogni-
tion of Memory in Dance, Theatre and Music. London: Methuen Drama, 39–68.

Stevens, Catherine J. and Shirley McKechnie. 2005. ‘Minds and Motion: Dynamical 
Systems in Choreography, Creativity, and Dance.’ In J. Birringer and J. Fenger (eds) 

https://doi.org/10.1177/1532708616674992
https://doi.org/10.3389/fpsyg.2021.5999114
https://dancersgroup.org/2010/07/one-on-one-with-meg-stuart/
https://dancersgroup.org/2010/07/one-on-one-with-meg-stuart/
https://doi.org/10.1386/jdsp.6.2.1891
https://doi.org/10.1386/jdsp.6.2.1891
https://doi.org/10.3389/fpsyg.2021.600245
https://doi.org/10.1073/pnas.93.24.13515
https://doi.org/10.1080/17432979.2014.971872


Bibliography

149

Tanz im Kopf: Yearbook 15 of the German Dance Research Society 2004. Münster: 
LIT Verlag, 241–52.

Stevens, Catherine J., Kim Vincs, Scott deLahunta, and Elizabeth Old. 2019. ‘Long-Term 
Memory for Contemporary Dance Is Distributed and Collaborative.’ Acta Psychologica, 
194: 17–27. https://doi.org/10.1016/j.actpsy.2019.01.002.

Swain, Rachel. 2020. Dance in Contested Land: New Intercultural Dramaturgies. Cham: 
Palgrave Macmillan.

Tabački, Nebojša. 2021. ‘Into the Nebula: Embodied Perception of Scenography in Virtual Environ-
ments.’ Performance Research, 26(3): 9–16. https://doi.org/10.1080/13528165.2020.1930763.

Taylor, Diana. 2003. The Archive and the Repertoire: Performing Cultural Memory in the 
Americas. Durham: Duke University Press.

The Forsythe Company. 2010. Archival Piecemaker files from the rehearsal and performance of 
Whole in the Head. ‘soft clock’ 24–27/11/2010 and 2–3/12/2010; ‘supernova’ 18–20/11/2010 
and 24/11/2010; 27 rehearsal recordings 19/10/2010–08/11/2010. Unpublished.

Thelen, Esther and Linda B. Smith. 1994. A Dynamic Systems Approach to the Development 
of Cognition and Action. Cambridge: MIT Press.

Thompson, Evan. 2007. Mind in Life: Biology, Phenomenology, and the Sciences of Mind. 
Cambridge: Harvard University Press.

Trencsényi, Katalin. 2015. Dramaturgy in the Making: A User’s Guide for Theatre Practition-
ers. London: Methuen Drama.

Tribble, Evelyn. 2017. ‘Distributed Cognition, Memory and Theatrical Performance.’ In  
P. Hansen and B. Bläsing (eds) Performing the Remembered Present: The Cognition of 
Memory in Dance, Theatre and Music. London: Methuen, 97–109.

Van Gelder, Timothy. 1995. ‘What Might Cognition Be, If Not Computation?’ Journal of 
Philosophy, 92(7): 345–81. http://people.bu.edu/pbokulic/class/vanGelder-reading.pdf 
(accessed 1 June 2019).

Van Imschoot, Myriam. 2003. ‘Anxious Dramaturgy.’ Women & Performance: A Journal of 
Feminist Theory, 13(2): 57–68.

Van Kerkhoven, Marianne. 1994. ‘Kijken Zonder Potlood in de Hand / Looking Without 
Pencil in the Hand.’ Theaterschrift: On Dramaturgy, 5–6: 140–49. http://sarma.be/docs/2858 
(accessed 18 October 2014).

Vass-Rhee, Freya. 2010. ‘Auditory Turn: William Forsythe’s Vocal Choreography.’ Dance 
Chronicle, 33(3): 388–413. https://doi.org/10.1080/01472526.2010.517495.

Vass-Rhee, Freya. 2015. ‘Distributed Dramaturgies: Navigating with Boundary Objects.’ In P. 
Hansen and D. Callison (eds) Dance Dramaturgy: Modes of Agency, Awareness and Engage-
ment. Basingstoke: Palgrave Macmillan, 87–105. https://doi.org/10.1057/9781137373229_5.

Vass-Rhee, Freya. 2016. ‘Melding an Ensemble at Memory’s Limits: William Forsythe’s Whole 
in the Head.’ In CORD/SDHS Annual Conference Proceedings. Claremont: DSA, 228–37.

Vass-Rhee, Freya. 2018. ‘Schooling an Ensemble: The Forsythe Company’s Whole in the Head.’ 
Journal of Dance & Somatic Practices, 10(2): 219–33. https://doi.org/10.1386/jdsp.10.2.219_1.

https://doi.org/10.1016/j.actpsy.2019.01.002
https://doi.org/10.1080/13528165.2020.1930763
http://people.bu.edu/pbokulic/class/vanGelder-reading.pdf
http://sarma.be/docs/2858
https://doi.org/10.1080/01472526.2010.517495
https://doi.org/10.1057/97811373732295
https://doi.org/10.1386/jdsp.10.2.2191


PERFORMANCE GENERATING SYSTEMS IN DANCE

150

Vicary, Staci, Matthias Sperling, Jorina von Zimmermann, Daniel C. Richardson, and Guido 
Orgs. 2017. ‘Joint Action Aesthetics.’ PLOS One, 12(7): article E0180101. https://doi.
org/10.1371/journal.pone.0180101.

voyager. 2014. [Dance work]. Choreographed by Ame Henderson with the Toronto Dance 
Theatre ensemble. Toronto: Winchester Street Theatre.

Warburton, Edward C., Margaret Wilson, Molly Lynch, and Shannon Cuykendall. 2013. ‘The 
Cognitive Benefits of Movement Reduction: Evidence from Dance Marking.’ Psychological 
Science, 24(9): 1732–39. https://doi.org/10.1177/0956797613478824.

Waterhouse, Elizabeth, Riley Watts, and Bettina Bläsing. 2014. ‘Doing Duo: A Case Study of 
Entrainment in William Forsythe’s Choreography Duo.’ Frontiers in Human Neuroscience, 
8: 812. https://doi.org/10.3389/fnhum.2014.00812.

Whole in the Head. 2010. [Dance work]. Choreographed by William Forsythe and The Forsythe 
Company. Frankfurt am Main: Bockenheimer Depot.

https://doi.org/10.1371/journal.pone.0180101
https://doi.org/10.1371/journal.pone.0180101
https://doi.org/10.1177/0956797613478824
https://doi.org/10.3389/fnhum.2014.00812


151

Index

4E cognitive philosophy see also cognitive 
theory 22, 40, 100n5

A
abstraction 21–22, 40, 53, 88, 92–93, 130, 

136–37
accidents (accidental) 53, 90–91, 95, 98, 99, 

130, 134
action-perception (coupling of perception and 

action) 13, 15, 39, 40, 43, 44, 49–50, 55–56, 
130, 131

‘Acts of Memory’ 29–30, 35, 129
adaptation (altering) of memory and perception 

4, 5, 14–15, 16, 18, 24, 29, 30–32, 33–34, 
35, 44–45, 49–50, 98, 107, 129

adaptation ability see also change 45, 48, 52, 
54, 61, 65, 67, 72, 76–77, 79, 80, 81–82, 
83n2, 87, 97

agency, dramaturgical 3, 4–5, 8–9
of choreographer and dramaturg 11–12, 

63–64, 72, 74, 81
of performance generating system 10,  

11–12, 16–18, 33, 35, 65–66, 120, 
128, 129, 132

of performers 10, 13, 49–50, 52–53, 56, 
61, 65–67, 69, 76, 81, 82–83, 87–88, 
90, 95–96, 129, 131, 132

individual (choice-making) 9,  
12, 27, 39, 52, 65, 87, 98, 99,  
132

navigational (relational) 3, 5–6, 
87–88, 90, 91, 92–93, 95–96, 99, 
107–08, 114, 117, 124, 125, 128

aging (age-related) 46

anticipation see also planning, inhibiting 13, 
30–31, 47, 48, 52, 61–62, 67, 70–71, 81

archive, the will to see also memory, archive 
and repertoire 20, 33

Arlander, Annette 138n3
attention (directing attention, attention chains, 

sustaining attention) 2, 12, 15, 16–17,  
23–24, 33–34, 43–44, 45, 46–48, 49, 50n4, 
60, 61–63, 65–66, 73, 74–75, 79, 81, 82, 
83, 92–93, 94, 107, 119, 130, 131, 134

attractor (order parameter, control param-
eter, task parameter) 22–24, 29–30, 32–
34, 46–48, 53, 60, 61, 63, 65–66, 67, 69, 
73, 74–75, 90, 94–95, 107, 108, 120–21,  
130

audience (viewer, participant) 8, 9, 21, 64–65, 
80, 107

engagement and participation 21, 65, 
73, 99, 112–13, 114, 119, 120, 121, 
132

experience 34, 61, 83, 116–17, 122–23
invitation 75–77, 116, 117, 119
witnessing 91, 99, 121, 124

authorship, politics of 27
autobiographical memory (memory of self) 4, 

29, 35, 97, 101, 107, 129, 131, 137



PERFORMANCE GENERATING SYSTEMS IN DANCE

152

avant-garde, American 11–12, 13, 70, 
126n3

avoidance (negative rules) see also inhibition 
48, 52–53, 68, 93

B
Baddeley, Alan 42
Barad, Karen 91–93, 95–96, 98, 108, 125
barriers 5–6, 47, 72, 79, 96, 99–100
Barton, Bruce 35n3
Battery Opera Performance 111, 126n1
Bauer, Bojana 83n2
behaviour, patterns of 24, 91, 94
Bläsing, Bettina 44
Bleeker, Maaike 9–10, 21, 120
Braidotti, Rosi 100n5
Brown, Trisha 11–12
Butler, Judith 88–91, 92, 94–95, 96, 98, 108, 

124

C
Cage, John 126n3
Calvo-Merino, Beatriz 43
Caspersen, Dana 54–55
challenges, creative see also disrupting fluency 

16–17, 34, 47, 49, 75–76, 131
change resistant conditions (seemingly 

unchangeable conditions) 5–6, 87–88, 
96–97, 98–100, 105, 113, 128, 131, 132, 
134

change, actual or the possibility of 3, 4, 11, 
14, 15, 20, 29–31, 34–35, 49–50, 83n2, 
87–88, 89–91, 92–93, 94–95, 97, 100n4, 
104–06, 108, 109–10, 112, 121, 124–26, 
131, 132–33

chaos (entropy) 21–22, 32, 68, 94, 130
choice and choosing see also agency, inhibi-

tion 3, 8, 11, 12, 14, 33–34, 39, 48, 55, 
56, 59–62, 65, 66–67, 95, 106, 122, 124, 
126

choreography 2, 9–12, 13, 14–15, 17, 18n2, 
27, 34, 41, 43, 45, 95

Civilized Theatre 35n4
Clark, Natalie 97, 113
Climie, Emma 47
co-dependence (client-therapist relationship) 

97
codified movement and ballet 14, 16–17, 52
cognition, theoretical see also 4E cognitive 

philosophy 22, 25n3, 40, 43–44, 82, 91
distributed 43–44, 53–54
embodied 130–31
enactive 69, 109, 136
social 21–22, 99

cognitive capacity, maintenance of 17–18, 46, 
48, 49–50, 53–54, 65, 68–69, 75, 128, 134

cognitive demands of performance 41, 45, 
55–56, 65, 68–69, 92–93, 128, 130, 133–34

cognitive flexibility (set-shifting) 38–39,  
46–47, 56, 65–66, 79, 82

colonialism 5, 113–15, 119, 126n3
comfortability 98, 102–04, 105, 106–07, 121, 

131
communal space 6, 123, 128
composition 8–10, 11, 60, 65
conceptualization 127–28
connection and reconnection (social and envi-

ronmental) 10–11, 69, 87, 92, 109, 113–14, 
117, 120–21, 125–26, 131–32, 137

consciousness and conscious awareness 4–5, 
13, 15, 17, 31–32, 42–43, 45, 46–47, 49, 
52, 78, 95, 96, 97–98, 131

consent 114, 119, 129
constraints 21, 23, 43–44, 58, 68, 89, 92, 

100n2, 106, 115, 119, 121, 124, 128, 130, 
131

content-addressable memorization 57, 68
conventions of dance, hierarchical (hierar-

chies) 13, 17, 40, 50, 81–82, 113, 124, 
126n3



INDEX

153

Cools, Guy 9
copying or following a leader 17, 27, 61–63, 

64, 66, 95, 122
Coulthard, Glen 115
countertransference see also transference  

114–15
Crave 101–02, 105–10, 131
culture (heritage) 91, 112, 121
Cvejić, Bojana 9

D
Dance Machine 111–13, 114–15, 117, 119, 

120, 122, 125–26
Dance science 40, 50n1
Dance/Movement Therapy 97, 106–07,  

114–15, 124
defence systems (defences, self-protective 

behaviour) 87, 98, 106–07, 109–10, 124
deLahunta, Scott 18n1, 21
desire and pleasure 65, 75, 76, 101, 102, 105, 

106, 109, 114, 116–17, 119
destabilization (disrupting stability) see also 

phase transition 22–24, 90, 93, 94–96, 108, 
124, 125, 130, 134

devaluation, colonial 113–14
displacement, colonial 113–15, 116, 124–25, 

126n2, 126n3, 132
disrupting fluency see also obstacles, creative 

22–23, 46–48, 74
dissociation, relational 87, 88, 97, 102, 105, 

107, 131
diversity 52, 112
dramaturgical awareness see metacognitive 

awareness 5, 27, 32–33, 47, 48, 69, 87, 90, 
128

dramaturgy, dance see also agency, dramatur-
gical 9, 18n1

distributed 10–12, 17, 65, 96, 124
embedded in improvisation systems 

16–18, 128

history of 8–10
roles (mentor, advisor, friend, advocate, 

facilitator) 9, 10, 121, 131–32
DST-based analysis and tools 22–24, 29–30, 

34–35, 58–59, 61, 66, 67, 69n3, 71–72, 74, 
75–76, 79, 82, 88, 94, 107, 108, 109, 120, 
127, 129, 133–34

duration(al) 33, 67, 72, 80–81, 111–12
Dynamical Systems Theory 4, 20–22, 38, 72, 

88, 94, 99
dysfunctional, rendering something 48–49

E
education, dance 45–46
efficiency 43, 65, 134
effort (effortful performance) see also presence 

12, 15, 33–34, 41–42, 45–46, 48, 49, 56, 
64–66, 71, 83, 107, 109, 128, 130, 131,  
132

Eidos : Telos 53, 56
embodied knowledge and body memory 

see also memory, implicit and cogni-
tion, embodied 13, 17, 20, 27, 45, 54, 57,  
60–61, 97–98, 130

emotion and feelings 60, 76, 79, 96–97,  
98, 102, 105, 106, 109, 114–15, 119,  
131

enhancing and strengthening 11, 34, 35, 44, 
49, 65–66, 68, 72, 82, 132, 134, 137

ensemble, building an see also memory, ensem-
ble 51–52, 55, 57–58, 65, 69, 130

entrainment see also joint action and unison 
11, 44, 74

environment 43–44, 47, 87, 91, 93, 94, 99, 
107, 113–14, 115, 117, 120–21, 124,  
125–26, 128, 130

ethics 14, 34, 49–50, 82, 129
Everything II 112, 115–16
executive functions (EF) 46–47, 48, 82, 

96–97



PERFORMANCE GENERATING SYSTEMS IN DANCE

154

F
Forsythe, William 5, 51–53, 54–55, 56,  

57–59, 60, 63, 68, 72, 82, 83, 95
Forté, Marie Claire 32, 34
Foster, Susan Leigh 13, 14
futuring 27, 29–31, 32, 47, 48, 95, 129

G
generalization see also abstraction and method-

ology, transferability 41, 92, 135, 137
generative operations 52–53, 57
geometry, kinaesthetic 53, 54, 56, 58
Gilpin, Heidi 52
Ginwright, Shawn 97, 113

H
habit (automated response, reflex), inhibiting 

and surrendering 12, 30, 34–35, 47–48, 72, 
73, 74–75, 80, 81, 82, 93, 95, 98, 106, 130

Hagen, Hermann 22
Hay, Deborah 5, 49, 70–74, 75–76, 78, 79–83,  

83n2, 93
Henderson, Ame 11, 12–13, 26–27, 29, 30, 

33–34, 48, 52, 79–80
Hoghe, Raymond 9
House, Christopher 71, 73–75, 76–79, 80–82, 

129, 130
hyperarousal 96, 106

I
I’ll Crane for You 72, 76, 80, 129, 130, 131
imaging, motor 54, 55, 57, 60, 65, 68, 129–30

kinaesthetic 54, 55, 65, 68–69, 133
visual 54, 68–69

immersion 45, 78, 91, 101, 122, 123
improvisation, dance 8–9, 12–13, 42

first generation 13
second generation 13

Improvisation Technologies 52, 54–55, 57, 
68–69, 68n1

Indigenous 112, 113, 115, 116, 117, 121, 
126n2, 132

individuality in group (ensemble of soloists) 
52, 55

inhibition (hindering) 16–18, 46, 47,  
48–49, 64, 70–71, 74, 82, 83, 83n2, 93,  
106–07, 119, 130, 134

inquiry, creative 8, 9, 11–12, 34, 105, 112–13, 
115–16, 136

internalization 89, 113–14
intervention 47, 59, 60, 61, 63, 82, 87, 

99–100, 135, 137
intimacy see also desire and pleasure 101, 102, 

105–06, 109, 114–15

J
joint action and coordination see also unison 

and entrainment 44, 58, 65, 68–69, 95, 
121

Judson Dance Theater 70

K
Kaeja d’Dance 101
Kaeja, Karen 87, 101–02, 103, 105, 106–07, 

109, 114
Kelso, Scott J. A. 22
Kenny, Sarah 46
Kershaw, Baz 138n3
kinaesthetic perception see also memory, 

kinaesthetic 39–40, 42–43, 49
kinesphere 42, 52, 54

L
Laban 20, 40, 53

labanotation 50n3
Rudolf 53

Lachance, Lindsay 126n2
Land, Helen 97
Leaky Heaven Performance Society  

35n4



INDEX

155

learning
to anticipate co-dancers’ movement 

see also futuring 47–48, 55, 61–62, 129
to multitask 12, 42, 44, 46, 128, 130
to perceive differently 34–35, 43, 49–50, 

120
to problem-solve (develop strategy) 15, 17, 

39, 47, 50n4, 74–75, 76, 79, 82, 130
to listen 73, 113, 114, 116, 119, 120, 

123, 124
learning curve 24, 30–31, 32, 33, 57, 79, 80, 

81, 129
learning piece 5, 52, 55, 56
learning system 44–45, 68, 129

explicit 15, 53–54
implicit 45, 48, 52, 81, 129

Lee, Su-Feh 6, 87, 111, 113–17, 119, 120, 
121–22, 126, 126n3, 131

Lepecki, André 9, 20, 33
Levine, Brooklyn 97
loss, of agency or control 34, 90, 107

M
manipulation 14, 17, 56, 115
marking 15, 41, 45, 58
mature performers (aging dancers) see also 

aging 46
memorization 16, 22–23, 27, 41, 42, 44, 48, 

49, 56, 57, 58, 80, 83, 114
memory, cognitive 18n3

explicit (episodic, semantic) 15, 16, 17, 
27, 43, 45, 47–48, 134

implicit (procedural, automated) 16, 17, 
18, 31, 32, 45, 47–48, 81, 131

long-term 15, 16, 17, 42, 43, 44, 74
motor (movement memory) 11, 15, 

16–17, 43, 44, 53, 58, 68, 98
reconstructive 15, 16, 43
short-term (working memory) 15, 42, 

43, 44, 74

memory, cultural 14–15, 16–17, 18, 18n3, 
20, 113–14

archive 14, 16, 21
ensemble 67–68
kinaesthetic 14, 15, 24, 54, 57
repertoire 14, 15, 16, 20, 27, 53, 56, 116

metacognitive awareness see dramaturgical 
awareness 47, 48, 56, 65, 69, 87, 131, 132, 
134

methodology, research 136
experimental (scientific, empirical) 18n3, 

40, 50n1, 94, 133, 135–36, 137, 
138n1

interdisciplinary see also Practice as 
Research 39, 40, 41, 135, 137

negotiation between disciplines 39, 40, 
41, 135, 137

paradigms 41, 135, 136
Practice as Research (PaR) and artistic 

research 39, 136, 137
qualitative (scholarly, empirical) 21, 55, 

97, 135–36, 137
Research-Based Practice (RBP) 35n3,  

137
theoretical (critical, philosophical, theory 

construction) 22, 39, 42, 88–89, 
110n2, 112, 133, 136

transferability (overreaching) 40–41, 
133, 136

validity 41, 138n1, 138n2
Midgelow, Vida 13, 138n3
Mikou, Ariadne 21
mirror neuron system, human 43
Motion Bank 21, 72, 73
multitasking and dual tasking see learning, 

multitasking 12, 46, 47, 52, 53, 93, 128, 130

N
negative space see also task-based creation 

52–53, 57–58



PERFORMANCE GENERATING SYSTEMS IN DANCE

156

Nelson, Robin 138n3
new materialism 88, 91, 100n5, 108
no one’s thought, thinking 10, 120
non-human (other than human) 115
notation 14–15, 19–21, 24, 25n1

O
obstacles, creative see also disrupting fluency 

5, 66, 68, 72, 82, 130, 131
overload, cognitive and sensory 17, 42, 53, 56, 

74, 75, 82–83, 130

P
Paxton, Steve 13
perception, sensory (auditory, haptic, kines-

thetic, proprioceptive, visual) 29, 30–31, 32, 
39–40, 42, 43, 44, 54, 55, 57, 68–69, 74, 
95, 100n1

performativity, discursive 88, 89, 91, 92, 94, 
99

iteration 89, 90–91, 92, 94
navigation 90, 93, 95, 124, 125

performativity, material 91, 92, 93, 99, 115, 
125, 126

apparatus 91, 92, 93, 94, 95, 96, 99, 
108, 125

diffraction (diffractive cuts) 91, 92, 93, 
95

intra-action 92, 93
entanglement 95, 114, 124, 126, 132

performativity, perceptual 91, 97, 99, 100n1
phase transition see also destabilization, navi-

gation, and change 22–24, 30, 32, 63, 67, 
94–96, 99, 100n4, 107–08, 120–21, 123, 
133

phenomenology 13, 39, 40, 42
philosophy 40, 43
planning, counteracting 13, 73–74, 93
play 69, 75, 80, 81, 105, 124, 126
politics 27, 97, 126n2

posthumanities 91, 92, 93, 100n5
poststructuralism 88–89, 91
predetermination and prescription 19–20, 60, 

68, 78
presence 12, 13, 15, 41–42, 44, 46, 48, 49–50, 

70–71, 72, 83, 128, 130, 132
problem solving see learning, problem solving 

15, 17, 18, 47, 79, 82, 130
psychology

cognitive 13, 15–16, 39, 40, 45
dance 39, 40, 50n1, 135, 137

PTSD 96–97
Public Recordings 35n3, 52

Q
question, being in (not knowing) 71, 73, 75, 

78, 80, 89, 105, 119

R
recalibration 24, 35, 49, 59, 60–61, 81, 134
recall 15, 17, 27, 29, 30, 31–32, 34, 41, 42–

43, 45–46, 95, 107, 129
relationality see also connection 5–6, 87, 88, 90, 

91, 92, 93, 95, 99, 107–08, 114, 117, 119, 
124–25, 128, 131–32, 133, 134

relay 4, 26, 29, 33, 34, 47–48, 83, 95, 96, 
129, 132

remembered present 16, 40, 42–43, 50n1, 109
repetition (equilibrium) 11, 17, 18, 22, 29, 49, 

60, 64, 67, 87, 93, 94
repression of memory 96, 97, 106–07, 109, 

113, 113–14
repurposing and recycling (memories, 

archives, dance material) 4, 17, 20–21, 26–
27, 34, 57, 129, 134

responsibility to bend rules 60–61, 65, 66, 
82, 90

re-traumatization 101, 106
risk see also re-traumatization and overload 

17, 49, 78, 101, 106, 109



INDEX

157

S
safety and protection 91, 98, 99, 106–07, 109, 

128, 129, 131
Sarco-Thomas, Malaika 13
score 71–72, 73, 75–77, 79, 80–81, 82–83, 

93, 126n3, 130
Scrine, Elly 97, 98
segmentation, avoiding 71, 80
self 97–98

not knowing 112–13, 114
sense of see memory, autobiographical 

34–35, 54–55, 91, 129
self-organization 3, 5, 21, 22, 31–32, 33, 34, 

63, 64–65, 66, 68, 72, 87, 107, 108, 121, 
128, 129, 130, 133–34

self-regulation (planning, regulating emotion) 
12, 13, 46–47, 73, 93, 96, 97–98, 134

sensory modalities see perception, sensory 15, 
42, 54, 55, 74

sequencing 11, 17, 41, 49, 66–67, 93
set movement 20, 80, 113
simple dance, a 6, 114, 119, 126, 131, 132
Smith, Linda B. 22, 25n3
Solo Performance Commissioning Projects 

75–76
sourcing creation (source material) 6, 9, 10, 

11, 12, 20, 21, 23, 27, 29, 54, 67, 69n2, 
73, 76–77, 83, 91, 92–93, 94–95, 99–100, 
101–02, 105, 106, 120, 121, 137

spatialization (proximity and distribution in 
space) 42, 44, 52–53, 54–55, 59–60, 63–64, 
66–67, 73, 75, 105, 106

Spolin, Viola 13
spontaneity 13, 42, 80
state space 22, 23, 24, 30, 33
Stevens, Catherine J. 16
Stockhausen, Karlheinz 13
strategies of performance (dancer strategies) 

11, 12, 15, 17, 18, 23, 24, 46, 71, 72, 74, 
75, 76–77, 79, 80–81, 88, 93, 130

Stuart, Meg 12
subject-specificity 41, 133, 135–36
sustainability 27, 46–47, 48, 74, 79, 82, 134
Swain, Rachel 126n2
system boundaries see also state space and 

constraints 1, 3, 21–22, 59–60, 68, 71–72, 
79, 93, 120, 125, 128, 131, 132

system components, generating (tasks, rules, 
sources, variables) see also attractor and 
sourcing creation and task-based creation 
11–12, 14, 17, 18, 22, 23–24, 30, 38–39, 
48, 60–61, 67–68, 94

T
task-based creation see also attractor (task 

parameter) and futuring 1, 2, 8–9, 10, 11–
12, 14, 16, 17–18, 23, 27, 47, 49, 51–52, 
57–58, 59, 60–61, 66, 68, 80–81, 105, 106–
07, 120, 121, 131–32

Taylor, Diana 14, 20, 27
The Forsythe Company 51, 52, 55, 56, 58, 83
Theatre Replacement 29, 35n3, 35n4
Thelen, Ester 22, 25n3
togetherness 52, 58, 61, 65, 69, 87, 95, 98, 108
tools (learning, analytical, choreographic, etc.) 

18n3, 20, 21, 45, 52, 70–71, 73, 75, 87–88, 
92, 110n2, 127

training (rehearsal, performance practice) 24, 
33, 48, 49, 52, 53, 54–56, 57–58, 60–61, 
65, 68–69, 69n1, 79, 80, 82, 107, 120–21, 
129–30

transactionality 113, 114, 117, 124
transfer between mediums, creative 98–99, 

101, 106–07, 110, 115, 131
transference see also countertransference 109, 

114–15, 126
trauma 96–98

individual 87–88, 97, 114
intergenerational 97, 113
privatized 99, 104



PERFORMANCE GENERATING SYSTEMS IN DANCE

158

trauma-based creation see also sourcing 
creation 96

traumatic memory 96–98
articulation of 109–10
reintegration of 98

Tribble, Evelyn 44

U
unison (synchronicity, simultaneity) see also 

joint action and entrainment 16–17, 26–27, 
31–32, 44–45, 58, 59–60, 68

unlearning 38–39, 48–50, 72, 80–81, 82–83, 
130

V
Van Imschoot, Myriam 18n1

Van Kerkhoven, Marianne 9
Vass-Rhee, Freya (Freya Vass) 10, 52, 59, 

100n1
virtuosity and expertise 15–16, 18, 45–46, 48, 

49–50, 54, 78, 83
voyager 11, 17, 23–24, 49

W
Waterhouse, Elizabeth 44
Watts, Riley 44
Whole in the Head 57–59, 60, 68–69, 72, 

129–31




	Cover
	Performance Generating Systems in Dance
	Copyright
	Contents
	Acknowledgement
	List of Figures
	1. Introduction: Performance Generating Systems in Dance 
	Conceptualizing and researching performance generating systems 
	Three analytical and dramaturgical frameworks in application 
	Dramaturgy 
	Psychology 
	Performativity 


	Bibliography 
	Index 
	Back Cover



