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Section A:
· Hypothetical Choreography questions - poems, pictures, quotations, sculptures e.t.c.
· Technical Skills
· Expressive Skills
· Mental Skills
· Physical skills
· How a dancer can improve Technical, Physical, expressive and mental skills
· Dance technique application, safe application of movement
Section B:
· Analysis of your own performances – set study - FLUX and Performance in a duo/Trio
· Application of technical, physical, expressive and mental skills in these two pieces
Section C:
· Professional works : Emancipation of Expressionism, Shadows, A Linha Curva and Artificial Things
· Intention and understanding using costume, set design, lighting, props, music and movement
· Your opinion of the works success
· The similarities and differences

Fact File:

Shadows
GCSE Dance (8236)

Anthology fact file

	
Choreographer
	Christopher Bruce trained at the Ballet Rambert School, joining Ballet Rambert in 1963. He is the last major choreographer to have been nurtured by Marie Rambert. Bruce was Associate Director of Ballet Rambert from 1975-1979, Associate Choreographer in 1980, then Artistic Director from 1994-2002. His best-known works include Cruel Garden (1977), Ghost Dances (1981), Berlin Requiem (1982), Swansong (1987) and Rooster (1991).
Christopher Bruce was awarded a CBE in 1998; other awards include: the
Evening Standard Award, Prix Italia, International Theatre Institute Award for Excellence in International Dance, De Valois Award for Outstanding Contribution to Dance at Critic’s Circle National Dance Awards, and an Honorary Life Membership of Amnesty International in recognition of his achievements in the field of dance and human rights.

	
Company
	
From Leeds, Phoenix Dance Theatre is one of the UK’s leading contemporary dance companies. Founded in 1981 Phoenix Dance Theatre began by performing work created within the company. Under the direction of Sharon Watson, who was appointed Artistic Director in May 2009 , Phoenix has re-introduced diverse mixed programmes of work by both established and up and coming choreographers, including classic pieces from the company’s repertoire.

	Date of first performance
	
Premiered 26th November 2014.

	
Dance style
	Stemming from his own training, Christopher Bruce’s signature movement style is grounded in modern dance techniques with a combination of classical and contemporary dance language termed “neo-classical”.

	
Choreographic approach
	Bruce does not prepare movement before entering the studio, preferring to wait and work with the dancers so that he can be influenced by them. For Bruce, as well as being appropriate to the piece, the movement must also sit well on the dancers.
He started Shadows with the idea of a family unit sitting around the hearth
or around a dinner table and knew that the furniture would become an intrinsic part of the choreography as opposed to being a static set. The “anxiety of the music” greatly influenced the movement content, with the form of the piece allowing each member of the family to have a voice and tell their story.

	
Stimulus
	Arvo Part’s Fratres for violin and piano was the starting point for the work. For Bruce, the music “evokes images of a European history and tradition steeped in over a thousand years of suffering and human experience.”
In Shadows, Bruce translates this vision into an exploration of a family dynamic, examining the relationships between each member (son, daughter, mother and father) as they deal with an unseen but ever-present outside force.



	
Choreographic intention
	Christopher Bruce’s works are often ‘politically aware’, in reference to past or current political events happening across the world, exploring their effect on human life. In this piece, Bruce invites the audience into the world of a small family, possibly set in Eastern Europe (though this is left up to individual interpretation) coming to terms with deprivation, poverty, and the realities of what lies outside their intimate family home. Bruce describes
this piece as “a darker work, with a sort-of narrative”, allowing the audience
to apply their own context to the material danced on stage.

	Dancers
	4 dancers (2 male / 2 female).

	Duration
	12 minutes.

	
Structure
	Semi-narrative.
Solo, duet, trio, quartet.

	
Aural setting
	The accompaniment is Arvo Part’s Fratres (composed in 1977), the version for violin and piano pre-recorded for use in performance. The music has no break in tempo, following Part’s signature style of composition – using broken chords and diatonic scales. The music is in a minor key and is integral to the dark, solemn atmosphere of the piece. There is a clear correlation between the movement vocabulary and accompaniment in
terms of speed and dynamics, often used to introduce each character and their emotional response to their environment.

	
Costume
	Designed by Christopher Bruce. The costumes are clearly gendered, depicting the era of the 1930s -1940s: simple shirts, skirts, trousers and dresses as well as large overcoats worn at the very end of the piece. Colours are muted and worn down - again symbolising deprivation and poverty. There are no costume changes in the piece.
Towards the end of the piece the dancers/family prepare to leave the
house by putting on shoes and coats.  It is clear that these jackets are oversized for the son/daughter, again referencing to the fact that the family are living in poverty.

	
Lighting
	The lighting was designed by John B Read, who uses the lighting to create an intimate space on stage depicting the feeling of ‘a room’, as well as to indicate what is waiting for the family outside that they are so reluctant to step into.

	Performance environment
	
End stage.

	
Staging/set
	Designed by Christopher Bruce. Shadows uses a minimal set within a black-box (a simple set with bare walls and floor) theatre space. The piece includes a table, a bench, two stools, a coat stand and suitcases – all
worn-looking, and somewhat drab: confirming the notion of hardship within
the family.  The space created allows the audience to enter the heart of the home, the kitchen. This is where the narrative of the choreography and the relationships between the family members unfolds.



A Linha Curva
Choreographer 
Itzik Galili has built a body of more than 70 works showing a pioneering diversity. Lighting plays an integral role, and his interest in the medium led him to design the lighting for most of his works. In 1994 Itzik Galili was honoured with the Final Selection Culture Award (Phillip Morris), for exceptional talent and contribution to dance and culture in the Netherlands. In 2006 he was knighted in the royal order of The House of Oranje Nassau.  
Company 
Rambert is Britain’s national company for contemporary dance. Founded by Marie Rambert in 1926, the company has sustained her pioneering commitment to choreography and developing dancers as artists, leading the way for nearly 90 years. The company thrives on its unique ability to share the widest range of repertoire: works from our rich heritage as the UK’s oldest dance company; new works and re-stagings by choreographers from all over the world, including those who may be less well-known in the UK, and landmark dance from the 20th century. Bold, risk-taking, agile and beautiful, the dancers combine rigorous technique and artistry with an extraordinary ability to challenge and entertain. The company is also renowned for its use of live music and is the only UKbased contemporary dance company always to tour with an orchestra. 
 Date of first performance 
Originally performed by Balé da Cidade de São Paulo (Brasil), 2005. Rambert premiere Tuesday 12 May 2009 at Sadler’s Wells, London.    
Dance style 
The work is filled with rhythmic pulses and blends samba, capoeira, and contemporary dance technique 
 Choreographic approach 
When originally creating A Linha Curva, Itzik Galili worked collaboratively with the dancers and nearly all of the motifs were composed from improvisation. One of the tasks set by Galili was quite simple, he asked the dancers to choreograph a very short solo (2 – 3 counts of eight) of some of their favourite moves which stayed within the boundaries of their allocated square within a chequer-board grid (see lighting) that takes up the floor space of the stage. Galili believes that you can see essences of the dancers’ personalities in these sequences. Each of these sequences was named after the dancer who made it and the dancers then learnt each other’s sequences to form the basis of this large ensemble work.  
 Stimulus 
A Linha Curva means The Curved Line in Portuguese. The stimulus for the work is Brazilian culture. Galili wanted to create a celebration the Brazilian way of life and the ability to live in the moment. 
 Choreographic intention 
The intention behind the choreography is simply to have fun - but there are also a few contradictions, as touched upon in the title. Large ensemble sections of vibrant Brazilian inspired movement are performed in regimental straight lines, creating a sense of samba parade.   There are also a number of narrative sections that through the choreography present observations of how Brazilian men communicate with women, for example men in tribes hunting the girls as well as showing off and competing with each other. 
 Dancers 28  dancers  (15 male / 13 female) Duration 23 minutes 
Structure 
Distinct parts to the piece that are made up of big ensemble dance sections interspersed with scenes that have more of a sense of narrative and character. The big ensemble dance sections involve the dancers performing a series of repeated phrases in a number of different formations that are dictated by the grid-like, multi-coloured lighting. The more narrative scenes do not feature the grid lighting effect and it is during these sections that Galili explores the competitive nature of the males and how they relate to the women.  
 Aural setting 
 The music is written by Percossa, a percussion group based in Holland. The music, which includes vocal sounds, is played live by four percussionists and is influenced by Brazilian samba music. The dancers also contribute to the vocal sounds. 
 Costume 
Designed by Itzik Galili. Male and female dancers both wear black vests with different coloured Lycra shorts. The colours are carnival inspired and enhance the impact of the lighting. The shorts are made out of wet look Lycra and come in ten different colours. This uniform look adds to the feeling of equality in the ensemble sections.  The men wear metallic disc-shaped collars that reflect the light for the opening of the dance. 
 Lighting 
 Designed by Itzik Galili. The different coloured and timed lighting creates a chequer-board effect on stage and defines the lines and spacing for the dancers in large ensemble sections of the piece. The timing and cues for the lighting is pre-programmed and so in a way dictates the speed and pace of the dancing and music.  
Performance environment 
End stage.  
 
Staging/set 
There is no set apart from a raised platform at the back of the stage upon which 4 percussionists perform.  In one section skateboards are used to propel 5 dancers across the stage.
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Aural setting

1. Original production and arrangement by Michael ‘Mikey J' Asante of
Boy Blue Entertainment.

2. Original production and arrangement by Michael ‘Mikey J' Asante of
Boy Blue Entertainment.

3. November composed by Max Richter.

4. Til Enda composed by Olafur Amalds

‘The music shifts from two urban pieces utilising powerful drum beats.
and electronic sounds, to a moden classical composition (November),
to a fusion piece of music (7l Enda) that incorporates urban percussive
‘elements and classical string instrumentation. This development relates
to the journey that Kenrick wants the audience to experience. Accents
in the accompaniment are complex and multi-layered and interpreted
through movement and choreographic devices throughout the
choreography. Kenrick writes out the counts and uses symbols i his
notes to ensure that movements complement the particular
instrumentation and accents within the aural setting.

Costume

The costume was designed to represent the company — casual,
‘enhance the shape of the dancers and create a ‘clean’ look.

‘The dancers wear short-sleeved pastel blue t-shirts, blue denim jeans.
and grey trainers with a white sole. Kenrick wanted the dancers’ hair
tied back where necessary to ensure facial expressions were clearly
visible. Some dancers wear everyday jewellery to enhance both the
individuality and everyday qualities of the piece.

Lighting

Co-Designed by Kenrick Sandy with the Sadler's Wells Theatre lighting
team.

A prominent feature is the lighting from above the stage casting an
intense blue colour on the dancers. Some are spotiights from above the
stage used to highlight individual dancers and groups of dancers (each
in their own light) and some create a wash of blue across the stage.
‘The edges of the stage are not it creating a very central focus. The
lighting is designed to create moods and different moments as well as
‘work with both the formations and the accompaniment. It is also used
to highlight particular transitions. A pair of white lights from off-stage
Tight feature in the second section and are significant in the focus of the
dancers and relationship between the soloist, the group entering the
stage space and the ideas of adversity and confronting the trials and
tribulations o life.

Sometimes the lighting fades and at other times snaps to black out for
dramatic effect and to create distinction between sections and
transitions. The intensity of the lighting varies considerably in the
different sections.

Performance
environment

Proscenium arch stage
‘The use of theatical fog/smoke creates texture in the air around the
dancers and is enhanced by the lighting.

Staging/set

There is no set.
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Artificial Things (Scene Three)

GCSE Dance (8236)

“Anthology fact file

Choreographer

Tmmersed in Stopgap's work since 2003 Lucy Bennett has leamt o
blend and expand the dynamic interaction of distinctly different
dancers. Working as a choreographer within a company of markedly
diverse dancers has allowed Lucy to develop, define and encapsulate
her love for expressing human stories through dance.

As a dancer Lucy worked with a variety of choreographers. As the
resident choreographer and, since 2012, the Artstic Director of the
company, Lucy has changed Stopgap into a company that can
conceive original ideas with key collaborators, whilst taking leadership
over the creative processes.

Company

Stopgap Dance Company creates exhiarating dance productions for
national and intemational touring. This choreographer-led company
‘employs disabled and non-disabled artists who find innovative ways.
to collaborate. Stopgap values a pioneering spirit and is committed to
making discoveries about integrating disabled and non-disabled
people through dance and nurturing disabled and non-disabled artists
for making inclusive works.

“Difference is our means and our method”

Date of first

5" February 2014, UK Premiere

Dance style

Inclusive contemporary dance

Choreographic
approach

Lucy Bennett uses a collaborafive approach within her choreography.
Stopgap’s dancers are encouraged to actively contribute to the
process through choreographic tasks that Bennett initiates. Much of
the material from scene three has been driven by Laura Jones’
movement in her wheelchair and has been translated by the standing
dancers David Willdridge and Amy Butler.

Stimulus.

The embryonic image for Artficial Things as a whole was a Snow.
covered urban landscape with an isolated figure perched on a
collapsed wheelchair. This figure s being observed from afar as if
through a snow globe.

‘The mysterious paintings by the Serbian artist Goran Djurovic also
influenced the design, costume and choreographic images within all
the scenes.

‘The dancers' personal experiences provided inspiration for the.
choreographic tasks.

Choreographic
intention

Scene three is the final scene of Arfificial Things. The undertone of
the scene is about the characters coming to terms with life’s
limitations - we all live within certain confinements, and we are subject
to the gaze of ‘the other'. The characters acting out this sorrowful but
peaceful scene are still constricted within a snow globe that signifies
these ideas. Within the scene however, the characters find a
resolution by coming together, and as the scene comes to a close,
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they surrender to the fact that we all have to live with individual
regrets.

Dancers.

4 dancers (2 male / 2 female]

Duration

20 minutes

Structure

“Artificial Things consists of three scenes. The first scene depicts the
underlying tension between the characters, and the second scene is
exciting but violent, where the characters seek liberation from the
suffering austerity. This leads to a tragedy, and scene three is its
aftermath, where the characters are more pensive.

Scene three opens with two duets. The first is ground-based contact
work involving a dismantied wheelchair. The second duet was
influenced by the dancers improvising around the idea of inviting
touch, and leading and following,

‘The group then unites and use ground-based contact work o stay
connected whilst manipulating the dismantled wheelchair.

‘The trio of Amy, David Willdridge and Laura begins to find harmony
whilst dancing with one another and Laura’s wheelchair. Following
Laura's lead they explore the movement of the chair, and each
dancer takes responsibility for the wheelchair. The trio eventually
gathers around David Toole, who has been watching from the vitrine
(glass display cabinet), and they re-enact portraits of past family
photos influenced by the paintings of Djurovic. They find stiliness as if
frozen in the snow globe.

David Toole leaves the group as the music ‘The Sunshine of Your
Smile’ begins and finds a lonely spotlight. He dances a simple solo
focusing on facial expression and physical storyteling to the song that
his father used to sing when he was young This solo is a tribute to his
father.

David returns to the group and is frozen in time with the other
characters as the scene comes to a close.

Aural setting

For scene three Andy Higgs wanted to create a futuristic atmosphere
‘acknowledging that time had passed and that the old ways had
broken down. He used the whole of the piano both inside and out to
create a cold, ambient sound. He also used the sound of the paper
snow and incorporated other sound effects such s a distant rumble,
wind and footsteps through snow. Elements of the song ‘The
Sunshine of Your Smile’ were mixed into the atmosphere often
sounding distorted or as if drifing in on the wind. The final section
uses the full version of the song.

Costume

Designed by Anna Jones, the costumes are a wash of biue and
green, merging with the backdrop. It looks as if paint is running from
the garments, which is a reference to being stuck in one of the
paintings by Djurovic. Outer garments worn in previous scenes, such
as jackets and jumpers, are removed in this scene to depict that time
has moved on.

Lighting

Designed by Chahine Yavrovan. For much of the piece the lighting
focuses in on one or two spots. It opens out in the middle, with a blue
wash and warm and cool side lighting before closing down to another
spot for the final solo.
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environment

Proscenium arch

Staging/set

Designed by Anna Jones. The set s influenced by several painiings
from the ‘Unknown Secrets’ collection by Goran Djurovic. It consists
of a crudely painted heavy backdrop in which paint looks as f it is
running down the canvas. In scenes one and two this is painted with
brightly coloured strips, which are removed for scene three to create
calmer visuals. This scene change signifies the change of mood. The
vitrine is on s side with a snowdrift inside the cabinet. Paper snow is
scattered on the ground in a diagonal from the vitrine to Laura who is
downstage right. I front of the vitrine there are two stools and a
headless suit on mannequin legs perched on a third stool.

‘The dance floor is a light grey and around the edge is a wooden
frame reflecting the colour, shape and restriction of the vitrine. This
‘emphasises the fact that the audience is looking into the snow globe
of artificial things.
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Emancipation of Expressionism
GCSE Dance (8236)

“Anthology fact fi

Choreographer

Kenrick H20 Sandy

Company

Boy Blue Entertainment is an award-winning hip-hop dance company
founded in London by choreographer Kenrick *H20" Sandy and
composer Michael ‘Mikey J' Asante. As joint Artistic Directors, they
‘work together on the creation and development of allof Boy Blue
Entertainment's productions and projects.

Acclaimed for presenting “the perfect marriage of music and dance”
Boy Blue releases boundless creative energy in its performances,
laying down the beats and delivering thrilling and raw dance
sequences.

Boy Blue Entertainment contributed to the Opening Ceremony of the
London 2012 Olympics, where in collaboration with Danny Boyle,
Kenrick choreographed hundreds of young dancers for the segment
“Frankie and June say thanks Tim’, as well as staging the handover of
the Olympic torch and the lighting of the Olympic Cauldron.

Since its inception in 2002, Kenrick and Michael have worked to
engage and inspire through the creation of fist class work for the stage
and screen. Always keen to take hip-hop beyond the streets and clubs,
Kenrick and Michael have been at the forefront of the UK movement to
present hip-hop as an art form in its own right, creating dance theatre
productions from the outset. Their breakthrough into the mainstream
‘came with the production Pied Piper, originally presented at the
‘Theatre Royal Stratford East, before transferring to the Barbican and
outing the UK. The production won the Laurence Olivier Award for
Outstanding Dance Production. The success of Pied Piper led to Boy
Blue being invited to join the Barbican as an Associate Artist.

Date of first
| performance

May 2013.

Dance style

Hip hop, including krumping, popping, locking, animation, breaking and
waacking techniques.

Choreographic
approach

Exploring and abstracting hip hop movement and ‘signature’ company
movements in a contemporary way.

Working closely with the accompaniment and paying particular
attention to musicality.

Whilst the choreographer and the dancers created material for the
work, Kenrick very specifically selects certain movement vocabulary
‘and ‘signature’ motifs (Ninja Walk, Ninja Glide, Ninja Static and
Chariots of Fire), choreographic devices, formations and use of space.

Stimulus

The music Ti Enda by Olafur Amalds was a starting point for the piece.
‘This final section of the work was created prior to earlier sections.
‘The idea of emancipating expressionism (hence the tile) was another
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Starting point for the work. The importance of being free (o express.
ourselves both as individuals and through the use of hip hop movement
vocabulary are central to Kenrick's intial ideas for the work.

Choreographic
intention

Kenrick seeks to express himself by using hip hop as a tool (o create
artthat affects an audience in a theatrical setting. He wants the
audience to feel that they are witnessing and sharing an emotional
journey through the piece and appreciating hip hop dance as an art
form. Each section is a scene, a moment i lfe, and the whole work is
ajourney. The theme of order and chaos highlights the restrictions of
an individual style of hip hop dance. Kenrick seeks to create variations
within these parameters in order to create a sense of chaos in contrast
with the potential limitations of set styles. Often individual dancers split
from the ensemble and at other times the ensemble are all in unison.
Kenrick uses these contrasts to show different relationships between
order and chaos.

Dancers.

17 dancers (8 female / 9 male)
Kenrick is one of the dancers in the performance and several of the
dancers feature in key solos and have leading roles.

Duration

11 minutes.

Structure

The dance is in 4 sections and although not illes, Kenrick describes
them as being based around the following ideas:

1. Genesis (start - 2min 12sec) - the start of life and a feeling starts to
grow and create from the womb of expressionism. There is a sense of
an electrical current affecting the dancers. He explores ideas of
struggling to be free, find individual expression, conformity and order.
2. Growth and struggle (2min 12sec - 3min 21sec) - starting with an
individual dancer's expression contrasted by others entering from stage
Tight. What may appear aggressive suggests the struggle for the
recognition of individual passion and expression. It ends in a rugby
scrum inspired formation with an ensemble supporting the individual
dancer.

3. The connection and flow between people (3min 21sec - 6min 30sec)
- developing from a duet to a full ensemble. There are aspects of
memory, manipulation, flow, merge and play between individuals in a
relationship. An energy flows through the dancers, sometimes.
controlled by an individual and sometimes in group unison.

4. Empowerment (6min 30sec - 10min 39 sec) - The energy is captured
and released with a new found raw, super human power. The release
of individual energy (now more chaotic) continues to contrast with the
powerful order of group unison. Within the idea of empowerment, this.
section also showcases the individual skills and expressionism of the
core dancers. The contrasting lyrical qualities and frenetic percussive
‘elements of the accompaniment are echoed in the contrasting actions
‘and dynamics. There is an incessant quality as the section builds to a
crescendo where the dancers are fully empowered. The section
finishes with the dancers huddiing together in unity before a final black-
out and bow.





