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Abstract

This document describes and analyses the process of research and production for

the experimental play Via Marina: A woman’s journey. Based on a personal experience
between the Mexican and the Canadian lifestyles, Via Marina presents a vision toward
the benefits of transdisciplinarity for the stage. By definition, transdisciplinarity is a new
approach marked by the rapid advance of technology that seeks to create new areas of
knowledge working between, across and beyond disciplines. For my Master’s project I
experimented among New Media, Women’s Studies and Theatre Arts to learn to
intertwine these disciplines on stage by creating a theatrical production based on a
transdisciplinary technique. As a result of two-years of practical and theoretical research,
the creation of the production Via Marina tries to break the conventional theatre forms
using a transdisciplinary mixture of video, dance and feminist exploration of gender
roles. It is just the beginning of the development of a new language transcending

disciplines in my work as actress, director, artist - woman.
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1. Introduction

Throughout my career 1 have been interested in the integration of artistic
disciplines to find new expressions on stage while not losing the basics of performance. I
have worked on shows of music, dance and video reflecting emotions and thoughts to
express significant moments in our lives. As a result, | became an interdisciplinary
actress and director gathering ideas along side of various artists. However, I wanted to
move forward and see what other results I could achieve by combining different
disciplines. For instance, what would happen if I not only participate with a scientist, a
philosopher or a sculptor in a performance, but I also acquire the essential elements of
their disciplines? How could I express an emotion on stage through a computer? I live in
a technological revolution that is evolving and rapidly transcending the interaction of
disciplines into a deeper field of knowledge. Interdisciplinarity is evolving into
transdisciplinarity. A term that not only gathers but crosses the disciplines providing new
results, “its goal is the understanding of the present world, of which one of the
imperatives is the unity of knowledge™ (Nicolescu 3). Would I be able to create a new
approach by transgressing the disciplines? Does transdisciplinarity relate only to science
and other disciplines? Would it be possible to apply this method only between artistic
disciplines?

The goal of my Master’s program consisted of transforming the different
resources that intervene in the mounting of a play to obtain alternatives of artistic
expression based on a transdisciplinary movement in contemporary theatre. To do so,
during the course of two years I worked on the creation and direction of a

transdisciplinary play based on Mexican and Canadian societies bringing out the points of



view of men toward the feminist movement of today. The purpose was to involve
different doctrines on feminism in the creation of the story that would interact with New
Media elements on stage. By choosing these three disciplines —-Women's Studies, New
Media and Theatre - I would be creating a transdisciplinary product that would generate
alternatives of theatrical expression.

Consequently, my supervisor and I planned a study program that would support
these goals. In the first year of studies, I worked on an independent course called New
Media in Live Performance facilitated by Lisa Doolittle and Daniela Sirbu in which 1 did
research on video and stage productions learning the new media language while also
auditing a basic course with Gerald Prost called New Media Technology. During this
time I interacted with a compilation of videos, readings and practical experiments which
led to a brief video work exploring the new tools acquired. The next term was made up of
a Voice and Movement Studio with Lisa Doolittle and Doug McArthur, a practical study
of different techniques to establish voice and body as one. In this course | presented a
monologue from A Midsummer Night’s Dream and two short scenes from The Tempest
by Shakespeare. Also during this second term, I participated in an independent study with
Carol Williams and Shelley Scott called Feminism in the Arts in Canada and Mexico that
was supported by Williams’ class Feminist Theory. In this class, I participated in a radio
series by producing two shows on the university radio station exposing important female
figures throughout Canadian and Mexican history. And finally in 2005, my third
semester, | studied Choreography with Lisa Dooliftle and learned different techniques for
producing movement, using the scenic space, and being creative. In addition, I was in

charge of a Collective Creation Workshop, working toward the final production of my



proposal. I worked with four drama students presenting two brief scenes and we also
opened a session to external artists in order to gather different views on corporal
movement surrounding gender issues. Each class taken set a series of question that led
me to develop an analytical process, helping me to create transdisciplinary statements. By
going beyond Theatre Arts to ¢ross into New Media and Women's Studies, a trans-
artistic experience arose in between these three disciplines developed by the differences
and similarities of each one. This experience generated a transdisciplinary foundation that
helped me construct the script of the final play.

Taking the most important elements of each class, in the summer of 2005, |
started working toward the theatrical production that would be the result of my research.

This document describes the theoretical work base for the creation of the show Via

Marina: A women’s journey. It describes the definition of transdisciplinarity and the
research [ completed in New Media, Women’s Studies and Choreography - disciplines
that were chosen for this project. I also explain the creative process experienced
throughout my two years of study including the collective creation workshop, a detailed
explanation on how the ideas became tangible, the video production, and the
choreography process, which led towards the show. And finally, chapter four illustrates
the production design developed for the final play.

This journey toward a transdisciplinary language developed a passion of
discovery and exploration that strengthened my artistic constitution. By observing
different cultures, different ideas, different languages and different climates I now have a
better understanding of who I am, who I want to be and who can I be in the broad world

of art.



2. Transdiscipline: The new expression

Knowledge is a treasure sought by many. As Francois Taddai says: “No discipline
knows more than all disciplines™ (Nowotny 1). By blending perspectives through several
disciplines new areas of knowledge come alive in a century where technology is one of
the means of expression. For example, in today’s university programs one can find
“environmental psychology (which may involve psychology, sociclogy, geography and
architecture); cultural geography (that may encompass geography, sociology and
anthropology); neuroscience (may involve psychology, biology and computer science)”
(Ramadier 1). It is imperative nowadays to be willing to understand different concepts
that could feed the old structures into an open range of possibilities for the resolution of a
problem. As the disciplines share their basic formulas a new approach arose at the end of
the 20" century: transdisciplinarity. Basarab Nicolescu' explains that “transdisciplinarity
concerns that which is at once between the disciplines, across the different disciplines,
and beyond all discipline. Its goal is the understanding of the present world, of which one
of the imperatives is the unity of knowledge™ (3). In other words, transdisciplinarity is the
result of the merging of different areas of knowledge giving as a result a new one:
A+B+C = X

Transdisciplinarity requires new modes of collaboration and interaction between
researchers leading to qualities and skills of communication, synthesis and teamwork that
produce a transdisciplinary language (Russell 1). Furthermore, Jozef Colpaert states that
we do not only need interdisciplinary teams, but that we also need “transdisciplinary
concepts that serve to unify the knowledge being applied from areas that cut across the

trenches that mark traditional disciplinary boundaries [Francois, 2002, paraphrasing Peter



Checkland]” (470). By doing so, a new theoretical framework arises in each discipline
giving space to creativity, imagination and discovery.
Art in the past century has also been borrowing elements of different disciplines

creating as a result new ones. What was marked in Aristotle’s Poetics with the statement

“the differences in the arts are defined by how we do this imitation™ (4), is now difficuit
to distinguish due to the merging of artistic disciplines. “The indispensable need for
bridges between the different disciplines is attested to by interdisciplinarity around the
middle of the 20™ century” (Nicolescu 2). For instance, sculpture transforms into
installations, paintings into photography, photography into films, radio into internet. Not
only that but also in time, disciplines started to gather themselves forming new ones like
Theatre, Dance and Visual Arts creating Performance Art; Theatre, Dance and Visual Art
into Physical Theatre; Television and Art into Video Art; Computers with Animation
producing 3D computer animation and so on. The integration of the arts came as a result
of the basic need to gain knowledge of different methodologies and to experiment with it
through personal expressions. Stated by musician Tod Machover “our art, and our
aesthetic visions, serve to convey our truest knowledge of the world we live in, of our
own times, and of our hopes for the future™ (5).

Thus, [ decided to approach my theatre arts vision with languages I could reach in
the short period of two years. By studying two different disciplines that could transect my
ideas on stage, I would be able to accomplish a transdisciplinary result that would bring a
new approach to the theatrical arts. Therefore I chose to learn the video basics - a modern
language that not only would enrich the aesthetics of this project but would also provide

me with new abilities for future productions. Alternatively, I wanted to understand the



feminist movement where I grew up and create a story based on this study that would
allow social input in the play. Moreover, I would be able to deepen my knowledge in
Physical Theatre and allow these two disciplines to converge in a common space: the
stage. Next, I will give a brief description of the study completed during this period of
time towards the understanding of New Media, Women’s Studies and Physical Theatre

and how I merged these to convey transdisciplinary aesthetics.

2.1 New Media.

I think that artists got to keep track of new techrnology.
They should exploit it - transform it, because technology is an agent of change.
It creates new styles and transforms the old.
{Robert Lepage, The Seven Faces of Robert Lepage, video)

Technology has become a great influence in society creating a new way of life in
the 20" century that has transformed every aspect of our lifestyle. For instance, children
will now be seated quietly for a 3 hour trip watching a movie or playing a video game
while their parents are driving a 4 wheel car on a smooth road. Contrast this with the
journey my great-grandmother had to make when our family needed to trave! for supplies
from the farm to the city at the end of the 19® century. The technological Revolution that
started with a simple black box called Daguerreotype? in 1839 has evolved into
“numerical representations as collections of discrete samples known as pixels”
(Manovich 30). Computers are an enormous influence that transformed verbal and non-
verbal communication in society. According to Michael Rush, the history of New Media
has yet to be written, “largely because it is always developing™ (9). Since the 1980s,
artists all over the world have been exploring new forms of ex-pression using computers

as a tool. Today’s technology is allowing the generation of an electronic movement



where artists are creating a new approach. As musician Todd Machover describes it:

Technology is particularly well-suited to helping us express such a

paradoxical aesthetic vision. As a medium, technology — especially

compuier based- 1s neutral, imposing no physical constraints on materials

used, or on manipulations or transformations of that material. In this sense,

technology represents a sort of meta-system that can serve to relate and

organize objects or categories otherwise distinct in the physical world. (6)
Similarly for video artist Bill Viola “technology is simultaneously the obstacle and the
path to realizing the impetus that drives one to express one self” (4). This compatibility
between artists and technology made possible a new generation of art-work built by the
incorporation of art techniques into a computer software.

For artists, the capacity that computers have nowadays has opened a wide range
of options to develop art. In Viola’s words, “yes, video is the medium of choice for both
creating art and narrating alternative history, and it’s now in the hands of the people, and
that’s exciting” (5). This accessibility of computer software has encouraged artists to get
involved in Video Art, Video Installation Art, Performance Art, Digital Art, Electronic
Music, Interdisciplinary Collaborations among others. Though New Media embraces
many artistic fields, for my project I decided that video and digital photography would be
used to transcend theatre language because of the visual sense of intimacy they create, the
conceptual thinking they can portray, the fact they are a “manageable means to
communicate personal messages” (Rush 108) and because I have seen the power of the
visual manifestations of theatrical arts, and am profoundly interested in investigating their
further use in live theatre settings.

Thus, I began studying the magical realism of Pedro Meyer, a Spanish borm

Mexican digital photographer who used Photoshop software to create a surreal



environment in his work. “Meyer’s approach comes out of a critical reflection about the
nature of the photographic medium and the mutation from its photo-chemical origin or its

electronic stage™ (quoted in Meyer 9).

Fig. 1. Pedro Meyer. The Temptation of the Angel. Mexico, 1991.
Meyer’s computer definition is seen as “electronic edifices, which allow us to enter new
spaces and witness things never heard, nor seen, nor even dreamed of” (108).
According to Meyer, he was able to restore the picture to his own memory making visual
what actually happened (110). The fantasy placed in an ordinary space to create a
dreamlike image, appeals to my Mexican identity. Because of this, Pedro Meyer’s
technique of photographic manipulation, taught me a new surrealistic approach to the

development of my video production, which will be described later on in this document.



Fig. 2. Pedro Meyer. The explosion of the Green Chairs. Oaxaca-Mexico, 1991.
Another exceptional media artist I took as reference was Laurie Anderson.

Originally from Chicago, Anderson developed her artistic language by being a violin
player, sculpting, doing street performance, installations, composing, singing, and story-
telling. She became the first resident artist in NASA producing the solo performance
piece The End of the Moon that was presented in January, 2005 at the One Yellow
Rabbit’s High Performance Rodeo in Calgary. Kime states that as a “multi-layered
format that incorporated visuals, spoken word, lyrics, music and choreography,
Anderson’s primary concern has always been to invent, or create a performance, that has
something beyond plain theatre, whether through technological or inventory means™ (9-
10). The subject of the majority of Anderson’s performances is related to communication.
From her story-telling to the visuals, Anderson articulates the benefits and faults of
today’s means of expressions. According 10 Van Dorton, in Anderson’s use of “paradox,
collage and reflexiveness, she explores her obsessive fascination with language and its
failure to communicate our most basic fears, longings, and sensory impressions” (6). In
doing so, Anderson creates characters, scenarios and music allowing them to touch the

audience with a specific issue either social or political. In her own words she states: “I



have the sense that people are very restless these days, and that's always a good sign.
Because it means they're questioning and some of the answers are making them
uncomfortable, and that's the only way things ever get better on a large scale” (Anderson
quoted in Ross 35).

In most of her works for example, Anderson’s representation of the female body
and voice is an obvious protest to the way society employs it as a form for profit. Using
technological means, she embodies a neutral being covering up the womanly attributes
and lowering her voice. Along with the effect of presenting a neutral symbol to criticize

society, her body responds to repeated movement creating a smooth atmosphere within

the show, such as in Home of the Brave. As Birringer describes her, in the beginning of
this film “she masks her female gender by performing a more androgynous, uncertain,
and in between body, when she enters with a violin and bow completely hidden in a
white astronaut’s suit.” (65) In addition, Anderson’s performances incorporate high
technology in order to critique the influence of it in society. According to Kime “she does
not just use technology to create a non-literal performance, she is using artistic expression
to portray the story she wants to communicate, and something that Goldberg maintains is
the accepted medium for performance art™ (10).

The film, Home of the Brave. had as a priority the creation of an art piece through

experimentation with the technology available in those days (1980s). Anderson not only
achieved this goal, but also the film’s technological innovation became a breakthrough.
By using the numerology 0 and 1, in a very clever way, she presented the beginning of a
computer-based society combining it with rhythm and voice: “Not so much space in

between us” she mentions in the film. From her electro-acoustic violin, the costumes, the

10



screen, the lyrics and the corporal movement, Anderson created the beginning of an
original form of art: multimedia. As she describes it in the video magazine ART/NY to
Paul Tschinkel, “my work critiques technology. I don’t hate technology. It’s a love and
hate relationship™.
Laurie Anderson is an artist that through time has been able to transgress
boundaries in order to express herself. Done through old or new media, the importance of
any kind of performance depends on the artist’s need for expression. Anderson is a
transdisciplinary artist who achieves transdisciplinarity by melting technology, music,
storytelling and dance on stage, in order to express communication issues, feminism, and
political issues to an audience,
A final example of transdisciplinary new media artists are visual artist Victor
Pilon and theatrical artist Michael Lemiuex who in 1983 founded 4D Art, a company that
combines New Media in stage production, creating holograms and visual effects in their
shows. In their words:
For 4D art, the multidisciplinary arts are primarily a medium of integration
through which the artist searches out the relationships between things, the
bonds that unite all forms of artistic expression. Our procedure led us to
the creation of a sort of hybrid performances that brings together the real
and the virtual, that merges the performing arts and new media. We are
seeking to render invisible borders that separate the numerous forms of
artistic expression such as performance, scenography, cinema, video,
dance, poetry, the visual arts, lighting design, music and sound
explorations (Mandate 1).

Along with choreographers/dancers Pierre-Paul Savoie and Jeff Hall, they created the

dance production called Poles which offered:
...a parallel portrait of two unrooted beings, two silhouettes merging into a
fabulous universe each confronted by their differences. The piece twists

and turns among the metaphoric lives of these individuals’ duality,
fragility, hope and tolerance. A strange encounter reveals poetry and
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magic, a glimpse into the riches of the human soul (Poles 1).
By creating a choreography based on the abstract shape of emotions, Poles presents two
dancers interacting with a holographic image to emphasize the duality of the self. The
result is a hybrid dance performance that combines video and holograms presenting two
realities on stage: the real and the virtual. 4D Art is also seeking transdisciplinary results
giving me insight into important elements of the use of projections and integration of
these with performers while using the stage as mediator for both languages.

Meyer’s photography that creates a poetical environment of the Mexican culture,
Anderson’s works that embodies today’s technological revolution by narrative, music and
characterization and 4D Art’s hybrid explorations on stage that interact with video
images and live performance are some of the artistic work I used as a reference for the

video creation for my production.

2.2 Women in Canadian and Mexican Performance Arts

Theories are ideas- everyone has them- and new ideas are formed all the time.
(Devon Abbot Mihesuah, Indigenous American Women, 27)

In the fall of 2004 I did an independent study of Canadian and Mexican Women
Artists supervised by Carol Williams and Shelley Scott and I also audited Feminist
Theory with Professor Williams to learn more about the women’s movement. It was here
I learned about Elizabeth Cady Stanton, Susan B. Anthony, and Ida Wells Barnet from
the United States. Their activism in the 19" century allowed the next generations of
women to speak out on their rights as women. [ learned about Anna Mae Aquash’s work
in the American Indian Movement (AIM) and of her murder in 1976, still unsolved. I also

restudied the work of Sor Juana Inés de La Cruz in Mexico in the 17" century, whose
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poems are a constant questioning of the role of women among society. During this period
of time, I became aware of the sacrifice made by remarkable women through out history
who have contributed to my freedom.

Since the 1970s women have expressed themselves “to demand equal rights with
men, agitating especially on four basic issues: equal pay, equal education and
opportunity, twenty-four hour nurseries and reproductive rights and control” (Aston 40).
Though legally these issues have been slowly addressed, the reality concealed under the
legal papers is still somehow different. In theatre, for example, feminists started to create
their own spaces in which “they could explore women’s issues in a more developed way”
(Aston 41) underlying the irregularities of the issues named above. Hale states that
Canada has been in a particularly advantageous position to engender feminist art due to
the co-emergence of Canadian nationalism and feminism in the late 1960s. Most of the
plays produced in Canada had few roles for women, such as the plays written by Harold
Pinter, Neil Simon, Chekov, Shakespeare, and in these works “women were represented
as ‘belonging’ to men” (Aston 42). In reaction to this lack of opportunity, women turned
to the creation of collective plays where women artists could “de-emphasize
specialization, breaking down the hierarchical structure of traditional theatre™ (Hale 82).
Some women employed the Brechtian A-effect’ because the political theatre produced
and therefore used by feminist performers caused a visible gap between the “real” and the
representational in a “not that”, resistant style of playing (Aston 43). Feminists replaced
Brecht’s model of class with gender. In addition, the number of women playwrights has
increased, “since in the late 1980s and early 1990s, theatre became one of the most

exciting areas of feminist practice™ (Aston 39). By becoming the playwright, women
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capture power, since “they do not have to work on a *big daddy’ script. Women have now

the opportunity to practice theatre collaboratively and democratically” (Aston 50-51).

The Canadian playwright Banuta Rubess said:
I discovered that there were no scripts or roles | wanted to play.
Eventually the acting choice become the least attractive, compared to
writing and directing, because any actor is vulnerable to another’s will.
I’ve almost only acted within collective creations. In other words, I’ve had
an input and I’ve retained all my dignity and independence. I've never felt
like just a puppet (Quoted in Much 54).

Banuta Rubess participated in one of the most important feminist gatherings in Canada,

Nightwood Company, which since the year 1979 has been working on the production of

Canadian innovative theatre by doing it through collective creation. Such is the case of

the play This for yvou Anna: A Spectacle of Revenge by Banuta Rubess, Ann-Marie

MacDonald, Maureen White, Suzanne Khuri, Aida Jordao and Patricia Nichols. The
Anna Project, which was also mounted by University of Lethbridge students directed by
Shelley Scott in 2004, presents the true story of a woman who killed her daughter’s
assassin. The mother is divided into four characters that play in and out through
symbolism her thoughts, feelings and actions. In my opinion, one of the strongest
symbols of the play is the glass of milk to which the main character alludes through out
the play. Only at the end did I realize that the milk symbolized the blood of her daughter,
which is spilled in the last scene. Presented as a puzzle solved at the end of the show,

This is for you Anna represents the lack of justice women have in today’s society.

Moving to the middle of the American Continent, justice is also a theme taken by
Mexican theatre in the past decade. Mexican feminists have also adopted collective
creation as a specific form to express gender, abortion and equality issues. Moreover,

women artists focus on the political issues creating stereotypical characters to emphasize
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the humor and allow the audience to laugh about their tragic political matters. The
Mexican Cabaret is a very popular kind of theatre performed in a regular bar as a satire
against the current context of political, social and economic 1ssues. Today, the Mexican
Cabaret is living through the works of Tito Vasconcelos — in a drag-queen format, Astrid
Hadad who holds ranchero shows wearing colorful self designed costumes, and Jesusa
Rodriguez and Liliana Felipe who 14 years ago opened a “cultural’ bar called “El
Habito”, in the popular location of Coyacan in the south of Mexico City. Jesusa
Rodriguez and Liliana Felipe have produced approximately 400 shows in this theatre bar
(El Habito 1). Every month people can see a different play exposing a particular issue in
Mexican or international society. Their work takes a stand for the homosexual
community; criticizes the political context of Mexican, American, and world events; and

expresses social issues including women’s issues. For instance, The Genetic Pastorela’: It

was a girl (1992) was a play where she presented Jesus as girl (which becomes Jesusa),
including herself in the actual political events of the 1990s in Mexico, while playing with

the controversial issue of science being equal to God. She also created Human Rights:

The husband arrived by DHL (1990): and Donna Giovanni adapted from the opera Don

Giovanni of Mozart, to name a few.

In the 1970s the feminist movement everywhere was manifested “on the streets,
with demonstrations against the oppression of women” (Case 17). “Feminists made
‘spectacles’ of themselves to object to how women were objectified in dominant social
and cultural systems of representation” (Aston 41). An example is the ad created by
feminist artist Lynda Benglis from the November issue of Art Forum in 1974. [t was a

picture of herself naked, covered with oil to underline the curves of the body while

15



grabbing a long penis with her right hand. The ad created controversy between the
feminist and the artistic community because of the playboy image she expresses in the
picture because “American feminists tended to frame pornography as oppressive if not
outright dangerous to women” Benglis was a self-described satirist of “the art-star
system, and the way artist use themselves, their persona, to sell work” (Meyer R. 73-74).
Although made with a different intention, Benglis’s ad portrays a controversial taboo in
society: sexuality, eroticism, power and transgender, creating a strong reaction in all who
viewed it.

In her video on performance art, Tanya Mars describes her work “with a sense of
humor, a sense of play, a questioning of what happens in the politics, socially in my
environment” (Mars). After creating a series of street and gallery performance,
emphasizing a woman’s role in society, Mars got involved in the making of experimental

theatre creating the stage play called Theatre Picnic in the reel. In this work, she

characterizes three feminist archetypes: Queen Elizabeth, chosen by Mars because
“feminists today are [as Queen Elizabeth] also given out a lot” (Mars) - the queen, as
Mars sees it, is a figure of power; Mae West, because of her “female sexuality and
desire”; and Alice in Wonderland who instead of looking for the rabbit is looking “for her
lost penis and in doing so she runs into Freud among other characters™ (Mars).

In Mexico, one of the pioneers of feminist performance art is Maris Bustamante.
At the end of the 1970s, Bustamante joined a performing group called El No-Grupo (The
Not-group), creating a performative display every year which resulted in over 300
performances. Bustamante is well known for the use of her own image as object and

subject of her work, the reiteration of iconographic and conceptual references, and an
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ironic style. Having all these elements, the piece Navidad para todos (Christmas for

everyone) installation created in 1994, shows a store display of a real size cow with her
offspring in front of her. The cow and the calf are looking toward the front of the display.
In the left half of the display there is a female figure with her mouth wide open, maybe
singing, holding the hand of a girl in a bathing suit. Both of their bodies resemble those
figures cut out of a magazine, and shown in human scale. On the back of the display there
is fake sky painted on the wall as well as on the ceiling. Hanging from the painted sky
was women's white underwear. To decorate this installation, Bustamante puts Christmas
lights on the top of the front display window, as well as on the bottom. Navidad para
todos is carefully shown in white and black, using the red color at specific points such as
in the girl’s bathing suit, and in the left and right side of the blue sky. This installation
represents a mirror of womanhood in general because on one side people can see a fake
representation of a mother and daughter reflecting on the other as real cow and calf; itis a
metaphor on the use of women in society. A cow gives milk, it feeds its calf. On the other
hand the red color on the girl as well as on the sides reminds me on how the future is still
untouched. Bustamante has been working on transdisciplinary arts for the past two years.
As she understands the term, transdiscipline, “is to reverse the idea of separating the
rational from the affective, art from science. In order to do this, we must get to know
performance to realize that it is much more magical and interesting!” (Quoted in Ramos
4),

Learning Bustamante’s ideas about transdisciplinary research, I realized why it is
so important for me to learn about works in performing arts. Like performance art that

was born from artists who wanted to experiment on different surfaces, I too believe that
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the fusion between different disciplines is still in its early stage. Mars and Bustamante, as
well as those performing artists of the 1970s and 1980s are the resources for my
generation who are on the way to experiencing new ways of creation, building from their
legacy.

Art expression is one of the strongest languages used as a protest form because of
its combination of symbolism and reality, as seen in Rubess’s or Bustamante’s works.
The multidisciplinary approaches of artists like Mars or places like El Habito reinvent life
from a different perspective to produce laughter from our tragedies. From stages to
galleries to streets, the colors and sounds combine to build a product that engages an
audience who, while watching, become aware of the many issues women have to struggle
with day to day. I still have many questions in mind about my labor as a feminist.
However, I have learned about a common goal between two different cultures that are
still fighting for the respect of the female residents in both societies. I have observed the
historical influence that drama, performance art and multidisciplinary groups have in the
Canadian and Mexican nations, The history and theory I have learned throughout this
period of time, is forcing me to question traditional ways of making theatre to express
women'’s issues. Developing a collective creation project that will explore the role of
women and men in today’s society, will help me to find my own position on the several

issues that feminism has raised in the past thirty years.

2.3 The Moving Body

The language is not intellectual,
it goes straight to the body, to the senses, to the soul.
(De la Guarda, “El show”, 1)
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The Dramatic Arts have been of an interdisciplinary nature since their origins.
Because of its entertainment characteristic it can involve dance, music, visual arts, social
studies, and science. The knowledge I have gained from readings by theatre masters has
influenced my views on theatrical expressions. The Russian director Constantin
Stanislavsky whose legacy still survives in theatre schools all over the world teaches
actors to develop their emotional memory, the objective and the super-objective, and the
substitution to portray a realistic character on stage. The Italian theatre artist Eugenio
Barba based his acting training in theatrical anthropology where physical, vocal and
cultural elements are unified in the body. The Polish director Jerzy Grotowski worked
toward a “poor theatre” where the main goal was on leaving out the expensive
scenography made by sets, lightings, costumes or special effects to only portray the work
of the actors to the audience. French critic Antonin Artaud developed a theory about a
violent theatre that could transgress the edges of mediocrity. The work of French teacher,
actor and theatre creator Jacques Lecoq developed an actor training that engages the
human body, the physical movement and the language of mime. Teachers have instructed
me throughout my career and have established in me an experimental pattern that tries to
assimilate all elements that surround me to create the aesthetic needed for each
performance, always constructing from a corporal foundation. Movement was an element
that held a priority since the conception of this project.

Because of this priority | engaged in a Movement and Voice class with Lisa
Doolittle and Douglas McArthur, and learned the basis of Choreography with Lisa
Doolittle, in order to achieve through both classes a Physical Theatre language. The

majority of the work [ did was practical, building my ideas and strengthening my training
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in theatrical physicalities. By mixing Shakespeare and movement during the Movement
and Voice sessions I learned to develop a group choreography coming from a sound
impulse, and to articulate English and corporality with a given monologue. Then in 2003,
during the Choreography class I specialized in forms, variations and the use of space by
working on different choreographic techniques in collective and individual creations.
There we also commented on the shows we watched in Lethbridge brought by the Now
Showing Live Art Series, such as the show jBulla! by Decidedly Jazz Danceworks
company and the show Big Bang by a the Montreal Danse company. Artistic director
Kathy Casey of Montreal Danse gave us a workshop session on choreography. The
company presented a performance of three dance pieces created by Venezuelan
choreographer Jose Navas, Belgian Karine Ponties, and South Korean Ae-Soon Ahn. I
could easily relate to these professional contemporary movement performances presented
in the University Theatre. They gave me material to apply to my future exercises. These
productions and a series of videos of great choreographers and dancers such as Margie
Gillis, Corpus, Blues Brothers, Kaeja d’Dance among others, gave me an urge to explore
complex Physical Theatre more deeply in order to better understand its function on stage.
Throughout my studies of dance these past two years space, time and variations
have given me a whole new experience to develop on the stage. Though it is obvious for
some, to me constructing a show using a dance language was completely new in terms of
choreography even when coming from a Physical Theatre background. In the film

European Dance Theatre, the producers emphasized the difference between Theatre-

Dance and Physical Theatre. To dancers, Theatre-Dance is based on a corporal movement

given by a series of actions that explores a meaning. In Physical Theatre, the corporal
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movement is created sometimes with props in order to create a visual metaphor about the
meaning, leading to a scenic composition built by the performers and the set. According
to playwright and performer Dymphna Callery’s definition of Physical Theatre she states
that “it is a theatre where the primary means of creation occurs through the body rather
than through the mind” (4). For spectators, Physical Theatre accentuates the imaginative
involvement and engagement with what is taking place on stage.

For instance, audiences can identify with the works of DV8 Physical Theatre
because of its ingenious creations on stage production and film. Founded in 1986 by
Australian Lloyd Newson, DV8 is a Physical Theatre company “by an independent
collective of dancers who had become frustrated and disillusioned with the preoccupation
and direction of most dance. The company has produced fifteen highly acclaimed dance
pieces, which have toured internationally, and ... four award-winning films for television”
(About DV8 1), One of Newson’s recent films called The Cost of Living in 2004 shows a
story of two street performers - one of them having no legs. Though the narrative seemed
very simple it had a great impact as the visual images created by actions ended up being a
dance choreography. They engaged the audience through the film, in physical situations
produced by loneliness, love, jealousy and survival. “Unlike many choreographers,
Newson encouraged his dancers to create rather than simply interpret” (Callery 6) and the
powerful performances of all characters in the film provide evidence supporting this
statement. | was fascinated by the image composition created by the physicalities of the
performers on each scene, thinking that this could be an element to use as reference for
my future performances.

Another example of Physical Theatre is one performed by Argentina’s theatrical
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show De la Guarda by producers Jeffrey Seller, Kevin McCollum, David Binder, and
Daryl Roth® on Broadway. In this production the combination of experimental and
traditional languages came to life in a multidisciplinary show that has traveled
worldwide. Its tour included Mexico City where I had the privilege of attending. The
place had a pop disco environment and when the audience entered the theatre we found
there were no seats. The audience was impatient for the play to start as we stood in the
dark for the first six minutes. The first surprise came as a shadow running from one side
of the roof to the other producing a symphony of colors and shadows above our heads.
The next surprise came when one of the dancers breaks through the surface of the roof to
grab one member of the audience and lift them into the air. The performers ran on walls,
roofs, floors and flew over our heads constantly grabbing our attention throughout their
seventy minute-long performance in a passionate search for love. When the show was
done, I realized the amount of energy | received by having contact with the dynamic of
the performers. By making the audience stand through the whole show, we became part
of their story, not as a group, but as individuals. The audience formed part of the cast,
each of us contributing to the show by giving our own reaction to the situation we were
enfolded in. By erasing the line between the stage and the audience space they could
express a strong statement to the viewers about their search for love. De la Guarda
brought one surprise after another creating a new world that released my need to seek a
different approach in theatre.

A unique aspect which both companies (DV8 and De la Guarda) share is the small
amount of text used which made it necessary to understand the actions through the

physical movement of the actors. Both companies carried a strong subtext conveyed by

22



corporal means, a subtext which can only be created by improvisation and
experimentation. This brings me to the statement made by Callery, that “in theatre,
experiments constitute a constant search which will never reach a qualitative conclusion:
‘it works or it doesn’t’ is the maxim where the measuring stick is an informed artistic
sensibility” (13). The only way of knowing if it works, is by doing it, Fall and stand up
over and over until it turns out right. By studying movement, by looking at these
examples and by practicing my personal impulses, I finally was ready to begin my own
process of the merging of Physical Theatre, New Media and Women’s Studies to give
openness to a transdisciplinary product.

To conclude, learning about some of the different aspects of transdisciplinary
products given by the concrete examples throughout this chapter, gave an insight to my
creative ideas toward the production of the play. I learned not to be afraid of
experimenting beyond disciplines since, as seen in this research, transdisciplinary
experiments invariably resulted in the creation of a new product with a new impact on
performer / audience communication. With a deeper knowledge of the kinds of
transdisciplinary experiments occurring in contemporary performances, I was convinced
the value of working simultaneously on computers, feminist theories, and corporal
movement, [ wanted to find out what would be the result of merging these disciplines,
and if it is possible to create a transdisciplinary product in theatre arts. But, exactly how
was [ going to go beyond Women’s Studies, New Media and Physical Theatre without
losing the core of each discipline? I felt the need to have more than one opinion to create
a strong assertion for each one of these disciplines. In order to collect different points of

view [ offered an open invitation to students to form part of a Collective Creation



Workshop that was meant to obtain practical results by gathering feminist material
through the practice of Physical Theatre. This workshop will be described in the next
chapter. New Media, on the other hand, would engage in a different way providing both
disciplines a graphical environment to enrich the aesthetic of the show. Could I truly
produce an artistic transdisciplinary effect with these three disciplines? Does
transdisciplinarity mean to go beyond completely opposite disciplines in order to create a
truly transdisciplinary effect? Where does Women’s Studies end and New Media begin?
What result do I expect to produce? The answers will come in 