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Abstract 

Key words:  

Touch, Touchscreen, Performance, Dance-Theatre, Video, Micro-Choreography 

Text: 

My project deals with the relationship between touch, touchscreen and the body, and 

the way they interact with each other in order to create choreography. The text and 

the project were created during the time of a global pandemic, in which touching 

became prohibited in several contexts. This performance research is about an isolated 

performer that explores a renewed perspective on the body that during the pandemic 

was left outside of the frame, while attempting to keep in touch with people through 

the screen. This essay follows different phases during my creative process, from the 

beginning until sharing it in a form of a performance and it includes different kinds of 

text writing such as poems, score writing, reflective texts and essay writing. 
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Prologue 
Turn it on   

enter                           space 

                                  two steps to the right  

                                                                 stop 

                                            zoom in                        picture 

                                            zoom out                     picture 

                       slow motion 

                                           flight mode 

                           play 

pause  

           resume 

                            past forward 

pause  

 

           rewind 

           resume  

           review  

           retouch  

           refill 

                  re- feel 

                             feel  

                             feel the screen 

                                      feel the frame 

                                           frame frame frame ame aim 

                                                     the aim of touch  

                   each step inside the screen 

    two steps to the left 

stop. 

                                          Zoom in                          video  

                                          zoom in                          focus 

                                          zoom out                       focus 
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stop 

        You arrived at your destination 

                                                           nation  

                                                                  nation  

                                                                       nation.  

Stop 

           zoom in  

                     zoom in  

           zoom out  

zoom out  

                                look at the bigger picture 

                                                                          picture. 

Quick quick  

                           slow  

step 

                           touch            and                                 hold 

quick quick                   slow 

step  

                           touch            and                    close. 

 

       Connect                            and                     play. 

Are you sure you want to delete this step? 

Step   

          step  

                     step 

                                step 

                                           step                                                                 

step 

 touch.1   

 
1 Text from my final presentation at HSM, Feb 2022 
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This Prologue consists of the text of the opening in my final presentation. It was used 

as an introduction to my performance, opening a door and inviting the audience to 

enter into my inner world, into my individual research, by giving them terms and tools 

for reading or viewing my work. Just like the keywords in an academic text, clarifying 

that this is the field I am working in, and presenting to the audience what is this 

performance about.  

 

The Prologue was written with the idea of creating a short poetic text based on terms 

that are explored in my work and related to the world of the screen, the touchscreen 

and the body. The text is built in a way that it starts from the screen and goes all the 

way into the body, where it finds the field of choreography and movement in the space. 

Building a text inspired by instructions that the screen gives us, or rather we give the 

screen creates an interesting tension between the human body and the machine.  

Who is saying what?  

Who is controlling the action?  
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Introduction 

This essay covers comprehensive artistic research I have been running during my MFA 

studies and has several parts in it. The research consists of performative and 

choreographic work, documentation in the forms of written text, images and videos, 

and theory that connects and complements them all together into one whole work, 

into my project. This essay is structured in a way that all different parts and aspects of 

it are interlaced and intertwined with each other. 

 

When I hear the term artistic research I see it as an intersection between the physical 

exploration in the studio and the classical academic research of reading and writing. An 

ongoing creative process that focuses on asking questions along the way, rather than 

answering them. It is about listening to what the research project really needs, instead 

of knowing beforehand what it should be like. It is about allowing yourself to not know 

the final destination. 

 

I have worked on this project from my own perspective and experience as a practitioner 

both in theatre and dance, without trying to label it into one art form or a genre. My 

background is diverse, I have studied theatre in addition to my dance trainings, and I 

often combine both practices. I am used to work with tools taken from the theatre and 

acting world as well as tools that are taken from the dance and choreography world.  I 

have always looked for the intersection between the two practices in each artistic 

process in which I took part in. 

 

In this essay, I have tried to challenge myself and allow myself to explore different styles 

of text writing: fiction, essay writing, writing for the stage, reflective and artistic writing, 

scores writing and poems. My biggest challenge has been to find the bridge that 

connects them all together in an organic way. Choreography is also writing, the art of 

writing the movement through the body. A way to bridge and connect literary text and 

choreography was writing scores. There are many dancers and choreographers that 

have written scores as a part of their artistic practice over the years, and there are many 
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different styles of score writing. In this process I was mostly inspired by Yoko Ono’s 

Instructions and drawings Book Grapefruit, which I will elaborate later on in this essay.2  

 

The point in time, at which the study took place in, gives context and adds an important 

layer to my work. When I first applied for the MFA program at the Academy of Music 

and Drama (HSM), I have planned to move, stay and work in Gothenburg on my project 

for the whole period. On March 2020, while I was in my home country Israel and due 

to the Covid19, I had to enter a lockdown that lasted several months, in which I couldn’t 

go outside of home. Since the airport was closed due to the pandemic, I couldn’t take 

a flight, as I had planned to, and I couldn’t come to Sweden. Instead, I found myself 

studying in Gothenburg while I was actually at home in Israel. Studying and researching 

in the field of performing arts in remote studies has contributed to my work and has 

affected the shape of it.  

 

When I entered this MFA program, my intention was to explore the physical 

relationship between touchscreen and the sense of touch with the tools of 

choreography, and how movement patterns are influenced by these devices. My vision 

was to explore it with several performers, but due to the pandemic my plan changed, 

and instead I had to work by myself and find other solutions. An example of a solution 

was using the touchscreen as a dance partner. Another solution was score writing, 

which was found as a way to use the power of the imagination in order to create 

choreography.  

 

The way the text is built reflects the order of the different chapters in my work, as they 

were presented in my final artistic presentation in February 2022, which was in the 

format of a performance. I hope that the reading of this text, offers the reader the 

opportunity to see and witness my work through words, and imagine the performance 

as if it is happening at the moment, in the now. 

 

 
 2 Yoko Ono, Grapefruit- A Book of Instructions and Drawings, (New York: Simon and Schuster, 1970)   



11 
 

There is a connection between the dramaturgical curves of the performance and the 

building of this essay, they are reflecting and complementing each other. Both the 

performance and the essay deal with isolation and deconstruction, and they are 

reflecting on each other. In this essay I haven’t tried to explain or defend my 

performance and my decisions, but rather documenting it and reflecting upon it.  

 

The arrangement of the different chapters in this order, both in the essay as well as in 

the performance, attempts to create a dialogue between the different parts, in a way 

in which each chapter refers to and gives a new angle or understanding to the previous 

one. 

 

The final presentation was one step within the project, a phase in which I was sharing 

my research, but not necessarily my outcomes. The research as well as the presentation 

aimed at offering and exploring a renewed perspective on choreography and on the 

body in Live-performance as a result of the Covid19, that during the last two years was 

left outside of the frame, while attempting to keep in touch with other people through 

the screen. During the process, I have discovered many things that can be considered 

as results, some of them were presented in my final presentation. 

 

The presentation of my project was a platform for sharing my research, as well as a 

platform for exploration in real time, where I could explore the meeting between the 

material and the audience. Performing and sharing my work opened up new thoughts 

and ideas that could be developed further on. My final presentation was in the format 

of a performance in a theatrical space, where there was a clear division between the 

stage and the audience.  

 

The whole project is greater than the sum of its components, and hence each part of 

the project is both independent and stands on its own, but also reflects and 

communicates with the other components, and together they complete each other. In 

my eyes, all the parts of the project are of equal importance.  
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The text, the performance and the videos were created and written simultaneously, 

and there is no clear division between them. Each one of them has forced me to use 

different tools and languages, and hence probably different perspectives in order to 

touch topics that came up.  

 

Moreover, this research project is an important phase in my growth and development 

as an artist, where I am aiming at searching for development and enhancement of my 

competence and research skills both in the artistic practice as well as in the academic 

field. In this project I also challenged myself in finding the balance between the two 

roles I was holding in the process, both as the director-choreographer and the 

performer.  

 

It is a great luxury to be able to dive in and get into a long artistic research project, 

where I could focus on my artistic process, getting into small details without having the 

stress and pressure that usually accompanies productions, allowing myself to get lost 

inside the research.   

 

So, what is my research project really about?  
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Why Touch Now? 

According to the Online Etymology Dictionary the definition for touch is “bring into 

physical contact and also perceive by physical contact, examine by sense of touch”, and 

also “be or come into physical contact with; come to rest on; border on, be contiguous 

with”.3 There is something in this term that covers a wide range of actions, emotions 

and power structures in the society, and it works both physically and emotionally. 

Touch for me is a route for communication that keeps on changing its shape and values.  

In the book Figures of Touch: Sense, Technics, Body edited by Mika Elo & Miika Luoto, 

there is a reflection upon touch as an existential aspect.4 Touch does not have any 

organ on its own and “is intimately connected to one’s feeling of life or corporeal 

existence”.5 The fact that touch is lacking an organ of its own is strengthening its 

uniqueness, as it also has the range of going between “enjoyment and suffering, of 

respect and harassment”.6  

Touch is also strongly connected to body and mind, closeness and distance, 

vulnerability and strength and surface and depth. Just like live performance, touch is 

unmediated both physically and emotionally, and the range of stories that exist under 

the term touch waiting to be revealed is endless.  

 

The starting point for this project was focused on the physical perspective, where 

touching was a practical tool and a way to communicate. In my experience as a dancer, 

I have used touch as a tool both in ballroom dancing as well as in partnering methods 

and contact improvisation. In ballroom dancing, the dance partners are holding their 

hands together and the way of holding differs between the different styles of dancing. 

In the European classical ballroom dancing, there is also a physical contact between the 

 
 3 Online Etymology Dictionary, s.v. “Touch” accessed March 31, 2022, 
https://www.etymonline.com/search?q=touch    

 4Mika Elo and Miika Louto, preface to Figures of Touch: Sense, Technics, Body by Mika Elo and Miika 

Louto, (Helsinki: The Academy of Fine Arts at the University of the Arts Helsinki, 2018) 7-11 

5 Elo and Louto, Figures of Touch: Sense, Technics, Body, p.7 
6 Elo and Louto, Figures of Touch: Sense, Technics, Body, p.8 

https://www.etymonline.com/search?q=touch
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pelvises of the dancers. Partnering methods in contemporary dance and contact 

improvisation are focused on the connection between the center of dancers’ bodies 

and less on the peripheries of the body. Despite the different aesthetic approaches in 

these two practices, there are some similarities. In both practices the dance partners 

need to listen and to be available and ready for all scenarios, to notice when they are 

leading or either following their partner and to know how to navigate between the roles 

of leader or follower of the movement. 

 

I am also examining the different aspects of touching through its absence, in a time 

when touch, due to the Covid19 crisis, became forbidden. Holding hands in the street 

seemed to be as a political statement. The theme of touch becomes even more 

interesting when it is prohibited to touch, just like during the Covid19, where we had 

to practice physical distance and isolation from one another and avoid touching each 

other, and instead of meeting we were communicating through the screen.  

 

When I am connecting touch to my project, I am observing it from my own point of 

view and the way I have experienced touch and the relation to touchscreen. In this 

essay, I am also focusing on my experience in relation to Covid19. I am taking in 

consideration that there are people who lived in other countries that have never 

experienced what it feels like when touch seemed not allowed in public, neither holding 

hands nor shaking hands, and not to mention the experience of staying at home in 

lockdowns. 

 

The Covid19 has influenced my process and the form of my work, but it is also 

important to point out that my work is not dealing with the Covid19 as a political issue 

in itself. It does aim to reflect and ask questions about the way the Covid19 was handled 

in the world and how the crisis has contributed to my project and its creation process. 

The Covid19 has of course shaped the structure of my studies, instead of being 

physically present in school, many of our classes were held on Zoom. I can divide my 

process into two distinct phases, the first was when I was at home and it took place 

entirely on Zoom. The second was when I have finally arrived in Sweden, entered HSM 

for the first time ever, and met some of my classmates and teachers. It was exciting to 
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discover new ways of working and getting to people whom I have never met in person 

before. The Zoom was normalized as a way of gathering when physical presence was 

impossible, it made us feel closer. We attempted to work together and use the screen 

and the Zoom platform, as the venue or the studio for the physical exploration, but it 

was also very challenging to find ways to communicate our performative processes. 

Every time when we gathered digitally, we also expanded our actual-physical space, we 

opened the door to our homes which created another layer of intimacy. Though 

working physically through Zoom felt like an impossible way to work, the Zoom and the 

screen were also a way to connect and reconnect with the bodies and mobility. The 

Zoom also has many features and tools that created surface for playfulness and 

creativity.  

 

Many of my supervision meetings with my supervisor were held on Zoom, and invited 

new ways and forms of explorations in relation to space, which strengthened the idea 

of the screen as a stage, and redefined distance and closeness. 

 

There are many artists that explored the theme of touch in different context over the 

years. An interesting example is the choreographer and dancer Emilie Gregersen, who 

created the solo performance called Touch that studies the perception of touch in a 

mutual influence and reflection between the digital and the physical world.7 The work 

 
7Emilie Gregersen, Touch, performance, Bådteatret, 26 February 2020.  
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is generated from the tactile sense, which is so fundamental in our existence and allows 

us as humans to be in relation with the world around us. In this piece, Gregersen 

explores the relationship between the technological and the sensual in the world, 

between the human and the machine. She is doing so, by touching her body while 

wearing gloves on her hands in an absurdist quality and non-dramatic way that draws 

the line between the physical and the technological. Gregersen’s solo performance 

deals with touch in relation to technology, and uses mechanic and almost robotic 

movement qualities in order to achieve that. In my project, even though I was trying to 

learn and embody qualities of the touchscreen, I was still attempting to keep my 

human’s characteristics.  

 

Furthermore, there are also many artists all over the world that were exploring the 

theme of touch as a reaction to the covid crisis. For example, the choreographer Iris 

Erez created in 2021 the trio piece Missing Faces where she explored how the covid 

affected on human communication and relationships and uses touchscreens in order 

to create extension to the body.8 Erez uses touchscreens in order to explore the 

relations between the head and the rest of the body, which arouses from the idea that 

most of the communication that took place through the digital media over the 

pandemic was based on headshots. Erez asks in this trio questions regarding our partial 

and hybrid existence and sense of being.  

 

The next example I want to mention was created by the artist Miri Segal, who created 

in 2020 the digital performance Pixel Touch that was executed in a Zoom session.9 The 

piece was created as part of Viral Festival 2020, that was conducted during the first 

lockdown and invited artists to respond to the current events, develop new artistic 

languages and experiment new digital and artistic tools. During the performance the 

participants found themselves projected into the same virtual Zoom room, where they 

could touch each other and feel as if they were sharing space.  

 

 
8 Iris Erez, Missing Faces, Performance, Mash Dance Week, 10 December 2020.  
9 Miri Segal, Pixel Touch, digital performance, Viral Festival, 14 April 2020. 
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Both Iris Erez’s dance performance and Miri Segal’s digital performance, deal with 

touch as a reaction to the Covid19 crisis and the way it affects us as human beings. In 

both pieces there are several participants. In my case, I chose to perform by myself in 

order to deal with touch with its absence, and by that enhancing the need for human 

touch. It is regardless to say that there are many other great artists that were exploring 

the theme of touch as well, and unfortunately, I can’t refer to all of them in this essay.  
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The Complexity of Touch 

Touch is basic 

Touch is simple   

Touch is complex 

Touch is instincts 

Touch is education 

Touch is intelligence 

Touch is respect 

Touch is tradition 

Touch is culture 

Touch is space   

Touch is repetitions 

Touch is contact 

Touch is meeting  

Touch is skin 

Touch is flesh 

Touch is bones  

Touch is objects 

Touch is communication 

Touch is leading 

Touch is following 

Touch is talking  

Touch is listening 

 

 

Touch is together  

Touch is alone 

Touch is delicate  

Touch is gentle  

Touch is support  

Touch is trust  

Touch is power 

Touch is weakness 

Touch is violence and  

Touch is danger 

Touch is temperature 

Touch is holding  

Touch is falling 

Touch is language 

Touch is signs 

Touch is rules 

Touch is reading  

Touch is map 

Touch is boundaries 

Touch is limits 

Touch is distance 

Touch is a contract 
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Touch Story 

October 2020, after sitting at home for over six months, I decided to go to Tel Aviv for 

one day, to meet some old friends I haven't seen for a while, trying to get some fresh air 

(through the mask). With mixed feelings of excitement and anxiety I am on my way to 

Tel Aviv. At ten o’clock in the morning, I am waiting at the train station in Binyamina, 

the small town where my parents live and where I am staying at the moment. If you 

want to use the train you have to book your seat on the train's website in advance. 

 

I am looking for an empty bench to sit on while waiting for the train to arrive to the 

station. Am I allowed to take my mask off even for one second? I wonder, just to breath 

fresh air before I am getting into the train, and then the recorded voice announcement 

came up "you are not allowed to take the mask off in the train or in the station". The 

train is quite empty, and like in a horror movie instead of people I see zombies and 

monsters. I choose an empty seat. When I am going out of the train, I am waiting for 

someone else to push the button that opens the train's door.  

 

I am playing a game with myself, the game has only one rule- "Do not touch anything!" 

Ten minutes of walking in Hahagana Street were somewhere in between a dream and 

a nightmare. Seeing all the closed stores, that hopefully one day will be opened again, 

makes it even harder, sadder and much scarier. My hands are in my pockets, I think it is 

the perfect way to avoid touching objects or people I see on my way. It seems like I found 

the best technique for winning my game. Although this is not a goal in my game, I am 

walking as fast as possible. 

 

I finally see my old friends.  No hugs, no touch and two meters apart from each other. 

But still, it is so nice to finally see people in real life. Real people in real life.  No more 

zoom windows (at least for today). We manage to keep our distance; we keep our masks 

on. Once in a while I am pinching myself, checking whether it is a dream or not. I am 

analyzing every movement and calculating each step I am taking. I am thinking, over 

thinking.  
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5pm, I am standing at the train station, waiting for my train to take me back home. It is 

so weird to be outside of home. I am entering into 'a dream mode' and thinking that I 

am about to win the game, and then suddenly, I hear a voice. I think it says my name, 

but I am not sure, and anyway I guess no one will recognize me with the mask. And then 

I hear it again- "Ido!", says the voice and it seems familiar. And then I see him in front 

of my eyes, it is not just a voice and it is not a dream, it is my friend Ido, who I used to 

work with not long ago. He is coming towards me. Is he going to hug me or rather shake 

my hand? I thought that it was clear that people don't hug each other anymore, and it 

made sense to me. And then, I realize that he is hugging me, not even offering a hug, or 

checking if I am ready to hug back, he is just assuming that it is fine to hug as a way to 

say "hello". Like in the old days. He is talking to me, but all I hear is scary voices in my 

mind as if I watch a horror film.  

 

I am thinking about all bad scenarios that might happen to me because of this short and 

stupid hug between two people wearing masks. All the way back home, only stress and 

fear are on my mind. Fear that came to follow me almost two weeks afterwards. It is 

when I am leaving the train that I realize it, that I lost the game. I lost the game, because 

of someone else. Touch happened, and yet no harm was done.   

Game Over? 

*** 
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Touch Story 2 

January 2018, I am unpacking cardboard boxes after moving to a new house. Moving 

away from my childhood house was very emotional, many memories appeared.  I am 

finding some old photos of Donny, my first dog. How small and cute he was, I think to 

myself. In the same album there is a photo of my grandfather. I am trying to get inside 

the picture, to feel him, to touch his skin. I don't even remember anymore how it feels 

like when you have a grandfather. I am trying to make the picture bigger, to be able to 

see more details. Unconsciously my finger and my thumb are touching the photo from 

the middle all the way to the margins, the movement is repeated several times until I 

finally realize that it is just a paper. 

*** 
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My Project 

My project Keep in Touch-A Performance Research Exploration on the Relation between 

the Body, the Screen and Touch is artistic research that explores touch in various 

perspectives and forms. Since touch is both a noun and a verb, I propose another way 

for using this term in this essay: touch(ing). In this way it could also be clear that my 

research has a strong connection to the present tense, to the now, to the action that is 

happening in the moment. The tools and practices I have been using to explore in this 

research are: choreography, video, sound and text.  

 

The project attempts to be not only about touch, but rather,  

about/ through/ in/ on/ with/ without touch. 

 

 
 

 
Since touch(ing) is such a broad theme, that might take a life time to make research 

about and cover, I have decided to narrow it down and focus on a specific element, one 

red thread that I was the most curious about, and it was the relation and the interaction 

that was created between the human body and the touchscreen. Through the 

touchscreen I was also able to explore the absence of touch and the physical need to 

touch and being touched.  
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The touchscreen offers interaction between the human body and the machine and 

between the frame and the real space. This thought has helped me drawing the main 

research question: 

 

How can the interaction with the screen/touchscreen create choreography 
in the space? 
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The Screen 

The screen has become very significant in our lives in recent years. We have become 

less interactive with our physical surroundings, and more interactive with people 

through our phones and through the social media. We touch our phone and use it all 

day long, and by doing that we feel only one single texture of the touchscreen. Instead 

of sensing, we use our sight to complement the sensation through our imagination and 

previous knowledge.  

 

The role of the touchscreen in my research is a platform for exploration the hybridity 

between the body and the screen, and that can be shared easily. The touchscreen is 

both the studio and the stage, it is open and accessible. It is so close- in our palms. It is 

no longer a performance that disappears- it is in our palms. Using the screen in this 

research project is not only an artistic choice, it is an integral part of the process, of the 

structure of this specific education and the way the MFA was built during this time 

period, and it affected my dramaturgical curves in my work. Working on, in and with 

the touchscreen gave me the chance to re-think about shapes, forms and structures in 

arts. To observe the frames, we are using. What gets inside the frame and what is left 

outside?  

 

 

 

Right after applying with this project proposal to the MFA program at the Academy of 

Music and Drama, the world has turned upside down, and due to the lockdowns, we 

were forced to find new ways to connect and gather. The screen filled the void that was 
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created and made us feel closer despite the physical distance, and helped us keep on 

having a feeling of a community.  

 

The screen became much more than just a virtual space, it became the studio for my 

artistic process. Due to the Covid19, the role of the screen in our lives became even 

more significant, as we met, danced, worked, created, filmed, wrote, celebrated and 

studied through the screen. We got and kept in touch with others through the screens. 

I guess that the fact that we use touchscreens has contributed a lot, because it creates 

a sort of an illusion that we can reach everything with our hands, that we can touch 

and hold everything.  

In the 12th edition of “The International Journal of Screendance” that was published in 

2021, a group of artists and researchers has formulated “a forum of questions in order 

to reflect on the reception, creation, and distribution of dance media online during the 

global pandemic.”10  

Among the list of questions that they have formulated, there were also three questions 

under the theme of Touch: 

Are there different levels of touch (real versus imagined)?  

Does dance mediated through the screen create somatic awareness? And if so, 
how?  

If touch is mutually felt by both the giver and the receiver, how does this 
relation change through the screen?11 

I found these questions inspiring and relevant to my project and encouraged me to 

search for more possibilities that the exploration with the touchscreen invites as well 

as developing my own tools in this research. 

 

10 Elisa Frasson et al. “A Forum of Questions for Active Viewing, Learning and Creating on Screen(s) 
During a Global Pandemic”, The International Journal of Screendance, 12 (2021), doi: 
https://screendancejournal.org/article/view/7841   

11 Elisa Frasson et al. “A Forum of Questions”, 242. 

%09%09%09%09%09%09https:/screendancejournal.org/index%0a%09%09%09%09%09
https://screendancejournal.org/article/view/7841
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Becoming The Screen 

A great inspiration came from the work of the choreographer, performer and 

researcher Mette Edvardsen and her project Time has fallen asleep in the afternoon 

sunshine.12 In this performance, Edvardsen invited performers to memorize a book by 

heart, try to become the book and bring it into life. In her essay “My Life as a Book”, 

Edvardsen suggested the idea of becoming a book as a practice for memorizing, and 

forming “a collection of living books”, getting closer to the books, rather than 

interpreting the books.13 In her essay, Edvardsen emphasized that the purpose of the 

project was the process of memorizing, rather than showing competence and virtuosity 

of memorizing. One of the Edvardsen’s questions in this project was what does it mean 

to develop a practice? And according to her, “a practice does not necessarily lead to 

any objective but is something we do over an extended time”.14  

Edvradsen’s project is an adaptation of the book Fahrenheit 451, that describes a 

society in which “books are forbidden because they are deemed to be dangerous. The 

purpose of firefighters is no longer to extinguish flames but to set fire to books” and 

the way that was suggested in the book in order to preserve books was by memorizing 

them and asking how memory functions over time and what comes up from the process 

of memorizing.15 The performers that took part in the project, chose themselves the 

book they were about to work on, because it was about self-motivation and not an 

imposed assignment from a director or an editor that chose the list of books. 

The collection is not supposed to represent a vision, mine or anybody 
else’s. We do not work on the basis of content, or historically or politically 
or in terms of genre, style, subject or literary canon. The project is not 
really about the book; the book is almost like a side effect. Of course, the 

 

 
12 Edvardsen, Mette, Time has fallen asleep in the afternoon sunshine, performance, STUK & 
Bibliotheek Tweebronnen (Leuven), 4 November 2010. 

13 Mette Edvardsen (2017) “My Life as a Book”, Performance Research, 22:1, 51-54, DOI: 
10.1080/13528165.2017.1285562    

14 Edvardsen, “My Life as a Book”, 51 
15 Edvardsen, “My Life as a Book”, 51  
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book is important, both to the person who learns it and the person who 
reads it, but in principle it could be any book.16 

Reading Edvardsen’s text and ideas regarding this project, has given me a lot inspiration 

and I have started to recognize and collect ideas and thoughts that I could translate and 

bring into my own research. I see it as a proposition to become a book, without 

performing it and without illustrating it, just giving it life with the tools of language and 

speech and not with the tools of performing arts and drama. As a reaction to the project 

and the practice of becoming a book by Edvardsen, I would like to suggest and ask: 

How can I become the screen?  

or  

How can I become my smartphone? 

and even 

How can it be developed further into a practice? 

Having these questions in my mind, together with Edvardsen’s ideas I entered the 

studio and tried to take it into my own research. I tried to think how I can develop it 

further into a practice of becoming the touchscreen of the smartphone, without 

necessarily trying to embody the content that it contains. Though there are many 

differences between Edvardsen’s project and my own project, there is something 

significant with the dedication to the process and in trying to establish a practice rather 

than objectives and final results.  

I asked myself, how does the screen think like? How can I embody it without trying to 

perform it or illustrate it? How can I become a smartphone or a touchscreen and at the 

same time how can I grant to the touchscreen some human qualities?  It could also be 

considered as humanizing the device, humanizing the screen. 

 
16 Edvardsen, “My Life as a Book”, 52  
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One of the first steps was writing and developing the following score, that I named 

Becoming the Screen Score: 

 Turn your body into a smartphone 

 Turn your skin into a screen 

 Turn your eyes into cameras 

 Turn your ears into microphones 

 Turn your mouth into a speaker 

 Turn your arms into buttons 

 Turn your organs into apps 

 Turn your brain into the internet 

 Turn your memories into albums 

 

Then I developed it further and gave myself the task:  

 

    Look around you 

    Blink when you want to take a picture 

                 Touch the middle of your forehead when you want to turn yourself on/off 

   Go to sleep when you need to charge your battery 

At first, I have tried to become the screen through speech, by saying out loud the task 

that I was doing, or the word that symbolizes the action of the smartphone I was 

working on, in order to make it happen. For example, I said the word “picture” while 

closing my eyes every time I wanted to capture a moment, put it inside my imaginative 

gallery and have it with me in the future. Afterwards I added more words and actions 

like “video”, where I was focusing on me being a camera that was filming what it sees 

at the moment. I was exploring, letting my eyes, which in this case were the cameras, 

to lead me, in a way in which the rest of the body followed the film that my eyes were 

filming. What is the film that my eyes viewed? And how was it transmitted in the body? 

How was the body involved in the action? How does the gaze affect the action? When 

I wanted to make the image bigger, I said “zoom in” and when I wanted to make the 

image smaller, I said “zoom out”, while leaning forward or backward respectively. Later 
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on, I connected the “zoom in” into the movement we are doing with our fingers when 

we want to make the picture bigger on the touchscreen, I made this gesture on the left 

side of my chest, where the heart is, in order to achieve a feeling of closeness to the 

heart. 

Other instructions I have been using were “step” and “stop”, which came from the idea 

of using the touchscreen as a GPS, asking the touchscreen to lead us to a certain 

destination. Walking in the room, using the floor as a map, was also the first moment 

in this research where composition, distance and direction entered to the process.  

 

This experimentation also allowed me to enter and revisit materials I have been 

working on in the past, entering to my own physical archive, and revive them.  It was 

like looking for the “gallery” application inside my body, searching for a specific footage 

and trying to live it again, to awaken my own physical archive.  

 

When I tried this sequence in front of classmates and teachers, I realized that a new 

layer was reflected through the gaze. The viewer is looking at me looking at them while 

taking “pictures” of them with my eyes, and searching for the best angle to capture 

them and take this picture. There was something both intimate and alienated in this 

moment, it was both an honest eye contact between two people, between a performer 

and a viewer, but it was also alienated due to the context, in which I wasn’t only a 

human but also a machine. I was either a human with machine’s characteristics or a 

machine with human’s characteristics. From this weird paradox I came to the 

understanding, that I was also humanizing the screen and the touchscreen through my 

work and trying to give the screen its own agency in the world.  

 

At the beginning, working on this sequence was strongly connected to the speech and 

to the task I was telling myself, to the connection between the word and the action or 

the movement. After I have established the idea and the form of this sequence in my 

body and in the state of mind that I was committed to, I could leave the words behind 

and stay with the physical work, as it was already speaking for itself without needing 

words to support or contextualize it.  
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During my research I have been circling around the question of the representation of 

the screen and the presence of it on stage in my final presentation. There were stages 

in my process where I have used a projection on the wall, as well as phases where I 

haven’t used any screen at all. Becoming the Screen was a sequence in which I was 

trying to represent the screen and my findings from working with the touchscreen only 

through my presence without having a screen on stage. Towards the final presentation, 

I came to the understanding that adding small touchscreens on the stage would add an 

additional layer that will create a clearer reflective image upon my research and my 

interaction with the touchscreen.  
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Material, Practice and Research 
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Choreography of Touch or Touching Choreography 

The word choreography comes originally from the combination of the two Greek words 

 which means writing. Choreography is the ״Graphy״ which means dance and ״Chorus״

art of writing dance.17 I see choreography as the art of working with bodily movements, 

put them in a specific order and contextualize them in a way that transforms them into 

art. There are many approaches and methods regarding choreography and it varies 

according to tradition, education, experience and the purpose of the choreographic 

process, whether it is research or a production. The definition for dance is “a series of 

rhythmic and patterned bodily movements usually performed to music”.18 When I 

define the term choreography in my own words, I prefer to use the term movement, 

that covers a wider range of possibilities that are not always considered in my eyes as 

a dance. Since in my project, I am both the choreographer and the performer, I 

started with questions regarding choreography in relation to touch and touchscreen.  

Below are a few of the questions that came up: 

What does it mean creating a “choreography of touch(ing)”?  

What does it mean writing a choreography through touch(ing)? Through a state of mind 
of touch(ing)? 

What does the term touch in dance mean to me? 

What does “touch through screen” mean to me?  

How can I translate or transfer the everyday choreography of touch and touch-screen 
into performance? 

What is choreography, actions and movements of touch(ing)? 

I began my process by noticing and looking for the movement vocabulary for touch(ing) 

in our everyday lives. In my opinion, every action, movement or gesture that we are 

doing in our everyday lives can be considered a choreography, and every small 

 
17 Etymology online Dictionary, s.v. “Choreography”, accessed 31 March, 2022, 
https://www.etymonline.com/word/choreography#etymonline_v_11323  

18Merriam-Webster OnLine, s.v. “Dance”, accessed 31 March 2022, https://www.merriam-
webster.com/dictionary/dance#h2 

https://www.etymonline.com/word/choreography#etymonline_v_11323
https://www.merriam-webster.com/dictionary/dance#h2
https://www.merriam-webster.com/dictionary/dance#h2
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unintentional movement could be a dance. Afterwards I embodied the movements in 

a new context and space, repeating the same movements for a while, until they 

transformed into something else, something new. 

A moving car. A flying bird. An airplane. A falling leaf. A girl playing in the playground. A 

man taking his dog for a walk. A young woman typing on her computer. These are all 

everyday movements that, in my opinion, create choreography in our everyday lives 

wherever we are. Shakespeare wrote in his play As you like it that “All the world's a 

stage, And all the men and women merely players” 19. I agree with the idea that the 

whole world is a stage, but in my opinion, before we are all actors, we are probably all 

creating a choreography in the great stage of the world.  

An interesting example for everyday choreography is seen in the film Coffee with Pina 

by Lee Yanor, who created a film that describes her meeting with the choreographer 

Pina Bausch.20 In the film, which is somewhere between a fiction and a documentation, 

there is a scene in which the camera is focused on Pina Bausch’s hands. The camera is 

following the movements of the hands of Bausch, and the way the camera is framing 

the hands with a black background behind makes the movement that is created 

unintentionally to stand out and to be considered as a choreography. This is an example 

that captures movements by documenting and framing them in a certain context that 

transforms them into a choreography.  

Another approach for using everyday life movements and transforming them into a 

choreography, could also be by picking them up, learning them and arranging them in 

a certain order, edit them one after the other, in a way that creates a sequence with a 

development or a narrative. Taking these familiar and small movements from our 

everyday lives, the movements that we hardly think about or are aware of, and make 

out of them a choreographic score out of them. It enables me to refer to the small and 

banal moments in our lives. This does not necessarily say that I am taking these 

“touch(ing) movements” and create a choreography out of them, but it does say that I 

am trying to take the essence from them, get inspired by them and create a 

 
19 William, Shakespeare, As you like it.  
20 Lee, Yanor, Coffee with Pina, video-film, 2006. 
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choreography. I am taking actions and gestures from our everyday life, and repeating 

them for a while until the gestures lose their familiar signification and take on other 

meanings. 

Since my project is focused on the interaction between the body and the touchscreen, 

I tried to grasp the movements that evolved from our interaction with other devices in 

order to explore how technological changes have affected our everyday choreography 

over the years. 

 

The first example that came to my mind was the interaction with the telephone. In the 

past we used to have a rotary dial phone, where we dialed the numbers that were 

arranged in a circular layout, each digit at a time. Back then, dialing a number created 

a circular movement with our fingers and arms in the space. This action also lasted a 

long time until completed. After a while, phones with keyboards appeared, which have 

changed entirely the interaction with the phone. Dialing a number on the phone was 

no longer a long and circular action, but shorter with sharper movements that created 

lines in the space. Nowadays, all numbers are stored and saved on the smartphone, 

and there is no need to dial a number, but just to press the name of the person.  

 

Another example is the changes in the way we are reading books, if in the past we were 

used to browse the pages and follow the words written on the pages with our eyes, 

now when we are reading books on smartphones or iPads, we just make the words 

bigger with our hands. Instead of following the text with our eyes and hands, we are 

bringing the text towards us. This difference creates another physical action and thus 

different movements and choreographies that resonate into the space.  

 

In both examples, we can see that the technological changes have affected on the way 

we interact with the devices, and the way this interaction resonates to the body.  

My exploration is taking place in parallel channels, the digital and the physical. Unlike 

other parallel lines, they can meet, communicate and interact with each other. There 
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are natural differences between the two practices, but the perspective of 

choreography and composition connects both of them together. 

When the exploration takes place physically in the studio while I am moving, the 

research is in my body and its relation to the space. The experience of the investigation 

in this case is mostly internal or somatic, and demands time to be developed. Since in 

this research I was both the choreographer-director and the performer, I had to find a 

way to navigate between these roles, and each time I started a working session, I 

decided the perspective that I would use.   

When the exploration took place inside and through the screen, I became aware of the 

fact that everything was directed into the rectangular frame of the screen, as if the 

universe was minimized into this frame. It also affected my focus as a performer, 

because then I was much more concentrated on the way it looked in the camera’s eye 

and less on my physical experience or journey.  

I have noticed, that when I observed my work in the two mediums, the stage and the 

screen, and put them one next to the other, there was a clear difference in the 

perception of time and duration. A choreography created for stage, needs and 

demands time. The viewer also needs time to absorb and process the choreographic 

information on stage, while the material on screen needs to be more efficient, short 

and specific, and the viewer usually has less patience.  

When I met the subject of my research, I was looking for the places where touching is 

a way to communicate, touching the screen is a way to communicate. In every moment 

of touch, a story is created, and there is some narrative going on. Sometimes the story 

is linear where one thing leads to another, and at other times it is more associative. 

Touch(ing) stories are happening all the time when two people are meeting and shaking 

their hands, or perhaps hugging. There is a movement in the space, an energy that is 

sent from one person to the other and then goes back to the first person, and there 

are qualities and textures for this physical meeting between the different bodies, 

between the different skins.  
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A challenge I was facing during this research process, was to find a way to tell a story 

about touch(ing) and communication through touch(ing) with only one performer, who 

is me, and to find a way to communicate on the best way through choreography. This 

challenge was given to me as a fact due to the Covid19 situation, but when I observed 

it in retrospect, it created an interesting tension between touching and longing for 

touch, between the need for human touch and the danger of touch. In many ways, the 

absence of touch and avoiding touching made my work more relevant in relation to 

current situation of Covid19.  

An additional choreographic aspect in the research is the relation to space and 

composition, walking as if I am caught inside the screen that tells me where to go, when 

to turn right or left and to stop when I arrive at my destination. This could also be a 

proposition for an interpretation of my question on how the interaction with the 

touchscreen creates choreography in the space. 

Each step we are taking is basically touching the floor, and each step has a different 

quality, rhythm and duration that makes the meeting and touching the floor creating 

another story. Running, stepping, gliding, sliding and walking on the toes, are just 

several of the physical possibilities for meeting the floor in different qualities. 

I drew a line between different kinds of steps, from basic and everyday life’s steps to 

more stylized dance steps. Building and deconstructing steps from different dance 

styles, that ask the body to interact differently with the floor, in different rhythms, 

qualities and articulation, was another way to explore touch in relation to choreography 

and space.  

The camera and the screen were an integral part of the choreographic process. I used 

them as a documentation tool for my process, as they gave me an opportunity to look 

from the outside upon my process. The existence of the camera creates a reflection to 

me, to my work, to my point of view, and to the position where I am standing inside 

this project. Sometimes I am controlling the camera and at other times it has its own 

agency.  
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Putting a camera in the studio has granted me the sensation of being observed, the 

understanding that somebody, in this case the camera, is witnessing my work in 

progress. Having the camera with me in the studio has also given me the feeling of not 

being alone in the studio.  

Furthermore, I could decide when to turn the camera on or off, if it was the right 

moment to document and whether the camera would help and support or it might 

disturb.  

The camera was not only an outer eye in my process, but it was another dancer in the 

studio. The camera was not there only in order to capture movements inside the frame, 

but it also moved and was a part of the choreography. 

When I am working with the camera, the screen, video and editing I am using my 

practice, knowledge and experience as a live performer and as a stage artist. I am not 

using the practice of a filmmaker, even though I am using its tools. I am bringing my 

own practice and experience into the screen and trying to translate it into the screen’s 

language. I am using the platform of videos by looking at the frame as a stage, and that 

is why I call it video experiments, screenperformance, filmic-performance or digital 

edited performance. This could also be another way for me to place my work, and 

especially my video explorations and experiments, more as an extension to my live-

performative work, rather than creating screen-dance or dance films. During my 

process I became acquainted to the term Micro-choreography that is described by 

close-ups that show movements in extreme details in dance films. I will elaborate about 

my video experiments and connect them to choreography and micro-choreography 

later on in this essay. 
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Practicing Touch or Touching Practice 

After almost two years of starvation for dancing, I started to take dance classes again. 

On one hand, the feeling of coming back to the studio, being guided by a teacher and 

rediscover my body again was amazing. But on the other hand, and especially due to 

the Covid19, I became so scared of the situation, where many people are in the same 

space, sharing their breath and sweat. The covid19 gave me a great excuse to stop 

taking classes and stop practicing, but it has never been only that. The dancers’ ambition 

that exists in those spaces takes away all my energy, and I become more focused on 

succeeding and showing that I am doing it right, that I know what I am doing, that I am 

professional, rather than just being there for my own benefit. 

In today’s class, the teacher asked us gently whether it was possible to explore some 

touching and working with partners. No one had any problem with touching a partner 

in a very gentle way. I didn’t have either, or at least I thought it was fine with me. It was 

still very weird to touch another person, especially a person whom I have never met 

before, and especially now (!). I felt anxious and I felt and stressed, like I was 

disappointing my partner, or even worse disappointing myself. I felt as if I lost the 

control of my body. I couldn’t speak, and I thought I lost my words. Like when trying to 

speak an almost forgotten language. And even though it was gentle, even if we could 

choose not to touch, or touch whenever we choose to, how can I communicate it? How 

can I communicate through the touch? What should I do? React? Agree? Accept? 

Reject? Unfortunately, it did not feel like I was back on a bike after many years of not 

riding a bike. Will I ever get this ability back again? 

Movement and dance are languages, and the more I practice the better I speak, the 

better I communicate. Touch is also a language, and the more I practice it, the better I 

use it, in my life and in my art. If I will never practice touching other people, then I will 

never be able to speak this language. Not to mention using my skills to communicate 

and work with partners. If I won’t push myself, and put myself outside of my comfort 

zone, I will never gain anything. This is not only about touching other people, it is beyond 

the physical, it is about touching my own boundaries, my own limits and gently try to 

break them. 
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Touching Hugging Dancing 

Hugging sequence 

I started my physical exploration with the action of hugging, reaching for a hug that 

would probably never be accomplished. The idea was never about succeeding, but 

rather focusing on the intention, the urge and the human need to hug.  

I tried to grasp the memory of hugging when we were used to hug often and how it 

felt. How has it changed when we have started hugging each other again after almost 

two years of avoiding it?   

I started by hugging in a slow-motion, I was looking for the action of hugging inside my 

body, like digging inside the air, searching for this movement and creating a moving 

sculpture. At some moments my eyes were closed so I could just focus on the action, 

remembering and reviving the sensation that this action had and the way it felt when 

hugging someone. At other times, I used my gaze in order to address it to a fictional 

partner. When the action finished, I was repeating it over and over. Through the 

repetitions, the action of hugging became naturally faster, smoother, and by that it 

invited new textures and movement qualities which gave me new physical information 

that changed the content and the intention of the movement, even if the movement 

hardly changed the way it looks.  

This was an improvisation around hugging and embracing, mostly hugging with an 

imaginary partner or with myself: hugging myself, embracing myself. Dancing a duet on 

my own, a duet which is basically a solo. The improvisation on variations of hugs was a 

way to enter the material, that took me into a journey of reconnecting with myself. 

Along the way of this journey the following questions appeared: 

What happens to the rest of the body when I am hugging?  

How am I keeping my body involved in the movement all the time? 

Does the gaze happen before the hug or rather the hug before the gaze? How does 
that affect the energy?  
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There are many ways to enter this fictional hug, and many ways to dissolve it, to let it 

disappear. Every time I was entering and exiting the hug through another door, and 

looking for all possible ways to create hug on my own, while exploring the resonance 

in the rest of the body.  

When we are hugging or embracing, we are using nonverbal communication through 

touch and we can notice and read implicit signals in our bodies. In the article 

“Psychology of the Embrace: How Body Rhythms Communicate the Need to Indulge or 

Separate” that was written by Sabine C. Koch and Helena Rautner, described research 

conducted in the field of psychology.21 The aim of the research was to explore 

embodiment effects by observing different rhythms in an embrace and focus on 

interactive aspects of haptic as well as kinesthetic body feedback effects. 

 

Reading and referring to this research, especially when it was aimed to contribute to a 

more informed embodied cognition and movement analysis, gave me a deeper 

understanding about the rhythm and the quality of the movements, which has helped 

me developing the dramaturgy of the hugging sequence. 

 
21 Sabine C. Koch and Helena Rautner, “Psychology of the Embrace: How Body Rhythms Communicate 
the Need to Indulge or Separate”, Behavioral Sciences, 7 (2017): 80, accessed April 4, 2022.  
doi: https://www.mdpi.com/2076-328X/7/4/80  

https://www.mdpi.com/2076-328X/7/4/80
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Usually an embrace has two components, an active and a passive. We are touching and 

at the same time being touched. The only thing that differs between the two 

components is the shift of focus and perspective. In the hugging sequence I have been 

looking for both perspectives, the embracer and the receiver, the toucher and the one 

that is being touched.  

The study that is thoroughly reviewed in the article shows the transformation and shifts 

of the movement qualities and rhythms during the embrace. There are two main 

categories for movement rhythms: indulgent and fighting. While the indulgent is 

characterized with smooth transitions between single rhythms and accompanies with 

soft round movements, the fighting category is characterized with sharp transitions: 

When we embrace a dear friend to say good-bye at the end of a great 
evening, we typically first employ smooth and yielding movements with 
round transitions between muscular tensing and relaxing (smooth, 
indulging rhythms), and when the embrace is getting too long, we start 
to use slight patting (sharp, fighting rhythms with sharp transitions) on 
the back or the shoulders of the partner in order to indicate that we now 
want to end the embrace.22 

When I read the findings from the study that was reviewed in Koch and Rautner’s essay, 

and observe the dramaturgy of the hugging sequence in my performance, I can notice 

the different qualities described in the essay of Koch and Rautner. The sequence starts 

slowly with round movements and soft textures, almost caressing, with soft and 

smooth transitions, and I am constantly circling in slow-motion around myself. As the 

movement becomes faster, the transitions become sharper, and it gets into a fighting, 

or hitting. At this moment the movement itself starts to be characterized by a sharper 

line instead smooth round movement. As the sequence develops the hugging becomes 

also reaching for a hug in different levels of height and demands me to engage my body 

in order to accomplish the hug, and it arrives to jumping, holding the hug with my hands 

in the air. The hugging sequence arrives to an end when I am coming back into softer 

qualities, coming back to the comfort feeling of the memory of hugging and being 

 
22Koch and Rautner, “Psychology of the Embrace”, 1. 
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hugged, the action of the hugging is dissolved and the only thing that is remained is the 

hands touching each other.  

The importance of hugging in our lives and its relation to our mental health was shown 

also in other studies. The article “Lost Touch: How a year without hugs affects our 

mental health”23 was published in the Guardian and attempts to show the importance 

of touch and being touched. The article shows how touch and lack of touch affects our 

mental Health: “Lack of touch is associated with greater anxiety” and explains that 

touch and being touched help us coping with different situations since we know that 

there is someone else there with us to bear the brunt. In times when there is a lack of 

touch, there is no actual substitute for what we can get from other humans or 

mammals, but there are several ways to soothe ourselves. Some researches that are 

reviewed in this article show that seeing touch on TV and films or pet touch, can give 

us some benefits of touch, although partial.  

Practice hugging myself is not a substitute for hugging or touching other humans, but 

it can be considered as a suggestion that can be done in difficult times in order to help 

us coping with crisis. Embracing and hugging ourselves is also a metaphor and reminder 

for loving and accepting ourselves. 

 

 

 

 

 

 

 

 

 

 

 
23 Eleanor Morgan, “Lost Touch: How a year with hugs affects our mental health”, The Guardian, 
January 24, 2021, accessed April 2, 2022.  
https://www.theguardian.com/lifeandstyle/2021/jan/24/lost-touch-how-a-year-without-hugs-affects-
our-mental-health  

https://www.theguardian.com/lifeandstyle/2021/jan/24/lost-touch-how-a-year-without-hugs-affects-our-mental-health
https://www.theguardian.com/lifeandstyle/2021/jan/24/lost-touch-how-a-year-without-hugs-affects-our-mental-health
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Hug Yourself Score 

Hug yourself 

Hug yourself in slow-motion 

Hug yourself in slow-motion one more time 

Hold this hug 

Turn around in slow-motion 

Hold your shoulder blades and caress them gently in circular movements 

Release 

Hug yourself in your imagination 

Hug yourself in slow-motion in your imagination 

Hug yourself in slow-motion one more time in your imagination 

Hold this hug in your imagination 

Turn around in slow-motion in your imagination 

Hold your shoulder blades and caress them gently in circular movements in your 

imagination 

Release your imagination 
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Touching the Voice or the Voice of Touch 

For a long time, I have been struggling finding a way to include voice and sound in my 

research in order to expand it and create more content and depth. The voice comes 

out of the body, and it is connected to the physical exploration, so it is quite natural for 

me to look for a way to include the voice in my research, especially when it focuses on 

the physical experience and expression. I am looking for how the meeting between the 

body, the sound and the voice can support me in the search for new approaches 

regarding the connection between touch and screen.  

How can I touch with my voice?  

How do I touch my inner voice?  

How can the body and the voice mirror each other? 

 

I started to explore the connection between voice, sound and touch first by breathing 

and letting my body follow and react to the breath. With the time, I noticed that my 

breath itself is touching the space or my body, and that if I breath towards my hand I 

can really sense the way the breath is touching me and I am touching the breath. 

After a while the breath became a voice, sometimes it was intentional and at other 

times it was more random. Sometimes it was deep and at other times and it was high. 

I gave myself the task to touch the space with my voice, and I really felt the way I 
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directed my voice so it would touch a certain spot in the space. When I put my hands 

closer to my face, I could feel the way the voice and breath were touching my palms in 

different qualities and power. And as the sound and voice appeared in the space, I just 

needed to listen, to listen to my voice, to my own breath, to listen my own reflection in 

real time. 

During the performance, I also explored the sound that was created from the meeting 

between different body parts and qualities like caressing, clapping and hitting. I also 

played with the volumes of the sound that was created, sometimes the sound was so 

gentle that it was almost impossible to hear it and at other times it was all over. Unlike 

other parts in my presentation, in this sequence I shifted my focus to the sound and its 

relation to space and the way the body moved was more of a side effect.  

 

It was also interesting to notice that when I was doing quiet actions on stage that 

demanded the audience to be quiet in order to hear it, everyone, both me as a 

performer and the audience, became much more attentive to each sound that was 

created in the space. 
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Touching videos 

At the beginning of my research, creating videos was almost the only way to share my 

work in progress. I have been producing many kinds of videos, that helped me 

documenting my work, giving it a sort of a stage and discovering new ideas regarding 

choreography and composition. The videos are exercises and experiments that needed 

some time to grow in order to find their way into my research. When I worked on the 

videos, I didn’t have in my mind any vision of how they should look like or how they 

would be presented. Most of the time I was focusing on my physical experience while 

filming them, and the result of the videos that remained was almost a side effect of my 

work. All the videos were filmed with the camera of my smartphone. The purpose of 

making them was focused on the documentation of the process. These videos were 

made to be shown on a small screen that could invite more intimacy and closeness with 

the viewer, rather than projecting them as a final result in front of an audience on a 

large screen. 

 

All the videos were filmed by me, in some of them I have used a tripod and in others I 

have filmed myself while moving. I was the one that was filming and choosing the 

position and the point of view of the camera, and I was also the only person that 

appeared on the videos. In these videos I was both the subject and the object.  

 

I went over my videos and tried to look for a red thread that connected them and tried 

to see if I could divide them into categories, and I found out that there are three 

dominant groups: 

 

1) Touchscreen videos- videos that are based on the single and repetitive action of 

touching the screen. In these videos I am holding the camera, observing and 

touching the screen. These videos are defined by small movements of the 

fingers, the eyes and the gaze and the way they affect the position and the 

movement of the camera.  

2) The Smartphone as a Partner- using the smartphone as a friend or a partner for 

dancing, and aiming for creating an unmediated intimacy with the screen by 
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attempting to break “the fourth wall” of the screen and exploring different 

point of views and movements of the camera. It was a way for me to explore 

choreographic questions about the movement that was created inside the 

image, as well as the movement outside the image. It was also a way to look at 

the relationship created between the dancer/performer and the camera and 

how it creates an intimacy. 

3) Only-Hands videos- videos that show close-ups on hands that are touching 

themselves, objects and surfaces with different textures. These videos can be 

seen as micro-choreography, as they explore the choreographic possibilities in 

proximity to the hands. This group of videos was created with the inspiration 

taken from Hand Movie by Yvonne Rainer, which explores the choreographic 

virtuosity of the hand, and by making the hand almost abstract, in a way that it 

becomes independent and detached from the body, instead of connected to a 

body. 

In addition, there are also many videos that document my work in progress and makes 

it into a fourth group: 

4) Documentation videos- documentation of the work, process, rehearsals and 

presentations. 

I had decided to make an experiment with myself and make videos of the first three 

categories on a daily basis. The idea was to dive into the actions which were focused in 

each group and to develop them further while attempting to develop my own video 

making practice. Another goal by making these videos was to be able to follow on the 

development of the physical research in the videos. Over time, by repeating the actions 

in each video category, I was able to elaborate and find new layers in each one of them 

and notice more details in each movement and action. It made me feel closer to the 

camera and feel more confident in working with the camera technically while 

simultaneously working physically and performing inside the frame. 
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Touching Editing 

Editing is a process of collecting material and footage in order to convey a message or 

a story. The editing process involves selection, correction, organizing and arrangement 

of material. The material can be audible, visual, cinematic or textual, and in this chapter, 

I will focus on video editing in relation to my choreographic research. In my opinion, 

there are many similarities between editing and choreographing. In both practices 

there is a question of length and duration, rhythm and composition. In both practices 

the order of the scenes and the way each scene creates the surface for the next one to 

appear is important. Assembling, cutting and rearranging are actions that happen in 

both practices, in order to help the work to convey its message in the best way, and 

create a narrative, whether it is a linear narrative or not. 

 

Since I am not coming from a filmmaker background, I have had the freedom to explore 

the variety of possibilities in editing my footage, by using my knowledge from live 

performance and allowing myself to get lost inside the videos. 

  

When I am editing, I usually like exploring the meeting point between two separate 

videos and see the way they interact with each other. I call it editing in improvisation. I 

decided to name it this way, because I did not want to push or force my footage to 

become something which it is not. I wanted to let the footage grow on its own, and 

listen to what actions were needed to be done in order to make it develop further.  
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I started by picking up two random videos from my list, and putting them in two video 

layers, one video layer on top of the other. I was playing with the opacity and blending 

modes of the videos in a way that both videos were visible, and let the two videos 

interact with each other and search for interesting meeting points that happen, such 

as contrasts. In most of the videos in this project I was trying to work with long shots, 

instead of cutting the videos, in a way that it would be like a screen-performance, rather 

than a well-made edited video.  

 

 

I have also used the method of split screen, where I divided the screen into two parts 

(or even more). Each part of the screen played another video, and I was searching how 

these videos can meet and complement each other or create an extension for each 

other. This method of placing several elements one next to the other is familiar to me 

from working in the studio when choregraphing and checking if two sequences or 

scenes can take place simultaneously, and how it effects on the material. Sometimes it 

creates an abstract image, and at other times it creates a sort of a new creature with 

physicality that can only exist through the screen. 
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The Touchscreen as a Dance Partner 

The screen as a dance partner is a sequence during my performance that has two parts 

in it. The first is when I am inviting the touchscreen into a ballroom dancing, and 

dancing with it as if it is a real dance partner. The second part is when I am sitting on 

the floor and playing a musical video on a small touchscreen, while reacting, interacting 

and dancing with it.  

 

Practically, I took the touchscreen, which was a small tablet, turned it on, opened the 

camera, started recording, and then invited the touchscreen into a dance, into a couple 

dance, where I used basic steps of Latin ballroom dancing like “Cha-cha” and “Samba”, 

as well as American ballroom dancing like “Jive”. When dancing in a couple, the 

connection to the partner is one of the most important things, and this connection is 

usually transmitted through physical contact, through touch. 

 

There are two points of view to look at this scene; the first is that I gave the touchscreen 

agency and considered it as a dance partner, and the second was that I actually danced 

with myself, with my own reflection, as it was shown through the screen. A question 

that came up was whether it was a solo or a duet. When I observe and analyze it, I think 

it was both. It was a solo because I was the only performer on stage, everything was 

dependent on me, and it was a duet because I was interacting with an object, and with 

the content that it brought with it. Since I was considering the object that I was working 

with as a partner, it made it a duet. A solo which was a duet. 

 

In the second part of this scene, after thanking my dance partner for the lovely dance, 

I took the tablet and played a video, that showed documentation of different moments 

and phases in my exploration. The video was accompanied by samba music that 

resonated the dance that had just finished. Playing a video on a touchscreen and 

reacting to it, felt as if I was dancing with my own archive, revisiting moments from the 

process and creating an additional duet with the touchscreen. This time, the duet was 

originated from the images that came from the screen and my reaction to them. At 

certain moments, I was just observing the documentation and running the video 
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forward and backwards. The idea was not to show a well-made videoart through the 

touchscreen, but to reflect upon my process on a touchscreen. The focus was not the 

content that appeared on the touchscreen but my physical interaction with it. At other 

moments I copied the images from the screen. There were also moments, in which I 

tried to extend the image that appeared on the touchscreen with my body, and by 

doing that I let it invade into the space. This was also a duet between two time zones, 

between the past and the present, I was dancing with the representation of my past as 

it was viewed through the touchscreen.  

 

One of the images that came on the video through the touchscreen was a quote or 

rather an interpretation to Hand Movie created by Yvonne Rainer.24 Hand Movie shows 

a micro-choreography for a hand which expanded the term of Choreography by 

focusing on the hand and noticing the choreographic possibilities that exist in the hand.  

The hand movements become increasingly complex until they relax 
again into a flat position. Shown from all sides, the hand is treated with 
a sculptural approach.25  

Rainer’s Hand Movie, shows the richness and the complexity of the hand with simple 
cinematographic tools that transform the hand into an art piece. 

 

 
24 Yvonne Rainer, Hand Movie, film, 1966. 
25MoMA, last modified  April 4, 2022, https://www.moma.org/collection/works/125928  

https://www.moma.org/collection/works/125928
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In the article “Movements of Media in Yvonne Rainer’s Hand Movie (1966) and Richard 

Serra’s Hand Catching Lead (1968)” written by Kyle Bukhari, the author writes about 

Hand Movie, as a hand captured in the frame of a film, while being engaged in an 

activity.26 A brief analysis in Bukhari’s article of the movie proves fruitful for 

understanding the structure and the articulations of the gesture and movements start 

from simple and neutral, and it escalates until it reveals some more complexity in the 

hand: 

Most striking in Rainer’s articulation of her fingers is that she makes her 
digits appear as if they are autonomous units, no longer under the 
coordinating jurisdiction of the hand—and this gets messy—as they then 
appear to be involved with the task of untangling themselves—an action 
not normally associated with the everyday use of the hand.27  

It is very interesting to see how Rainer created complex choreography only with the 

hand, and transformed her fingers as if they were dancers themselves in the piece. In 

Rainer’s film the position of the hand is upright in relation to the frame, the 

choreography was based on the vertical position of the hand which gave the illusion of 

the fingers as long strings. In my interpretation of Rainer’s film, the position of the hand 

which is entering slowly from the right side of the frame is horizontal. It is interesting 

to notice how the position of the hand creates another sense of weight of the fingers, 

in each one of the films.  

My version for Hand Movie was an exploration of transforming my hand into a creature 

or a character, that on one hand exists inside the frame of the screen, and on the other 

hand, received an extension outside of the screen, which created a hybrid creature. 

The video presented on the touchscreen also showed other images and documentation 

taken from my work in progress. The interaction with the touchscreen in this part of 

the performance became the interaction with myself on the touchscreen and with the 

content that was presented through the touchscreen. For example, when the video of 

micro-choreography for hands was playing, I was exploring the relation between my 

 
26 Kyle Bukhary, “Movements of Media in Yvonne Rainer’s Hand Movie (1966) and Richard Serra’s Hand 
Catching Lead (1968)”, The International Journal of Screendance, 8 (2017) :47 

 
27 Kyle Bukhary, “Movements of Media in Yvonne Rainer’s Hand Movie (1966)”, 50. 
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body and the hand appears on the touchscreen, whether my body was the extension 

of the video or rather the video was the extension of my body.  
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Becoming the Screen Story 

Once upon a time  

there was girl  

she couldn’t find herself almost anywhere 

she was very lonely but never sad 

she was very creative and had a wonderful imagination.  

last night it was a stormy night and  

before she went to sleep 

she touched her phone 

as if it was a doll 

she fed it 

charged it 

hugged it 

kissed it a good night kiss. 

 

Suddenly a butterfly came in, where did it come from? She thought to herself 

it caught her attention, and brought light into the dark room 

she was amazed by its freedom and lightness 

she looked at the butterfly 

and then  

she closed her eyes,  

and talked to herself. 

 

The next morning 

when she woke up 

and went out of bed 

she touched the ceiling with the tip of her head 

she looked around her 

it was familiar 

and yet she couldn’t recognize where she was 

the room became smaller 
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she closed her eyes 

and she heard a weird noise 

she closed them again and then there was this mechanic sound again.  

every time she blinked. 

she wanted to go outside, but she couldn’t find her legs. 

she wanted to pinch herself to make sure it wasn’t a dream, but she couldn’t find her 

hand, her palm was gone and all she could find was her elbow. 

 

She just wanted to fly  

like this butterfly  

but by the time she realized what really happened  

it was already too late……28 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
28 Text from my final presentation at HSM, Feb 2022 
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Touching My Elbow 

My elbow opens the door for me 

My elbow shakes hands to another elbow 

My elbow is greeting other people I meet 

My elbow is traveling around the world 

My elbow is typing on the computer 

My elbow is sending SMS 

My elbow is playing the piano 

My elbow is making coffee 

My elbow is cooking dinner 

My elbow meets friends 

My elbow meets strangers 

My elbow is dancing 

My elbow is drinking 

My elbow is tired  

My elbow is sleeping 

My elbow is messy 

My elbow is cleaning 

My elbow is wearing a watch 

My elbow has a wrist 

My elbow has a palm 

My elbow has fingers 

My elbow has nails 

My elbow is wearing rings 

My elbow has actually become my hand. 
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Tongue Elbow Touch Score  

Touch your elbow with your tongue 
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Touching the Mouth 

Touching the mouth…touching the mouth on screen…letting the screen talk through 

my mouth…letting my mouth speak through the screen…the screen as an extension to 

my body… to my face… body… a... a magnifying glass on it and giving it focus…focus... I 

was searching for the intersection between the body and the screen…different body 

parts…searching…. all over… until I…remember…until I forget…. I remember that I 

forget the memory of…. Being here…being touched…. being touched here and now… 

Touch not touch…here not here…I not I…Not I 

*** 

 

The text above is a reflective text that tries to capture my intentions of creating a scene 

during my presentation, in which I am holding a touchscreen that shows a video of a 

mouth saying a poetic text built with fragmented sentences. Both the text above and 

the Mouth Video Text in my presentation were inspired by the dramatic monologue 

Not I that was written by Samuel Beckett and performed for the first time in 1972.29 

This play is a monologue for a mouth, that takes place in a black space illuminated only 

by a single light that is focused only on the mouth of the performer. Beckett’s unique 

way of writing in Not I, was a great inspiration for me during developing this scene by 

trying to embody Beckett’s way of writing, both in the tone and the structure. The play 

consists of unfinished and fragmented sentences, which can be seen through the layout 

of his text. 

 

By working on this scene, my first idea was to let the screen speak, as if it was a 

character on its own. After a while, I was thinking about a way for the screen to become 

an extension of my own body, so I put it on my face, and let it speak. While the mouth 

was speaking, I could explore the reactions of the rest of my body, to explore stillness 

and movement, to explore the way the body is reacting to the action of saying words 

in different rhythms, tones or volumes. Working with the screen on my face, was also 

a way to reconnect to working with mask on stage. This time the mask was only on the 

lower part of my face, and I could decide whether I wanted to complement and extend 

 
29 Samuel Beckett, The collected Shorter Plays, (New- York: Grove Press, 1984), 213-225. 
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what the mouth was saying on the screen through my face and body or rather to create 

a contrast with it, in a way so that it would be disconnected. Putting the touchscreen 

on my actual my mouth and considering it as a mask reminded me also of the surgical 

mask that people had to put on during the period of the pandemic, in which we covered 

our mouths.  

  

The text that I used in my performance, which named Mouth video Text, and follows 

below, was a reflective poetic text that I have written and performed with the 

inspiration of Not I. While in Beckett’s Not I the composition is focusing exclusively on 

the mouth, in my case the mouth was speaking through a touchscreen in a theater 

while I was holding it in front of my face. By holding the touchscreen that was playing 

the video while covering my mouth created a hybrid image, between the touchscreen 

and the live-performer. The mouth on the touchscreen was only a part of the image 

that is created on the stage. Even though the video shows only the mouth it has an 

extension through the body of the live performer. Creating an image of only mouth 

speaking on the stage can be considered as a quote or a reference to Beckett’s work, 

even though I did not use Beckett’s text at all.  
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Mouth Video Text 

A field of mirrors… flowers hanging from the ceiling…. reflecting… purple and red…flying 

black birds…singing together…following the grey clouds…an empty cup of coffee… 

cookies’ leftovers… a newspaper from yesterday… black and white… ink on paper… 

paper under ink… covering and revealing… explaining and excusing… questions… many 

questions… holding the lips in my fingers… the fear of curiosity… biting the lips… the fear 

of saying… what you have always wanted… waking up…to a stranger’s room… touching 

the ceiling with the head… stretching the tip of the toes… trying to think…to recognize… 

maybe the stranger is familiar… taking the mirrors to a small tango… sneaky steps… 

whispering ankles… against the clock…right away to the past… holding a moment in a 

picture… a letter to the next century… wanting to listen… afraid from the music… 

wanting to fly… afraid from the freedom… like a butterfly… a butterfly that got lost on 

the way…. and got stuck inside…. the screen.30  

 

 

 

 

 

30 Text from my final presentation at HSM, Feb 2022 
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Choir of Touchscreens  

I am present  

but I don’t exist 

I am nobody 

nobody knows me 

I never share 

I never speak 

I never dare 

I feel so weak 

 

No one sees behind the mask 

no one sees my smile 

or notices the wrinkle in my eye 

 

When I pass the street  

and put myself out there 

I feel transparent 

Sometimes I even wonder if I am real 

I am standing here 

flesh and blood 

I am breathing 

my breath is so quiet 

it doesn’t reach anybody 

it doesn’t touch anybody 

No one knows about it 

no one cares 

no one likes it 

no one shares. 

 

If I am not standing out there exposed 

I am simply not there 
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I am not 

I not 

not       Not 

Even though I want 

want to be heard 

to be seen 

Maybe in another time 

maybe it is just an excuse 

to run away from the present 

from the here and now 

from the real world  

without red curtains 

without a stage 

without characters 

without masks 

Even though I want 

just to fit in  

to fit in it. 31 

 
 
 

 

 
31 Text from my final presentation at HSM, Feb 2022 
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Touch the Dance or the Dance of Touch 

I am standing on stage and listening. I have no more words, I have lost them all, but I 

still have the urge to say something. I am standing in the middle of the space; I feel the 

cold sweat on my face. I want to hold the moment, to stretch it. The music appears, it 

is around me, louder than me. It is still dark and I am slowly looking for my way while 

following the music and moving according to it, trying to be as honest to the moment 

as possible, to move with or against the music. I know every note and sound in the 

music. I know exactly what I am doing, but I have freedom to do whatever I want. I 

haven’t choreographed the movements in counts or timing. I have had a vocabulary of 

movements and I have improvised during my rehearsals. I have never fixed any 

movement at any moment, but slowly and unintentionally during the endless 

repetitions and digging inside the movements, the choreography has appeared on its 

own, naturally. It fixed itself, I just allowed it to happen. Inside my head I see the whole 

journey I have been through; all emotional states and physical qualities, and I feel 

freedom inside the limitation that I have given to myself, and from the freedom the 

dance appears. Something opens up in my body and in the space, and together with 

the music I feel as if I am touching something divine, touching something I can’t even 

define, but I feel it in my hands, in my elbow, in my back, in my face, in my shoulders. 

The movements are not new, I am using the same vocabulary of movements I have 

been sharing so far, and yet there is still something new, in the quality, in the energy. 

It comes and goes, appears and disappears, high and low, fast and slow. 

 

When the music is fading out and leaving me in a sort of a silence in the space, it is a 

sign for me that the dance has come to an end, and I need to finish this party and go to 

sleep, turn off all the screens and put them in bed. I go slowly and turn off each screen 

at a time, give each one of them the attention they deserve, and when all the screens 

are off and the only light that is left in the space is coming out of my shoe, I turn it off 

as well. The lights are off, but my inner light is still on, keeps in touch with the space. 

The dance might have come to an end, my presentation might have come to an end, 

but my research is still on. 
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Touch(ing) Instructions Scores 
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Touch(ing) Instruction Scores 

I have explored writing in various forms that could help me documenting and adding 

an extension for my physical research, and that can invite other people to explore the 

relationship between touch, body and the screen on their own.    

Somewhere along the way I found Grapefruit — a Book of Instructions and Drawings  

written by Yoko Ono.32 The book opens with a drawing that invites the reader to write 

the synopsis on their own, which indicates already at the beginning that the reader is a 

co-partner in the creative process. The key for reading the scores was the imagination 

and the power of the imagination the performative possibilities in every moment in our 

lives. I was amazed by the playfulness and creativity in the book as an invitation to get 

into the author’s mind. I have also experienced it as a call for an action, and that the 

act of reading and imagining the scores in the book was a performance by itself. I felt 

like I was reading a book full of small recipes, for writing, creating and choreographing. 

Sometimes the secret ingredient in these recipes is to read between the lines, and find 

out what is hidden there, in the space between the words, and actually this is what 

creates the dish, or in that case the art piece.  

 

I also thought that this book was an invitation, like a way for the reader to touch the 

making-of of an artistic process in a reflective way. It gave me food for thought, and it 

inspired me to write my own instructions scores as a part of my research. The scores in 

this essay were written as a reaction to Yoko Ono's Grapefruit instruction book, which 

became a way for the author to communicate with the reader, and to cross dimensions, 

times, practices. I took the idea of Yoko Ono behind the scores and transformed it into 

my specific research topic of touch. When I started writing these scores, in the middle 

of the pandemic, it was a time, in which touch became something that could only be 

imagined. The power of the imagination was leading me to think about new ways of 

touching during the process of writing these scores.  

 

 
32 Yoko Ono, Grapefruit- A Book of Instructions and Drawings, (New York: Simon and Schuster, 1970)   
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At some phases during the process these instruction scores have helped me organize 

my thoughts and create a frame and structure for writing and documenting my project. 

These texts were also an experiment for me in writing in a playful way, that allowed me 

to create and visualize without any limit. The following instructions are a collection of 

exercises, thoughts and visions, that reflect stages, moments, chapters, dreams and 

steps I went through during my process. These instructions are texts, that can be 

played, performed, sung, danced, filmed, touched, painted and read. Some of the 

scores were explored physically by me during the process while others got into their 

fulfillment through the act of imagination, and did not aim to shape a clear visual form, 

and yet they still have a great role in the development of my creation process as well 

as in the results of my research.  
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Touch Score 

Touch the movement 

Touch its quality 

Touch its texture 

Touch its energy 

Touch its score 

Touch its dance 

Touch its style 

Touch its risk 

Touch its excitement 

Touch its fear 

Touch its love 

Touch its hope 

Touch its danger 

Touch its happiness 

Touch its spirit 
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Touching Text Score 

Touch the words 

Hold the sounds they create 

Feel the echo 
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Touch Video Score 

Take your smartphone 

Open the camera on a "selfie" mode 

Take a video of yourself touching the screen 

Play with angles and directions, space and gaze 

Change the holding position of the phone, lengthwise or widthwise 

Keep doing this activity for about two minutes 

Stop the video 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 



71 
 

Space Score 

Hold the space 

Caress it 

Pinch it 

Hit it 

Hug it 

Kiss it 

Throw it away 
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Keyboard Score 

Enter space 

Enter space 

Enter space 

Enter space 

Enter space 

Esc 
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Touch The Floor Score 

Touch the floor with your four arms 

Move in the space and 

Make sure your arms keep touching the floor  

All the time 
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Touch your Phone Score 

Take your phone 

Empty it of content 

Hold it differently 

Touch it with another body part 

Hug it  

Caress it 
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Picture Score 1 

Hold an old picture 

Get inside it 

Hug the person you miss that is in the picture 

Say goodbye 

 

 

Picture Score 2 

Hold an old picture 

Get inside it 

Hug the person you miss that is in the picture 

Take him/her/them with you 

 

 

Picture Score 3 

Look around 

Zoom in 

Zoom out 

Blink when you want to take a picture 

Close your eyes  

Open the picture in the album inside your head 
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Pocket Score 

Put your hands in your pockets 

Keep them in the pocket all day long 

 

 

Pocket Score 2 

Put your hands in your pockets 

Hug your friend 
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Glove Score 

Put gloves on your hands 

Open your smartphone 

Send me an SMS 

 

 

Glove Score 2 

Put gloves on your hands 

Touch your face 
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Shoe Score 

Walk two steps barefoot 

Put your socks on 

Walk two more steps 

Put your shoes on 

Walk two more steps 

 

*Repeat the same action with flipflops 
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Pose Score 

Choose a position 

Stay in this position  

Until your muscles tell you 

To move on 
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Documentation Score 

Turn on the camera 

Dance as if no one watches 

erase the video from the camera 

 

 

Documentation Score 2 

choose one action 

repeat it 

an hour 

stop 
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Back Score 

Sit behind a friend 

Paint on the friend's back 

Let the friend guess  

what is the image that you painted? 

 

*Change roles. 
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Painting Score 

Paint with an imaginary touching pen 

on your palm 

on your arm 

on your elbow 

on your shoulder 

on your shoulder blade 

on your back 

on your foot 

on the floor 

on the walls 

on the door 

on the sky 
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Mirror Score 

Stand in front of a mirror 

Look at the mirror 

Look at yourself 

This is your partner 

Look at your partner 

Smile to your partner 

Touch your partner 

Surprise your partner 

Dance with your partner 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



84 
 

Search Touch Score 

Look around you 

Search for touch 

 

 

Search Touch Score 2 

Look around you 

Search for people touching each other 

 

 

Search Touch Score 3  

Look around you 

Search for people touching each other 

Clap with your hands, or make any other sound that you wish when you 

notice that touch happens 
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Sound Walk Score 

Be on your own 

Open your smartphone 

Start recording 

Walk 

You can choose wherever you want to go  

You can choose the speed  

Stop recording 

Write some notes 
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Listening Score 

Walk in the street 

Listen to the sound of your feet touching the ground 

Play with the rhythm of your feet touching the ground 

Play with the quality of your feet while touching the ground 

 

*Repeat the same action while walking on: sand, soil and asphalt. 
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Singing Score 

Sing in the middle an empty room 

Touch the ceiling with your voice 

Touch the walls with your voice 

Follow the direction of your voice until you touch  

The walls/ceiling/floor/other objects 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



88 
 

Tongue Score 

Touch your nose with your tongue 

 

 

Tongue Score 2 

Touch your foot with your tongue 

 

 

Tongue Score 3  

Touch the floor with your tongue 
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Touch(ing) Discussions 
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Touching Solipsism 

I framed my research and myself as a performer inside it, as a solo for an isolated 

performer. During the research the isolation from the outer world, as well as the 

loneliness of creating a solo in these circumstances affected the themes and the images 

that came up. The isolation of the performer was experienced both during the process 

and also while sharing it in front of an audience.  

 

In my experience, standing and performing all alone on stage, without having any 

partner to share the experience of the performance with, could be a very lonely 

experience. I am experiencing a journey on my own, without anyone else to lean on 

and to get energy from. It is just me against the audience, who are consisting of many. 

Furthermore, most of the process was based on the idea of being all alone in a closed 

studio and getting inspired of myself. Was loneliness a theme in my project or in my 

performance? I am not sure, and if it was, it happened because of the context of the 

research.  

 

In my work, as a decision all the material and all the information that was provided 

during the performance, was created, written and filmed by myself, and the only 

person that was seen was me. It created a feeling of isolation from the world outside, 

and even further as if there was no outside world. During the process, I have been 

working on my own most of the time, and produced all the material by myself with very 

simple and low-tech tools. Right from the beginning, I have found myself all alone, in 

my room, in the middle or in between lockdowns due to the spread of the pandemic, 

isolated from the world outside and trying to work on my project. The limitations 

resulting from Covid19, formed an interesting tension that made my research more 

relevant and stronger, since it added the idea of exploring touch without touch.  

 

So, in many ways and unintentionally, my project also came to be about isolation and 

solitude, and it brought me to the topic of solipsism, which is “a theory holding that 

the self can know nothing but its own modifications and that the self is the only 
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existent thing”.33 André Lepecki, writes in his book Exhausting Dance about the lonely 

male dancer body in closed spaces.34 In a chapter, in which he named with the title 

“Masculinity, Solipsism, Choreography”, Lepecki explores the way solipsism in 

choreography is reflected in philosophy and refers to the artists and choreographers 

Bruce Nauman, Juan Dominguez and Xavier Le Roy. In this chapter I will focus on Bruce 

Nauman’s studio experiments, which were video experiments in an isolated studio, as 

well as referring to Juan Dominguez’s performance AGSAMA. 

The physical experiments of the visual artist Bruce Nauman being conducted in his 

studio, addressed dance problems without him being a professional dancer himself, 

through the relation between language and movement. Nauman was taking simple 

everyday movements into a dance just by simply presenting them as a dance. Nauman’s 

videos were a suggestion for a dance that anybody can do. He explored verbal 

commands and the way they created physical projection, and the titles of the works 

implied what activity Nauman was doing or performing in the video. The strong bond 

between the language and the physical action also suggests that these experiments 

were not only dealing with dance but rather with the choreographic aspect in them. 

Nauman gave himself instructions, he wrote them down, and by doing that, he actually 

wrote the movements down, he choreographed them.  

All Nauman's experiments were documented in short videos “that disclose language 

acting on and through the body; they display how language mobilizes”.35 Nauman was 

repeating the instruction he gave himself in the title for a while, which emphasized that 

this was his dance vocabulary. In one of his videos, Walking in an Exaggerated Manner 

around the Perimeter of a Square (1967), Nauman created a square of masking tape on 

the studio’s floor, and he marked the halfway point at each side of the square, and 

moved on the different sides of the square.36 In this video, Nauman created two frames, 

the frame of the camera and the frame of the taping on the floor. Nauman touched the 

 
33Merriam- Webster Online, s.v. “Solipsism “, accessed April 4, 2022,  
https://www.merriam-webster.com/dictionary/solipsism 
34  André Lepecki, Exhausting Dance, (New-York: Routledge, 2006) 
35 André Lepecki, Exhausting Dance, 24 
36Bruce Nauman, Walking in an Exaggerated Manner around the Perimeter of a Square, Video, 1967, 
https://www.youtube.com/watch?v=pkxlIbuMbDU  

https://www.youtube.com/watch?v=pkxlIbuMbDU
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corners of the square with his feet in a specific rhythm, and by doing that created 

choreography. Nauman, in his studio’s films is moving in empty and derelict studios 

where he is exploring in an obsessive and rigorous way his isolated body in relation to 

movement, sound, space, masculinity, dance and language. 

 

In his book Lepecki refers to the philosopher Ludwig Wittgenstein’s brief reflection on 

Solipsism, who said that “the limits of my language mean the limits of my world”.37 This 

sentence enhances and clarifies Nauman’s relation to his Experiments’ titles as well as 

his movements. The assignment or the score that was outlined in the title of each video 

was Nauman’s limited movement vocabulary.  

 

Later on, Lepecki refers to the performance All Good Spies Are My Age (AGSAMA) 

created by the choreographer Juan Dominguez. In contrast to Nauman’s studio 

experiments, Dominguez’s piece is performed in front of an audience and shows: 

Masculine choreographic solipsism appears as the representation of a 
condition. Choreography as writing is hyperbolically displayed: almost all 
the audience and the choreographer do throughout the 70 minutes of 
the piece’s duration is to read a convoluted, obscure, self-centered 
narrative, whose pace is set by the choreographer’s will. Silently sitting 
at a desk in a room, Dominguez manipulates a series of small cards 
printed with sentences, paragraphs, or sometimes just one word, whose 
images he projects on a white screen next to him via a live feed from a 
small video camera on the desk.38  

This piece strengthens the idea that choreography is writing, and even connects to the 

idea of creating an imaginative choreography, as I presented earlier in this essay with 

score writing. During the piece Dominguez also shows pictures from different stages in 

his life. At one moment, Dominguez shows an image with two people appearing on 

them, which creates a disruption in the space that Dominguez immediately tries to 

cover: 

Unexpectedly, a disturbance in the accumulation of self-same images: 
one of the photos displays a second person. The unexpected eruption of 
the other is like a jolt. But before we can identify even the slightest 

 
37 André Lepecki, Exhausting Dance, 38. 
38 André Lepecki, Exhausting Dance, 35 
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contours of this other, Dominguez immediately covers his or her face 
with a card. The man at his desk, handling writing and images as a 
dance, remains the absolute and only center of all attention: ours and 
his.39  

This moment when Dominguez is covering the second person reveals the core of the 

dramaturgy of the piece that revolves around the lonely male performer in a closed 

space.  

 

My work, just like in these two examples that Lepecki mentions in his book, describes 

an isolated performer in an isolated world, where there is a strong relation between 

language and movement. Similar to the work of Nauman, I gave myself instructions and 

assignments, in which I explored in the isolated studio and documented myself in 

videos. Both the instruction scores and the titles I named my videos, as I described 

earlier in this essay, implied the task that I was performing. In my performance I used 

a specific movement and verbal vocabulary that defined the world I was working in. 

The limits of this vocabulary were the limits of the fictional world I created for myself.  

 

 

 

 

 

 

 

 

 

 

 

 
39André Lepecki, Exhausting Dance, 37 
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Touching Forms  

It seems as if it is a dream 

Confusing and unknown 

Strange and full of questions,   hesitations and hopes. 

Limitless  Repetitious   Childish  Poetic 

Shapeless and full of structures 

Going back and forth from reality to the screen 

And then back to the real life. 

Spreading all over trying to be in two different worlds at the same time.  

Are they real?   

or just movies inside my head?  

Words are moving around me;  

trying to catch them.    

The words are becoming geometric shapes  

in different dimensions,  

until they get the shape of arrows. 

I keep on following the words,  

and they show me the way to the writing desk,  

next to the window,  

where the sun usually comes in. 

Around me,    there are words in all kind of shapes and formats.  

My own library;  papers and essays,  books and plays, 

University and high school.  

Which I haven't opened lately,  

Waiting with patience to read 

A memory is appearing   

A memory of me as a child,  

spending hours in my room,   dancing and singing,  

creating movements and patterns 

without knowing what is technique or practice 

just doing and enjoying it 
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I try to catch it, to extend the moment  that slowly disappears. 

Back then,  everything was free and open,  everything was allowed.  

There was no technique.  

No “right”,  

 No “wrong”.  

Just my body in the space. 

Standing in my room    listening to the sound of the space 

The beginning of my journey      

   without trying to define that journey.  

Just dancing for myself.  

My room is the largest stage in the world 

A limitless stage  

My current room has become again my "studio" 

 it changed its form.  

It might not have a dancing floor       

It might be small but full  of what?   

Trying to catch everything in my palms,  

Trying to remember 

Trying to forget 

Trying to clean 

Trying to get dirty 

Trying to get rid of Habits and patterns.  

Being playful and serious. 

Allowing myself to be surprised and find a way  

I don't know where it is going to lead me to. 

a driving way 

stops on the way  

and the destination I wrote down  

Is the destination final?  

What is leading me?  

What is taking me forward?  

What allows me to lean back? 
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Is my body my compass?  

Is it my mind?  

Or my knowledge? 

My body can tell what I have no words for.  

Elongating and extending myself.  

Allowing new ideas and possibilities to come in.  

Allowing myself to be wrong and do mistakes. 

Expanding myself into new directions,  

New dimensions   techniques.  

Change the form 

Change my body my tool  

Timing 

Is it about the right timing?  

The quiet and the mess around me are telling me to stop running in my spot,  

to look inside,  

to break myself,  to break my thoughts,  to use this time to restart.  

Is it the right timing to restart? 

the "right timing" doesn't exist.  

How boundaries and restrictions force us to think and create differently?  

Embracing the changes in life and diving into an undefined space.  

A space that is created somewhere in between our screens  

every time we enter the link. 

Releasing and setting free ideas that might not be relevant  

not throwing them away- I can store them in the "basement",  

and maybe I will use them later on,  

or even recycle them in another project.  

Just like clothes and furniture,  one's bad ideas can be someone else's gold.  

We can no longer invent the wheel,  

it is fine to recycle or reformulate old ideas.  

This text was not only written,  but it was also choreographed 

Telling the words where to stand,  

how to move and which direction to send the readers' imagination to. 
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How can the form serve the content?  

How can I capture in words nonverbal ideas?  

Everything changes so quickly     instant.  

No need to rush   

watch the view through the window and dream 

Cherish the little casual moments   

 instead of being in a constant race.  

The dream has changed,  

the room has changed  

but the window stayed the same. 
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Epilogue  

My focus in this research was mostly towards the process and less towards the results 

or outcomes. The creative process was more about the action of looking through the 

window, rather than what I see or find through it. During the process, I asked many 

questions, important and relevant questions as well as big questions that I could never 

even try to answer. Some of the answers for the questions that I formulated along the 

way, were answered in my final presentation in an artistic form. Even though I did not 

aim at finding clear conclusions, I discovered several things during my process. 

 

Due to the pandemic, I discovered that I had to work mostly by myself and to find 

substitute for partners in my creative process. Since my project revolved around the 

relation between the body, touch and screen, using the touchscreen was natural and 

contributed a lot to my process. I discovered that choreography can be created 

between a human performer and a device such as a touchscreen. I discovered it by 

holding it, placing it, moving with it, relating to the content showed in it and mostly by 

considering it as a partner and not only as a tool. I explored the range of possibilities in 

the touchscreen from its physical functions up to considering it as a real dance partner. 

This idea of using the touchscreen as a dance partner enhanced the important role of 

the term solipsism in my work. Nevertheless, working with the touchscreen as a dance 

partner was only a partial substitute for a human partner in a creative process as well 

as on the stage. It was a solution for this specific project under the specific 

circumstances in which it was created. There was also a great importance to the 

material that was presented on the touchscreens. All the videos that I used were 

created and performed by me and actually represented me. Combining live 

performance with showing a video on a touchscreen made my understanding of the 

touchscreen as a stage even clearer, and opened up a discussion regarding what is real. 

Is the performer who stands on the stage real or is it the image that is seen on the 

screen?  

 

The interaction with the touchscreen creates movement both in the space, and inside 

the frame and creates a hybrid choreography between the human and the digital. The 
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meeting between the body and the touchscreen offers a variety of playful movements, 

and merges between HEREs and NOWs, between different times and spaces. The 

meeting between different times also opens up the discussion about the pandemic, the 

way it has affected us in the long run. It is important to point out how this period 

without touching each other has affected our mental and physical health, and the 

importance of hugging and being hugged, and of course of touching and being touched.  

 

My working methods have been developed during this research. I have created and 

developed my own working patterns that assisted me navigating between the role of 

the choreographer-director and the performer, and how to create a self-reflection after 

each working session in different kinds of mediums. I have learnt how to balance 

between listening to myself and listening to others, which strengthened my voice as an 

artist, and made me much more confident with my work. 

 

I have learnt that as long as I am curious and honest to my research, people who are 

watching it, will always find a way to identify with me and with my work. It is mostly 

about the precision, the confidence and trust in my work that invites people to enter 

and feel that they are welcomed.  

 

Touch in the way I have explored it in my research is also an approach, a way to work 

on themes. It has not always been the topic of my materials, but also the way I 

approached it and worked with it as a tool, in order to challenge myself and discover 

new things.  

 

In this process, I have also learnt a lot about the intersection between the human and 

the digital, and understood the proximity that exists between them. I have also found 

myself more and more interested in finding new ways and techniques to express 

myself. For example, through my video experiments I have learnt many 

cinematographic tools, that made me more curious about continuing and exploring 

them further and deeper.  
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The things that I have discovered and learnt during this research made me more curious 

to continue researching the intersection between practices and forms. I believe I will 

keep in touch with all the discoveries and understandings from this research in my 

future artistic and research projects. 
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