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KATIA YABPAMH (2014) Zoudou NusoAoudn: Xopusd. ABrva: DIAN (Leipd: Téxves — 7).
210 0. (ue eIkdves wal xopeutkd okitaa). ISBN 978-960-7222-539-6. Xaptdderstn
¢kboon. 16€!

H Kdua XaBpdun eival enikoupn kaBnyntpia Xoponoyias oto Tunua Beatpikwy Xnoudwv tou
Maveniotnuiou Matpwv Kar €xel NON dNPOCIEVOEl APKETES PEAETES OTN OEIPA «TEXVES» TOU
exdoukoU oikou DIAN: peta€u aAdwy, oxeukd pe tnv eddnvikn Kpaukn IxoAn 0pxnoTuKkns
Téxvns Kal tous kadAteéxves tou xopou Ntopa Todtoou kal Xapn Maviagouvn. To xopoBeatpo
e€aronouBel va anotenel €va and ta ongavukotepa epeuvnukd nedia twv eAAnvikwy Beatpl-
KWV 2noudwv, apou dev Bewpeital akdun autovonto 0T anotedel pop@en 106TuN tou Bedtpou,
T0U JouaikoU Bedtpou, Tou cwuatikou Bedtpou, Tou KoukAoBEatpou Kkal TNS NEPPOPUAVS, N
onoia evtaxBnke npdogata ato nAaialo ths eniothpns tou Bedtpou (BA. W. Puchner, Mia ewa-
yawyn atnv enatiun tou Bedtpou, ABrva, 2011, a. 59-70). Katd cuvéneia, didpopol nafaidte-
pol 10TopIkol Tou Bedtpou ayvooUv navieAws, yia napadelyua, tn xopoypaeikn kANPovouId
nou apnoe otnv EAAGSa n lo1dwpa Ntavkayv, pia poipa nou 1o xopoBEatpo tn poipdletal ev
MEPEI PUE TO JoUaIKkO BEatpo N akdpn Kal Ye 10 BEatpo akIwY, 10 0Moio o1 10TopIKoI Tou Be-
dtpou dpxioav va 1o Bewpolv akadnpaikd onuaviiko poAis Katd us tedeutaies dekaeties
(BA. W. Puchner, Das neugriechische Schattentheater Karagiozis [To veoedAnvusd Béatpo
oKV tou Kapaykédn], Mévaxo, 1975 enavérd. Biévvn, 2014). Itov katdnoyo pias €ékBeans
Mou 0pYyAvwaoe OUS apxes Tou alwva 1o Tunpa Beatpikwy noudwv tou Maveniotnyiou ABn-
vV und tn dievBuvan tns EAgvns Peood-Eupavound, pia opdda PeETantuxiakoy GoItntwy,
Uotepa ano enitania €peuva atny eAANVIKN XOPEUTIKN aknvh, evidniae touddxiotov 80 kan-
Aitexvikes opddes xopoU (E. Oeood-Eupavouna [emip.], Xopds kat Béatpo. And tnv Ntdvkav
0TS VEES XOpeUuTses oudbes, ABnva, 2004- BA. kai 1o oxeurod apBpo pou ato [lapdBaots 6, 2005,
0. 394-396]. Eva aAno £€pyo nou eixe avadBer 1o Tunpa Beatpikwy Lnoudmv oty ABnva Atav

1 To napov keipevo anotedel enfnvikh petagpacn tns BiRAiokpioias tou kaBnynth Walter Puchner, n onoia ényoaieu-
Bnke ato eniotnpovika nepiadiké [lapdBaats/Parabasis tou Tunpatos Beatpikcv Lnouddv tou Maveniotnyiou ABnvv
(top. 13/1). To Keipevo, ae petappaon tou Koopd Koopdnoudou, avadnuoaieletal €5 Pe TV ddeia Tou ouyypagéa
TOU YEPHAVIKOU NpwToTUNoU.
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n enefepyaoia kal ouvoAikh napoualaon tou apxeiou tns Paddous Mdvou, tnv onoia kai
udonoinoe n XpuadBeuis Ytapatonoudou-BaoiAdkou €neita and Yakpoxpovia €peuva Kal
epyaaia, and koivou, kai ndal, Ye pia opdda petantuxiakv portntav (Apxeio Paddous Mdvou. H
Jwr) Katto épyo s, ABriva, 2005, pe noAudpiBues eikdves). (s ek T0UTOU, NPENEI VA XAIPETIOTES
101aitepa 1o yeyovos OU pia eniothpwy tns XopoAoyias avadapfdvel tn geA€tn kal tn ouotn-
hauwkn ene€epyacia twv apxeiwv kal dAAwWY onPaviKkwy NPocWNIKOTATWY NS eAANVIKAS
X0peUTIkNS oknvns tou 200U alwva.

H avantugn tns téxvns tou xopoU ouvoEBnke noikiAotpdnws pe tnv eE€AIEN Twv napa-
OTaoewV €pywv Tou apxaiou eAANVIKoU peneptopiou, tns apxaias tpaywbdias kai 1diaitepa twv
KwUwOIWV Tou Apiatopavn — diadikaaia n onofa yvwploe anpavukn dvBnon katd tn didpkela
v Aedpikwv Eoptwv tns Euas Maduep kal tou Ayyedou 2ikediavou, nou apyotepa odnyn-
oav atov Beopd tou PeocuPBdan Endavpou. Lus napactdoels tou 200U aiwva 1o apxaio dpdpa
€X€El VO aVUUETWNIOEl hia oglpd ano npofAnuata: to ¢htnpa tns ETA@Paons, 1o ¢NTtNPa tns
kanUTepNs opatdINTas Katd us BPadivés NAPAcTACEIS PE TEXVNTO PWTIOUG, T0 (NTNPA nou
¢Betav ol paokes Kai n anayyeia, 16iws de 0 ENITOVIOPGS TWV XOPIKWV KAl N Kivnan tou Xo-
poU. Evw, tedikd, otnv UNOKPITIKA TEXVIKA TWV NPWTIAYWVIOTWY ENIKPATNOAV Katd 1o paAdov
N NTttov peandiotkd, tedetoupyikd N Aaoypagikd npdtuna, n andbdoon s kivnans tou Xopou
Kal Twv tpayoudliwy tou Napépelve oe Peyddo BaBuod npoBAnuatikh, agou dev undpeae va diaoa-
pnviotel p€oa ano apxalodoyikes n gionoyikes pedetes. Opeidoupe va deixvoupe €viovn
eneuAagn dtav ouoxetiCoupe Pe apxales NAPACTACEIS TS €IkOVES Mou BAEnoupe Ndvw o€
ayyeia (BA. us oxeukés peAétes tou Oliver Taplin kai tou YaBBa Moyou) Kal, enians, opeinoupe
va neplopidéuacte Yovo o€ noAU oUyKeKPIYEVA Napadeiyuata, apoU ol XOPEUTIKES (PIYOUPES
apopouV KUPIWS TEAETOUPYIKOUS XopoUs N, 6Nws Ba Tous ovouddape ONPEPT, KOIVWVIKOUS XO-
poUs (kukAikoUs xopous k.AN.J. 0 Xopods duws tns apxaias tpaywdias avantuxBnke Katd tpono
avanoyo pe aAnes HOPPES EVIEXVOU XxopoU- diapoppwvotav KaBe xpovo ek VEOU PEaa ano no-
Aupnves npoBes kal aoknoels ABnvaiwyv noAitwv und tn dietBuvan evés xopodiddakanou eva,
eninA€ov, €npene oe kKABe napdatacn va enideikvUel 101aitepn Npwtotunia, agou ol PIyoUpes
tou Xopou anotedodoav €va and ta kpithpia tns BEAREUONS TWV €pywV.

Méoa and autdv tov npofAnuatioud, nou avadeixBnke Kupiws ato PeotBdn tns Eni-
daupou kal apyodtepa oe dAAa Yépn yia va Kataotnael oe €tnala Baon anapaitnin tnv eu-
peon pias npaktikns Auans, avaduBnke pia yevid EAANvwy xopoypagwy, ol onofol avénafav
va avanwtouv pia véa Nnpoogyyion, epooov dev unnpxav kdnoia agioniota npowna. 1ows dev
eival tuxaio ou, and tnv Yatepn Apxaidtnta kal yeéxpl tov 190 alwva, ta xopikd napadeinovial
tedelws, dedopevou U anoteouyv, xwplis aupifodia, to nio duokono pEpos kaBe €pyou. Méoa
and v evaoxdéAnan tns Pe autév tov npofAnuatiopd dignpewe kar n Zoulou (KaAnionn)
NikoAoudn (1917—-2004). Hxopeutkn tns opdda, 1a «Xopikd», avéntue tn Hpactnpidtntd tns
ano 1o 1966 pexpi 1o 2003, 16iws 6€ and 1o 1966 pexpi 1o 1975, ondte n Aeitoupyia tns €npene
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va OTaPaTNOEl yia 0IkovopIkoUs Adyous. Ano to 1988 péxpl 1o 1990 ouvexiotnke npoowpivd n
dpaatnpidtnta tns opddas, evi N NANPECTEPA TeKkUNPIWUEVN Mepiodds tns ntav and to 1995
pexpr 1o 2003. Aiyo petd tov Bavato tns NikoAoudn, exkdoBnke €va AeUKwPa aPIEPWUEVO OTO
€pYo NS, eV 0TN auvéxela akodouBnoe aiwnn. To atafivounto apxeio tns puAidooetal ato
Mouaeio Mnevdakn atnv ABnva.

‘Exovtas katd vou autés Us nAnpo@opies kal autdy tov npoBAnuatioud, apxidel kaveis va
d1aBadel to KUpIo pepPos tou BiRAiou tns Kauas 2aBpdaun, 1o onoio xwpidetal oe dBUO PEPN: 10
NPWT0 HEPOS OKIaypaPel tn xopeutikn naidefa tns NikoAoudn kal tnv eNippon Nou SEXTNKE ano
aAAEes XOpoYPAPIKES NPOCWNIKOTNTES KAl TEXVOTPONIES, KABWS Kal TS ANOYEIS Nou aveéntute
n {610 oxeUKkA pe tnv €viatn tou XopoU o€ Napactdoels apxaias tpaywoias. 110 deUTepo YEPOS
napouaiddovial ol NANPECTEPA TEKUNPIWHEVES PATEIS KAl NAPAYWYES TNS OPAdAS «XOPIKA>»,
Katd us nepiddous 1966—1975 war 1995—2003. Akoun kal yeoa and auto to didAeiypa twv
€lKk0al €TV DIANIOTWVEl KAVEIS TNV anouaia KPATtKkNs UNOOTAPIENS MPOS TNV TEXVN TOU X0POoU.
Katd to xpoviko didatnua Nou NponynBnKe TNs oUyyPaAPNns TNS eEETAlOPEVNS Hovoypapias, ey-
Qaviotnkav povo pia petantuxiakn dinAwpatkn epyacia oto [laveniotnuio tou Surrey, tns 2te-
piavns TaivtdiAwvn, e titdo Zouzou Nikoloudi: A Greek Choreographer. Her Artistic Vision and
Contribution to the Greek Dance Theatre [ZoudoU Nusodoudn: Mwa EAAnviéa Xopoypdpos. To
KanAwexvisd tns Opaua kawn LupBonn s ato EAAnviuso XopoBéatpo] (1997), kabBws kai éva
uPNUKO AeUkwpa, Pe titdo Zoulou Nusodoudn / Zouzou Nikoloudi, 1917—2004 (ABhva, 2005).
0Odes o1 dAdes nAnpogopies tns pedetns nponABav aneuBeias ano 1o apxefo tns NikoAoudn
kal tn 01eBvn BiBAioypapia yia to xopoBeatpo tou 200U aiwva, énou 181aitepa 0 EKPPATTKAS
x0p0s [Ausdruckstanz] kai n puBuikh yupvaotkn [rhythmische Gymnastik] ¢6waoav npwtono-
plakd epeBiopata oto ouyxpovo Beatpo.

Kupiapxn petatu twv apxikwv enippowv s Nikodoudn otaBnke n popen tns KouAdas
lpdtoika, paBhtpias tou Jaques-Dalcroze oto XéAepaou tns leppavias kal tns Christine Bear
oto Ad€evunoupyk, Kovtd otn Bigvvn. H oxonn tns Mpdtoika enikevipwvotav otn puBuikn,
aokwvias kaBoplatkn enippon otn oUvBeon twv xopikwy ané tnv Eva MNdAuep kata tn didp-
kela twv Aedpikwv Eoptav («pws, puBuds kal nveUpas). Katayduevn and yepuavoitafikn
oikoyévela (Fix, Scassi) kai yeyadwpévn pe AutkG eknaideutikd NpoTUNa Kal KAAoIKA Pou-
oikn naideia (o natépas s eixe {noel Ndvw and eikoal xpdévia ato Mapiat), n NikoAoudn, ndn
NavipePEvn Kal UNtépa tecadpwy Naidiwy, eniokeéPtnke 10 1951 tn Zupixn yia va OUUPETAOXE
0€ €va X0peutKod oepivapio onou Ba 6idbaokav n Mary Wigman, n Rosalia Chladek, o Harald
Kreutzberg, n Anna Sokolow Kai o Kurt Jooss. Ekel punBnke ota yuoTiKa TOU EKPPATTIKOU XO-
poU Kal ToU yeppavikou eEnpealoviapoy, o onoios, onws efval yvwato, Baacidetal ous YeVIKES
apx€s tns unaptns evos kaBodikou puBuou. Etol, éva Eexwplotd TUNPa TOU NPWTOU PEPOUS
tou BiBAiou (0. 27 K.e.) anotedei pia ouvonukn avadpoun ous e€enitels Tou xopoU katd 1o
npwto p106 tou 200U alwva (6mou yivetar Adyos yia tn M. Graham, tov E. Jaques-Dalcroze, tov
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R. Laban, tov K. Jooss, tov H. Kreutzberg kai tn R. Chladek). And to 1959 péxpi 1o 1965 n
Nikodoudn 6idate otn oxodn xopou tns Koudas Mpdtoika, 6nou Kal dnuioUpPYNOE TS NPWTES
NS XOPOYypPaPies yla napactdoels apxafiou peneptopiou tou kaponou Kouv kal tou Takn Mou-
Cevidn, KaBws ouws Kkal atnv Auepikn. Apydtepa, to 1966, 16pUBnKke N Xxopeutikh TNs opdda
«Xopikd». Madi pe tov ouvBEtn Niknpdpo Pwta aveéntute pia epeuvnukn diadikaoia facioye-
VN atnv apxn tns «lpaktikns ws Epeuvas», ye akonod tnh ouvBeon twy TUNPATWY Tou Xopou Twy
apxafwv dpapdtwy. 2tnpIdduevn aTo TpINTUXo «Adyos — Jouaikn — kivnans, n iadikaoia autn
evidxBnke oto eknaldeutiko npdypappa tns NikoAoudn, 1o onoio napouaiddetal AENTOPEPWS
oto e€etalopevo BiAio (0. 50 k.€.). Méaa and tn ouvepyaaia tns pe tov Dalcroze, tov Carl Orff,
v [lpdtoika kar tnv Chladek, n Nikodoudn evipupd otn Bewpia tns KivaioBnukns evouvai-
oBnans, 6nou ol puBuoi tou owuatos (kapdiakos nadpds, avanvon, kivnan, odidia, Bnuat-
OpOs) Npénel va evapuovidovial pe tous puoikoUus puBuous (nuépa, vuxta, nadippoia, dunw-
). 0 xopds yivetal «evodpkwaon» NS PJoUdIkAS, 0To NAAiolo TNS onoias N eV 0wPatikotNTa
TOU XOPEUTN PETAPOPPVETAl O OMUKN NApACTacn tNS HOUCIKNS EKPPAans, n de kivnon oe
pouaiko nepifaniov. Ano noAAgs andyels, ol ouvaloBnUKEs autes Bewpies OXEUKA PE TNV
appovia twv puBuwv eival avtigtoixes tns aviiAnyns tou MAdtwva Kal Twv apxaiwv NoINtwyv
nepl pouoikns (Thrasybulos Georgiades, Musik und Rhythmus bei den Griechen [Mouauwsr)
Kat PuBuds twv EAAnvwv], AuBolpyo, 1958). 0aT600, 10 0UGTNPA KATAPTIONS TNS KIVNoNs TOU
owpatos ata xopikd tns NikoAoudn Baoidetar otn Autikn gouoikn napadoan.

210 0eUTEPO PUEPOS TNS Povoypapias napoucidovial ol PEUOVWHEVES XOPOypaPies Tou
Xopou o€ opiouéves napactdoels apxaiou dpdapatos (0. 69 k.€.), dnou ta péAn tou Xopou ega-
OKNBNKav 0TOV CUYXPOVIOPO Kal TNV EPUNVEIQ TOU KEIPEVOU, TOU Tpayoudioy Kal TS HOUCIKNS
o€ ouvbuaopo Pe Tov Xopd Kal TNy Kivnon Tou 0wpatos, Katd Tpono oPoIdUoPPO Kal ouval-
0Bnukd. Autd €yive, p€p’ eneiv, otnv nepigpnun napdataon twv apiato@avikwy OpviBwy tou
Kouv 1o 1962. Ooov apopd tnv anayyenia, n NikoAoUudn xpnaigonolel pia pop@n tou douatos,
adAdd pe dlapopetikous atoxous and 6,tu o Povtnpns: n opadikh anayyedia n 1o ogoPwVo Tpa-
youdI anoteAoUoe yia authy anAws €va PJEOo yia tnv eNiTeuEn Pias owpPatKkonoINPEVNS EVOU-
vaioBnaons yUpw ano tnv évvola twv A€€ewv Kkal tns pouaikns. 0 enitoviopos avanapaxBnke
HE TeXVIKG PEaa, evw Oev xpnalponoimBnkav addor pouaoikol 1 {wvtavn youoikn. AGyw o1Ko-
VOUIKWV DUOXEPEIWDV N opada «Xopika» dev Katdpepe va napaydyel kanoio €pyo ano t 1975
pexpl to 1988 kal and 1o 1990 pexpi 1o 1995. And to 1995 péxpr to 2003 enixopnynBnke and
10 Ynoupyeio MoAitiogou. Itn guvéxela tns govoypagias, Aoindv, avadvetal n yeBodonoyia
TV HePoVwPEVWY €pywv (0. 86 K.€.) —Ayauéuvwv (1968, e youaikn tou Nikngopou Potar
1988), «Moppés and tnv Opéateia» (1968, 1988), Euuevides (1967, 1988), Bdrkxes (1968,
1988), Upvibes (tou Kouv, 10 1960 Kal cuxvd Katd Ta PETENEITA XPOVIa)— CUOXETIoVTas TNV
eQQAvian tou xopeutn/nBonoiol (ws Npos to UAo, Th YAOKa, T0 KoaToUp!), TN XpPNan OkN-
VIKWOV QVUKEIJEVWY, TNS OKNVOYpPaQias kal t1ou Gwtopoy, cUPewva Pe TS AENTOUEPEIES
WV KIVNTIKWOV akonouBiv (KIVACEIS, 0TAOEIS), TNS HOUTIKAS KAl TNS OMTIKAS TNS €KPEAONS
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HEOW NS Kivnons Tou owpatos. Ta anoteAéopata autwy twv avanuoewy ouvoyidovial otn
ouvéxera tou BiBAiou (0. 114 Kk.€.].

ArxoAouBel to tpito pépos tou BiBAiou, To onoio katadauBavel oxedov To PIoo tns Ae-
nths ékdoons. MepidauBdver pia evotnta «Avti emniddyous (0. 119 K.e.)' pwtoypapies Twv
napactdoewv (0. 122 K.€.), ol onoies eival anoAUTWS anapaitntes yid va Ynopeéael Kaveis
va ndpel pia 10€a anod tn yayefa tns xopoypagikns éunveuons napaddnia pe ts nponyou-
peves avaduoels  tn BiBAloypagia (0. 139 Kk.€.), n onoia xwpiletar oe apxeia, KaBws kal e
eAAnvikn kai EevoyAwoan deutepoyevn BiBAioypapia (edw dev napatiBevial ektevids 0Aes
ol BIBAIoypaQIkés unoonpelwaels): kal, t€Aos, éva Napdptnya ato onoio napouaialoviar: 1) n
epyoypagia tns ouddas «Xopikd» katd us nepiddous 1966—1975 (napaywyés, napactdoers,
neplodeies, ouvBeon tns opdoas), 1988—1989 kai 1995—-2003 (ouvtedeatés, neplodeies, na-
pactdoels) (0. 153 K.€.)- 2] naputoUpes ToU xopoU 0€ OXEQN UE TN PJOUCIKNA Kal Tov AGY0 0Ta
xopIkd twv tpaywdidv Ayauéuvwv kal Bdkxes (0. 160 k.€.), o1 onoies divouv pia 18€a yia tov
1pono epyaoias kal npoagyyions tns NikoAoudn: 3) ouykekpidéva puBUIKG oxhuata ano ta apxaia
pétpa nou xpnaigonoinae n NikoAoUdn atn xopoypagia twv xopIkwv (0. 178 K.e.) 4] KpITKES
ano tov eAAnvIKo kai tov d1eBvn Tuno (o. 180 k.€.)+ 5) pia emotoAn ths Mary Wigman npos t
ZouCoU NikoAoudn (1856])- 6) aAAn aAdnAoypapia- 7) kpitukd oxdAia Kal pwrtoypagies ano
peaitdn xopou tns Zoudous Falh (NikoAowdn) pe tpayoudia tou Schubert kai tou Schumann
(1955) oto Béatpo KotonouAn «Rex» atnv ABnva.

lpdKertal yia pia eniotnPovika Kal e€aipetikd TeKPNPIWPEVN Yovoypapia e nAou-
ola BiBAioypagpia yupw and €va kepdnalo tns aUyxpovns eAANVIKAS 10TopIas Tou xopou Kal
s Beatponoyias nou dev €xel akopn agiodoynBei dedviws, agou 1o npdBAnua tou oxedia-
opoU tou XopoU ous napactdaels apxaiwv dpapdtwy, oto onofo eixe enikevipwBei n Zoulol
NikoAoudn, anotedel €va anod ta nmio euaioBnta (nthpata. Katd cuvenela, eival Npoeavns
n aupBonn tns NikodoUdn oe onuaviikés Napactdoels Tou apxaiou peneptopiou oe Béatpa
Katd 1o OeUtepo PIod tou 200U alwva. Lus geBodous tns KaAAITEXVIKAS TNS KaTdpuons, ONWS
Kal oUS Xopoypagies tns, aviavakAdtal n dieBvhas avantuEn tou ekPppactikoU Xopou PETE ToV
B' Maywoopio Monepo. 01 xopoypagies tns cuveBanav anogaaiourd otnv enituxia BpuAikov
napaotacewy, 6nws ntav ol Jpvibes tou Kouv, €pyo 1o onoio pnépeae va napakofouBnael o
piods nAavAtns. H 1otopia tns opddas «Xopika» avukatontpidel oav perPiey tv eAAnvikn
eknaldeutikn Kal noAItiotknh noArtkn. Xdpis otnv npwtoBoudia tns Katias XaBpdun, yias Ka-
TAPUOPEVNS ENICTNPOVA ToU X0poU, unopel kavels va eAnidel du Ba ouvexiotel n npoonaBeia
atioddynons tns ouyxpovns eAANVIKNAS 10TOPIAS TOU XopoU, Xwpis tnv onoia kaBe 1otopia tou
ouyxpovou enAnvikoU Bedtpou napapevel eAAIMAS.

WALTER PUCHNER
UNIVERSITY OF ATHENS
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MAXINE SHEETS-JOHNSTONE (1966, 1979, 1980, 2015) The Phenomenology of
Dance. Fiftieth Anniversary Edition. Foreword by Merce Cunningham. Philadel-
phia, Pennsylvania: Temple University Press. 140 pp. ISBN 978-1-4399-1261-4.
Hardcover.£61.00.

The third re-edition of The Phenomenology of Dance celebrates the book's fiftieth anniversary,
since its first publication in 1966. The volume contains the original Foreword by Merce Cunning-
ham, as well as Maxine Sheets-Johnstone's Preface to both its second (1979) and present edi-
tions.

By now a classic read for dancers, students, theorists, educators and choreographers
alike, The Phenomenology of Dance has introduced phenomenological methodology as an ana-
lytical tool offering insights into the “lived experience of dance”. Moving beyond the description
of dance as "“movement in time and space”, Sheets-Johnstone examines dance as a “complete
and unified phenomenon”, a dynamic flow of force, which generates (and dissolves) its own
space and time as it is being created.

Divided into eleven chapters, the book explores the importance of a phenomenological
study of the consciousness of movement for the creation, performance and study of dance.
The analytical focus is on dance “as a totality with intrinsic structures” and as a “global phenom-
enon”, as well as on the "immediate encounter with dance as both a formed and performed art”
(p. 5). As Sheets-Johnstone notes in her Preface to the Second Edition, the book mainly focuses
on symbolic dances, which dominated the field at the time of its writing, while her subsequent
works also tackle later evolutions in dance. Still, its core concepts are pertinent to the develop-
ments in dance, from the 1960s, with Merce Cunningham and the Judson Church's experimenta-
tions, to the vast scene of today. Perhaps this was also what prompted Cunningham to write a
foreword to the initial edition, underlining the book's importance for a better understanding of
dance “in its own necessity, not so much as a representation of the moving world, rather than as
a part of it with inherent springs" (p. ix).

Starting with a brief discussion on the perception of dance, in Chapter 1, Sheets-Johnstone
distinguishes the lived experience from a reflective account of the dance and introduces the
dancer as the "implicitly aware moving center of the form” (p. 3). This idea is further elaborated
in Chapter 2, giving a phenomenological account of spatiality and temporality, as inherent struc-
tures of the human consciousness-body, founded on the “pre-reflective awareness of oneself
as he lives" (p. 12). As an ekstatic being, the consciousness-body comprises a temporality and
spatiality in itself, always in flight from its presence. In the same way, dance is (or should be)

Tzartzani, loanna. Review of The Phenomenology of Dance by Maxine Sheets-Johnstone, Choros International 76
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perceived intuitively as it unfolds in front of the spectator, before any attempt for reflective
analysis and critical evaluation of its form.

Departing from Susanne Langer's description of dance as an illusion of force,? Sheets-
Johnstone discusses, in Chapter 3, dance as a virtual force, particularized by its very specific
organization of spatiality and temporality. Chapter 4 further elaborates on the interrelated and
mutually influential qualities of virtual force: tensional, linear, areal and projectional qualities
constitute its plastic components insofar as they are freely created and developed according
to the demands of the form (p. 39).

Chapters 5 and 6 focus on abstraction and expression, “inherent in the creation of a sym-
bolic form" (p. 47). Abstraction of feelings and of movement, in symbolic dance, gives it
significance “in and of itself". The meaning of the symbolic dance, intrinsic to it, can neither be
“read” in distinct gestures nor in their cumulative sum. Since dance appears as a dynamic
form in-the-making, at the moment of its creation and presentation, its import is similarly
dynamic, acknowledging the diasporic nature of the form. There is no division between form
and expression: a “cohesive meaning is reflected by a presentationally cohesive form", cre-
ated, performed and intuited as a “perpetual revelation of sheer force” (p. 64).

Having elucidated the qualities or plastic components of symbolic dance, comprising
an illusion of force, Sheets-Johnstone revisits the discourse on temporality and spatiality as
bound to one another in and through movement, in reference to the dynamic structure of
the dance. In Chapter 7, the dynamic line is conversed as an overarching projection, or flow,
of force(s) from a beginning point (p. 71), unique to each dance and shaped by the dance’s
particular organization of forces. As spatially unified and temporally continuous, the dynamic
line can be evaluated by the dancer/creator as mirrored in a vocalized or inwardly heard dy-
namic line (pp. 70—71). The role of breathing is also acknowledged in the chapter, although
in her Preface to the Second Edition the author has expressed her intention to further reflect
upon it in her more recent inquiries. Chapter 8 advances the discussion on the role of the
vocalized line in relation to rhythm. The vocalized dynamic line reflects the changes that
occur in the qualitative structure of the movement with each revelation of force. While the
rhythmic structure is reflectively perceived, the dynamic line is intuited (p. 86). As the au-
thor argues, even as a set, specific structure, the rhythmic structure — its tempo, durations
and accentual patterns — is subordinate to the dynamic line (pp. 87—88]).

Returning to the spatialization of force in dance and its emergence as a visual-kinetic
phenomenon, Chapter 9 reflects on the imaginative space of dance, as “an intentional object of

2 Susanne K. Langer, Feeling and Form. New York: Charles Scribner's Sons, 1953.
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consciousness': an intentional mental representation of an absent (unreal) object of an “immediate
and absolute appearance”. In that respect, the mental image of the body in movement differs
from the body schema, through which we apprehend the spatial presence of our bodies. Further-
more, the imperative for a scientific distinction between proprioception and kinesthesia, as well
as the problematic alliance between bodily schema and pathology and their implications on
the art and study of dance are discussed in the Preface to the Fiftieth Anniversary Edition of
The Phenomenology of Dance with reference to the author's later research.

Throughout the book, Sheets-Johnstone expresses her acute interest in dance education
(as well as in the role of dance within education) and the ways in which phenomenology can
highlight dance's intrinsic educational values and enhance its inherent creativity, rather than
“sacrificing” dance in the altar of education. The final two chapters make a case for the value
of creative intelligence and the need for dance to be seen (and evaluated) as an aesthetic
activity, an end in itself, rather than as a means to individual growth, productive living, sociali-
zationandso on (p. 118). The author underlines the need for closer interaction between dance
educators and professional dancers, and highlights the role of a phenomenological analysis
in distinguishing dance from movement, reinstating the first in academia, as a formed and
performed art.

This anniversary edition offered the author yet another chance to revisit her original
text. While her latest preface offers her readers an insight into Sheets-Johnstone's broad-
ened interests, as well as on refinements and even re-evaluations of her early work during
her career — often in accordance with wider shifts within the dance field, both creatively and
epistemologically —, it seems important to still have the original study intact. As the author
herself notes, it testifies of a very different time in dance affairs and literature. However, as
her peers have repeatedly stated, The Phenomenology of Dance has been a book ahead of its
time, still a key-read today, not just about what phenomenology can contribute to dance, but
also about what dance has to offer in any philosophical study of the lived experience.

|OANNA TZARTZANI
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