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INTRODUCTION

Dad: (Looking at me in silence across the dining tablé lasd suppeyr Mmm! Elikem,

| have noticed some changes in you since you gk fsam South Africa.

Elikem: What kind of changes, Da?

Dad: Everything about you; the way you think, tadkd dress.

Elikem: A lot has been added to what | knew since | left Da

Dad: Oh! | see. What kind of additions son?

To my Dad, it was very awkward to have a necklaeae&mof cowries around my neck and not
ascribe to the symbolic meaning behind them. Grgwin in a Christian family, | was brought

up with certain principles which clearly drew tleel between what was and was not acceptable.
Some of these principles clearly ascribed cowoe$ié¢ world of occultism and witchcraft. Even
though | did not give such a meaning to them, theye not to be encouraged and accepted in
my father’s house. The end result of this conveeavas me succumbing to my Dad’s plea to
take them off. In building my defense on his requiesiade him aware that my actions were due
to artistic, personal statements emanating fronatttgtions and experiences | have had since |

left home in pursuit of further study abroad.

To explain these additions and changes my Dad alkisig about, | creatednshelvedvhich
forms part of my research towards my Masters Degr&amatic Arts (MADA). This research

report is divided into two components. The firstnpmnent, which is equally weighted to the




second, entailed the creative part which led tactieation of my autobiographical performance
UnshelvedUnshelveds a movement/dance/physical theatre performarnehvwplaces the body
at the center of investigation where identity, drigtand memory are stored, created and
recreated over time in its interactions with soceatd the environment. With this point, | made
the claim that an individual’s body is an emboditremd a representation of mannerisms,
stories, history, intellect and psyche. It is the where identity is generated, created and

recreated.

The second part of this research, which is geanedrds the fulfillment of traditional scholastic
obligation, is the report that documents the preegschallenges, hypotheses and findings from
the performance. The equal relationship of pradbdieory reflects the recognition of the
significance of the artistic, creative process (@argood 2003). This research falls under the
Practice as Research paradigm which recognizetwereat as research (Nelson 2006), where

practice speaks to theory and theory speaks tdipeac

Unshelvedvas created over a period of five months with fimanths spent in conceptualization
and the last month spent working on the floor.dswerformed in two Seasons: one without a
director and the other having an outside eye. Thiee&es were intentional as the research,
based on the premise of ‘physical intelligencet¢eas 2009), was aimed at making a piece of
theatre about my diverse identities, seeking togtbat the body is inscribed by cultural and
social processes beyond an individual’s conscionsral.

From the beginning, the creative procestln$helvedvas based on improvisation which thrives

on spontaneity and impulse. Improvisation is a fofrmmediacy, discipline of spontaneity and




awareness (Steinman 1986:77), which transformshadges one’s state at a given time or with

the introduction of other influences.

To aid my improvisatory approach, | used a prot¢isie ‘body percussion’. Body percussion
was my Practice as Research investigation (Kun@808) into Isadora Duncan’s search to find
a way that the body could express the life thattexnternally without letting external forces
dictate what the body does (Rosemont 1981:31). Buattempted to reject cultural and social
dictates upon the body. | took this investigatiortier by exploring some of these dictates
created by my society. These dictates as | idedtifnem took the form of societal structures;
structures that acknowledge that human social bersare not random (Burr 1995). Human
social behaviors follow certain patterns that camiscovered and understood (Babbie 1994:12).
In my body percussion research | discovered that#dncer can work from internal impulses,
unique from social dictates, but also discovered the dancer cannot ignore or simply reject
cultural and social inscriptions upon the body. Bbdy’s percussion is a complex combination

of internal and external impulses.

The main investigation ibinshelveds the patterning of these societal structureshenvdthey
informed my perception both in accepting them alt agechallenging them. | engaged with
certain societal structures from birth like religi@ulture and tradition which were put in place
by and for my society to aid continuity amongstepations. This investigation unpacks how the
body from birth is inscribed and constructed astdracts with and experiences these societal
structures through everyday improvisation. Theserattions create memories that get stored in

the body. And memories according to Daniel Schax@wgnitive psychologist are records of




how we have experienced events, not replicas ofvleats themselves (Schacter 1996:6).
Schacter’s explanation of the experiential aspefcitsemory is one that | ascribed to in my
investigation where my understanding of my socistialctures was derived from the
experiences | remembered and encountered. To siatiere was the need to revisit the past

which | believe has been stored in the body justimgato be excavated when evoked.

To understand how the past had inscribed itselhupg identity, | relied on the memories stored
in the body. The ‘body as archive’, a store howserfemory plays an important role in
constructing the past, present and future whidworstantly under construction (Burr 1995). This
reveals the archive in flux because as Fraleigh puthe body is experiencing a dynamic
intersection of three ecstasies, the past anddutafolding in the present. For this reason,
Fraleigh claims that ‘our corporeality is neveiigined’ (Fraleigh in Fatseas 2009:50). For any
moving being, the body becomes a walking or livamghive which is an unfinished,

meticulously constructed artifact (Thomas 2003:165)

The body is not in isolation- the body is in redatship to other bodies, space and time- the body
is located within environments. The body engagéb thie environment which informs it as well
as it informing the environment it finds itself(chechner 1994). As the environment and
society changes, the body through its experienisesuadergoes these changes. Derrida, in
writing on a multi-dimensional subject (body), aefs the subject as one without centre or
hierarchical integration. Derrida continues by sgythe subject would give us a process and a
paradox, but never a beginning or an end (Shott&eggen 1989:15). The subject, in other

words the body, is not a fixed subject or objeat,dather an idea or a process that is constantly




undergoing change through internal and externllentces. These processes happen in various

stages in the multi-dimensional subject.

This research began with the intention of explotimg multi-dimensional subject and how this
multi-dimensional subject is created and expresBled.body as the multi-dimensional subject in
guestion became the subject through which my maltgentities manifested themselves. In
investigating these identities, | realized the nedsit what created the various identities, why
they were created, how they were created and wdatex them. What happens when they are all
experienced in one body? | sought to investigatatwiould happen if all these identities were

integrated, rather than kept separate, in one body.

To unearth these questions, | firstly realizedEpesodic nature of these various constructs at
every stage in my life. Upon reflecting on my praseonstruct as a 28 year old Ghanaian male,
permanently residing in South Africa, | discoveli¢ite pockets of stories leading to these
constructs. These little stories formed the Episdtiat make up the various sections of my

investigation in this research.

| have selected to engage with the written reseidarctugh creative lateral forms. The report is
written in Episodes. Each Episode is a containgidyell Episodes form a single, unified voice
together. In Episodes One and Two as | have titleth, | look into autobiographical stories that
place me as the subject in the research. Episodar®astigates my principal constructs by
locating me in the Ewe society. This involves reflen about their belief system, the way they

do things as well as why they do those thingsidéstigates how the child is born into an
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already codified society and how that society iits the way of life into the psyche which is
expressed in and through the individual’'s bodysBg@e Two continues with my story but in a
different environment and setting, namely, Southo&f This Episode outlines a story that works
more against my original codified society and wélife. This Episode deals with my
experiences with a South African contemporary etloicand life. It deals with how Physical
Theatre as a contemporary form of art worked agémescodification of traditional Ewe dance
rules. These rules according to John Berryman ang resistant to change (Berryman 1987: 8).

This raises a conflict between Episodes One and Two

It is within this conflict that Episode Three loeatthe individual’s body through his or her
society where clothing as a metaphor is used astgtinscriptive tool on the individual.
Within these tools, | located the earlier mentiosedietal structures which were challenged by
my introduction of the personal voice given by pbgbktheatre. This Episode unravels what

ensued after the personal voice challenged théitmaal structured codification.

Episode Four unpacks the methodology used in exogvanaterials from the body which is a
store house of memory. This Episode puts the bbtlyeaheart of the investigation as a primary

tool within which intelligence is gathered.

The final Episode explores the malleability of modlg as a result of the demands placed on it to
learn and relearn from the society and environnrenthich it found itself, and how during these
learning and relearning experiences my body be@merger and a vessel which contained

multiple layers of identities; the body becomingiscious and aware of its environment; the
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body as an intelligent subject/object. The bodyoatding to my investigation ikknshelvedas
physical intelligence which transforms as it endetsmand experiences its environment, people

and situations.

Through these experiences, the body, due to iteealality and multiplicity moves towards
hybridity as it experiences different environmegmsl societies. The body only moves towards

hybridity through a particular conscious process.
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EPISODE ONE

THE BEGINNING OF MY STORY

It was a lovely warm evening after supper sittinthwny grandmother, sister and mother
outside on our porch. The family always escapef#a that has gathered in the rooms
during the day by enjoying a cool breeze outsidereebed. My grandmother during one
of her usual visits happened to enjoy this moméhtwg. She decided to sing “medeme
ne yesu” (I have climbed on the Lords back) and \illd fire, my mother joined in with
my sister egging them on. | watched as my grandenettided her upper body to the
song she was singing. My mother stood on her fedtdal similar movements but

including her lower body.

| am a young Ghanaian male born into the Ewe ethraup from the Volta region of Ghana.
Being born into this group already locates me withiparticular society and a particular way of
life ascribed to that society. As a growing indivéd, | was already faced with multiple identities
due to the environment | was raised in. My multipyi ranged from my duties as a son, brother,
student, and friend to the number of languagesildcspeak. | grew up in a diverse environment
which taught me two different languages and twdedia due to association. | learned languages
like Ga and Twi; Fante and Fedome dialects intastdio my native Ewe language not by
choice but rather through interactions. One of earthing curves as a boy was derived from my
interactions withmy society and its people: the emphasismyreiterates my acceptance into this

society by association from birth and counting nifyae part of it.
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To further describe what | term ‘my society andogople’, I'll need to unpack what ‘society’
entails in this context, as well as what definessogiety. Sociologist, Earl Babbie identifies a
dimension of reality that is invisible and unrecagua by most people, and yet controls our lives
in many ways (Babbie 1994:1). Babbie further poousthat these controlling dimensions are
organizations made up of a collection of humandeeiiBabbie 1994:4) who aim at controlling
the way things need to be and carried out. In¢hag, | would define my Ghanaian society as a
collection of people who have identified ways ofrig and have aimed at controlling the way

each societal member lives within that society.

As mentioned earlier, | grew up in a multi-layesstiety with different tribes living in the same
environment with very similar ideologies. Their adiegy is to keep the lineage and way of life
cyclical within evolving generations. Societieslast any of the individual women and men who
create and pass through them (Babbie 1994:5)idJeethat even though generations are faced
with constant changes due to globalization, thedithese societies is to keep the pre-
conceived existence of a way of life rooted in tly@iung. The best way to do that is to create
certain belief systems that would distinctively tetm apart from others. Anything done outside
these belief systems is termed taboo, hence nognézed as part of the status quo and faces
great rejection by that particular society. A stcestablished on certain belief systems holds
certain activities like clothing, food, marriage@monies, language and dance, which have
existed through generations, in high esteem.upan these belief systems that the society has

been built and continues to live.
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Survival of these societies depends on how thelpdimmg in them abide by the status quo set
up over generations. An example of one of the sé&stli ascribed to as a maturing individual was
calling any one older than me by their title beforentioning their name. For example, my older
brother, whose name is Selasie, has to be calledHBr Selasie’, and my sister by the name
Elorm would have to be called, ‘Sister Elorm’. Aatder or lecturer has to be called by his/her
surname with a Mr. or Mrs/ Miss attached to it. Tiaene Victor Anku would be mentioned as
Mr. Anku. If these are not adhered to, there isemb in the status quo which is deemed
disrespectful and a taboo. These cultural codematidled in one from home by one’s parents
and reinforced in schools and in other gatheririgdder people. Taking this into consideration,

| can then make the assertion that society wasedtam certain belief systems and injected into

those who form part of it, willingly or unwillingly

As an adolescent, there was great struggle ingrigradhere to these belief systems as | wanted
to experiment with things in ways that best suitezl | remember my father telling me to put on
native sandals (Ohinima) with my traditional garing@€ente) for my Junior Secondary School
graduation because, ‘that is how it is done’. | tedrto go in an ordinary closed sandal. As much
as | wanted to find my own voice and make decisfonsnyself, my voice was still framed

within the status quo because the status quo neustrictly adhered to, and reinforced by
structures set by society. The precision and spéygifvas evident in almost all facets of the

society’s undertakings, from mannerisms to dance.

The introduction to my traditional dance ‘Agbad#éaive traditional dance) as a boy in the

1980’s was initiated by my family members and comityu | have memories of my
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grandmother and mother singing and dancing toythesl of a favorite Ewe song in expression
of their joy. Their half, circular open arm actidiesthe song were purpose driven and expressive
in locating their presence in the moment. Theiioastto this song expressed what they felt
which caused me, the observer, to engage withandr their celebration. Similarly, Tierou in
his account on traditional African dance outlinesgersonal encounter with his mother who
chose to dance on hearing good news rather thak §perou 1992:11). His investigation
further defines the act of dance in an African eahtis an expressive act; an expression of the
most profound experiences of people. Dance, acogitdi him:

is a complete and self-sufficient language. Ihis éxpression of life and of its

permanent emotions-joy, love, sadness, hope-arbutiemotions there is

no African dance (ibid).
Bakare (2000) also defines dance as a rhythmic memeof the human body in time and space
to make statements. Bakare’s definition of dancke®idt a purpose driven activity which is

geared towards conveying a message by the dancer.

Some practitioners like Stanislavski (1989) hawgad that motion can evoke emotion. Most
contemporary dance forms work within this constrdst a boy, | learnt from the beginning what
makes my traditional dance true and authentic iammg. For the traditional dance to happen
there needs to be an emotion attached to it, wittheuemotion the dance has no meaning,
without the emotion the dance cannot be sustaigeddodancer and no message would be
conveyed to those watching it. The body of an Amiclancer overflows with joy and vitality, it

trembles, vibrates, radiates, it is charged witlo#@ons (Tierou 1992:13).
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The catalyst for the body to express any movenreAfiican dance is rooted in the emotions of
the one expressing it. My mother and grandmothaogements to the sonlgledeme ne Yesu
were deeply rooted in their emotional state of gewithin that particular moment of

excitement.

The dancer’s emotions and movements change acgbrdmelaborate their state of being when
confronted with grief. In expressing her grief otlee loss of her older sister in 2005, my mother
started singing a slow, softly toned song with limemnds in between her legs. The rest of her
movements to the song were either with her hantiseimir or eyes looking up into the sky, with
her back hunched inwards. Emotions then becomgahsformativetool through which

movements in African traditional dance change.

Gestures within African traditional dance are egiens of these emotions and carry the meaning
of the dance. Every movement in Ghanaian traditidaace is embedded with meaning and
aimed at accomplishing a goal. “Gome”, an occupatidance belonging to the Ga-Dangbe
people of the Greater Accra Region of Ghana, isxample of how meaning is embedded in
movement. This dance is for Artisans - carpenteesons, tailors and cobblers. The movements
of the dance depict the activities and socialdif¢he artisans and their families. It is
characterized by serious facial expressions amreewhat stiff body posture meant to playfully
cajole the artisan. The female “Gome” dancer’s dsityp entice the male dancer into wanting

her. To evoke such emotions in the male dancefetihale dancer pads her buttocks to make it
difficult for the male to ignore. The male danaereésponse to the enticing gestural approaches

of the female constantly pulls his pants up abaséally button. The constant gesture of pulling
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the pants up puts the man in the state of constadiness to champion his course of luring the

woman into his corner.

Act of learning

Traditional dance in an African society is a sdgidarnt and shared activity. The history of the
dance is passed on through generations and chilelsem them from their elders. As a boy, by
watching the elderly in society engage in traddilosiance recreationally, in functions and
ceremonies, the desire to express myself and assawith the dances grew. This raises the
notion of learning through observation which endgarming part of the observer’s experiences.
| saw myself imitating my grandmother’s gestured aations when she engaged in dance. The
grace with which she moved her back and hands gbhé8lza” became one of the bedrocks on
which my study of traditional dance was based. btekwards movement automatically
connected the head and shoulder blades which gitgcafiowed her hands to speak a language

of appreciation.

| remember my grandmother and mother correctindnand movements in my attempt to dance
“Agbadza” in a gathering of other family memberkey taught me the right and acceptable way
of executing that particular dance which was latecribed in my body as memory, identity and
a way of being. As | explored the dance, | alsaeathaiming for the same dexterity and
precision, as | realized that the only way of degvmeaning was through connecting the
emotions to the dance. Emotions came with thetglddiact out the feeling or state of being

which translated itself into motion and expressions
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As mentioned earlier, the only way meaning is dstifrom traditional dance is through
accuracy in its execution. These accuracies dempartctular trainings which come with the
teaching of the dance. My initiation to the daname with the first training my grandmother
and mother introduced me to; thus, the reasonnoelal he first thing | learnt about my
traditional Ghanaian dances as | engaged with thganmary school was the historical value.
With that in mind, a partaker of that particulande lives and evokes the meaning and spirit
behind the dance. After my introduction, | had tovrstart learning how to do it the right way,
which demanded my body to be trained and builtpadicular way. The training and building

of the body was in the dance. Every dance develdpetody in its own way, not through any
other extra exercises - as in contemporary damtaigue where the body is classically trained
to build strength and flexibility in certain ared$e training in traditional African dance as |
experienced it is through the meaning and engagewinthe dance. The constant repetition of
my arm movements, inwards and outwards in relabahe timing of my legs in “Agbadza”

built flexibility in my upper body and rooted thegs to carry the weight of the body. Whereas in
contemporary dance, my upper and lower body sthesngere built through the understanding of

my center or core muscles, as well as finding teagit distribution through the feet.
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EPISODE TWO

MY CONTEMPORARY STORY

“We both know this is a metal pole according to wisavisible in front of us, but if you
are able to substantiate your claim by convincirgjthmat you see a tree | would believe

you”.

These were the words | encountered from a lectarene of myFilm, Visual and Performing

Arts lectures in 2004 during my first year of studyargma at Wits UniversityAs someone
coming from an environment and educational backgouhere everything had to make logical
sense, and accorded the description of what ibbaa originally defined as, the above statement

was very difficult for me to grasp.

After this particular lecture, | went home withoa of questions about my choice of career, as
well as the state of mind of the lecturer. My logtdhis point was under contention and
challenged, which made me feel uncomfortable. @lisomfort was from a history of an
already codified state of mind which informed mygaption, understanding and life. An
example of these codified states is how differéundent cultures respond to lecturers. For
example, a university student in Ghana is not albwo leave a lecture room until the lecturer
has finished reading. This, according to my cultige sign of respect which has to be adhered
to by all students. This then attested to my caofusshen | saw South African students picking

up their bags and leaving a lecture while the lectwas still talking.
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The physical departure from Ghana to South Afries wne met with mixed feelings and
uncertainty because | knew | was leaving family aachfort behind for unknown experiences.
But with these uncertainties came the desire ttoeg@mnd experience something different,
which | did when | enrolled to study Dramatic AaisWits. This different experience is what |
title ‘my contemporary experience’; the experien€éhe unknown, the experience of the other

which challenged what | knew and experienced inrfaha

My introduction to the contemporary started with miroduction to the contemporary style of
movement (physical theatre) which started in 2006émi enrolled at Wits University. Physical
theatre comes from a tradition of experimentatiot ground breaking moments. It evolved as a
movement breaking away from established practiCasinberlain 2007:120) evident from
classical structures. These classical structuestercodified languages like posture and pointing
of toes that the body responds to, which can cthesbody to be bound. Contemporary dance
practitioners like Isadora Duncan aimed at challegpghese codes by outlining that dance is not
only the art that gives expression to the humah thoough movement, but also the foundation

of a complete conception of life, more free, moaenmonious, more natural (Rosemont 1981:31).

Borrowing from the example | gave of “Agbadza” ipifbde One, where the dance needs to be
done in a particular way in order for meaning taleeved from it by the observer, physical
theatre did the direct opposite. For instancenta&e dancer in “Abgadza” has to break the back
more vigorously and rapidly with the leg movemaenterder for meaning to be accorded to his
dance. Physical theatre on the other hand sugaestker interpretation by opening an avenue to

say that the male dancer can vigorously break aneop the back whilst the other is executing a
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much more steadied movement to derive another mgahhese experiences challenged my

codified body even more as the body had been ttama set way and pattern.

In physical theatre the boundaries on my physiodllcreated by society collapsed. With the
collapse came changes in spaces. | started quiestiahat the private and public space was. By
this | mean, the self engaged with others throogleht and body to body contact which speaks
back to a contemporary societal existence thatidany multiple in identity, confined in space,
with ever changing boundaries. My body became 8eedd sensation and impulse with my
interactions with other bodies in space. The trawlgtl dances | engaged with on the other hand
do not deal with touch because the private spaser@spected as it stood for morality, respect

and discipline.

Physical theatre works against these codes bynguttie codified body to task. The codified
body has a language that is aimed at achievingcpkat goals within a particular society or
environment. And physical theatre aims at findimg free, harmonious, more natural body
Duncan talks about, hence putting my codified bodger scrutiny where the techniques that
codified my body are physically challenged. The wélife of a particular society runs on these
codes which informs their identity. Mistrustingetbodified languages of the body, as Anna
Sanchez-Colberg (2007) puts it creates a platfomoiie to interrogate the set norms. My
experience with physical theatre at Wits Univergpity my traditional codified body to task in

terms of style and technique.
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To further elaborate on the above mentioned pthete is the need to have a look at the
physical formation of the body from previous expade. My physical body was closed to the
contemporary experience due to the formation obagy structure as a result of my Ghanaian
environment. Mannerisms of being in a foreign cogmamely South Africa, thus also resulted
in a physically closed body which spoke to my fotirebodily environmental influences. There
is a bodily intelligence which reacts to environtadiand mood change. There are investigations
by psychologists working with the body and humatioas that acknowledge that our bodies are
sophisticated in conveying subtle changes in emstwithout the need for language (Berryman,
et al. 1987:11).

From my training and way of life in my traditionddnce and culture, there was less fluidity in
my upper body strength as most of our dances desdlaagility in the upper body in order to
create precision and clarity. The male versionAdfdadza”, for example, is very much in the
curved openness of the arms and the rigidity ofathele arm and fingers. The emphasis on the
movement is more in the forward and backwards meverof the shoulder blades and the
stamping of the legs. The female dance of “Agbadkza’bit more graceful and fluid. This
training made my upper body more rigid and pretisevery movement which became a

challenge in my physical theatre training.

This challenge created the platform for exploratio other body dynamics. As mentioned
earlier in this Episode, the training needed fotred dances | engaged in differed, yet similar in
terms of structure. The demands of physical thesdtifted body composure and movement into
a different realm where demand was made on the tmspond to impulses and spontaneity as

tools (further details of which are outlined in &mile Four). My explanation into the changes
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that occurred in terms of technique is from thedtipsis drawn from my scholarly investigation

into my practical experience through the process.

The question | asked myself in this investigatiaswwhat happened to the traditional technique
whilst learning the contemporary? The answer todastion is evident in my return to
traditional dance after four years of not engagitfy it. | realized | was dancing the traditional
form in a way that was informed by the indeliblsdriptions of some contemporary techniques
clearly entrenched in my body after years of exekupractice in this form. My experience with
“Agbadza”’ had a different twist to it where the eppody movements took on a different
dynamic. Even though the precision and clarity reed evident, there was fluidity and flare
added to it. Instead of the circular hand movemehtsth arms, | realized a deeper extension in
the back which opened the avenue for the lower bable engaged. | picked up on the little
details that opened up other possibilities in boghvements within “Agbadza”. | realized in my
investigation that the traditional in conflict withe contemporary created a platform for a
merger in technigues. The traditional techniquerraéd itself into “another” [unknown] to aid
the learning of the contemporary. The conflict tegtw the contemporary and the traditional
created the reasons that inspired the birtbreghelvedlt created the awareness of an
investigation that paves the way for questions mddhe influences of the contemporary upon
traditional forms of dance and movement stylespkned the avenue for the old which is rooted

in tradition to merge with the new which was conpenary.
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EPISODE THREE

UNSHELVED: A MEETING OF GHANA AND SOUTH AFRICA

Dad: (Explaining how to wear the Kente, a special ttimthal African garment) Elikem,
in order for the Kente to look and feel right oruygou must first and foremost allow a
lot of room on the right. Place the smaller portiointhe cloth over the left shoulder and
throw the bigger portion on the right from undewuyaeight armpit to join the smaller
portion on the left shoulder. Now gather the wHotewith the left arm and fold it over
the left shoulder. Make sure it does not drag anfthor or you would be sending a
different message.

(Elikem upon following dad’s instructions triecomit and got it right after a few
attempts)

Dad: Now take the first few steps and tell me howfgell

My investigations in this Episode would be basedhigaon metaphors | conceptually used in

my creative process fdfnshelvedwhich is an original theatrical performance | ceghtin this
Episode, | will be dealing with certain identifisdcietal structures that would be used in
weaving the personal story with historical eveMg.engagement with each structure would be
a vehicle to give insight into my past through pinesent. Through my interaction with the
present inJnshelvedl relieve the past in the present through spardas reactions that are
carried through the bodyunshelvedecame a vehicle for me to fully comprehend thetdand
extent of different cultural inscriptions, traditial and modern, deeply embedded in my physical
being. My secondary intention was to find artistigys in which to convey this to an audience

through my body in space as it experiences th@warsocietal structures.
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The body as a subject matter is very difficult tagp due to its complex nature, making it
difficult to come up with a clear definition (Coakl 1997:2). My position about the meaning of

body as subject is based on a fusion of theornggpel experience and practice.

In materialist philosophy, the body may be everyghelse except the brain; in feminist analyses
of pornography and cultural manipulation the boelyresents the female that the male seeks to
control; in both Freudian and Foucaultian accoohtexuality it becomes the site of either
forbidden or condoned pleasure, rather than thefaptess unconscious medium of human
existence; and in popular magazine discussionknofrsng and fitness it still stands for the
rebellious fleshliness that has to be controlled subdued from some other place of surveillance
(Coakley 1997:4). In Christianity and other religsp it becomes a vessel which could be
possessed by divinity or a spiritual being. Thdebdives an account of this claim in 1

Corinthians 6:19. In religious terms, the body agssel to be possessed can be contaminated as

well as edified to best suite that which posseises

From the above accounts given about how the bodgristructed, there is one evident factor,
which is the fact that the body is visible and prasFrom my own experience with the subject
matter, there is evidence that the body experiecicesges as far as it associates itself with
external forces which in this investigation is stgiand its norms. Once an individual associates
him or herself with a group, they stop being indials but part of a group (Babbie 1994:11) and

what the group does is in one way or the otheuérftial on the participant.
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On this basis, | make the claim that once an indial has contact with a group; there is a change
that occurs. | parallel this claim to a painterhaat pallet of colours and an empty canvas on
which he paint. Every stroke he puts on that cachasiges the form, shape and meaning of
what was there before. When the painting is findtiype, you are left with an accumulation of
different strokes of the brush. | would take tmgalagy a step further in subsequent paragraphs
but the important thing to note here is how theyboad been objectified. Some theorists like
Butchart, Sey and Blanche see the body as someghieg, an object around which actions,
attitudes, impressions and evaluations may fluetuath changing fashion, ideologies and

interest (Blanche 1999:3).

Anthropologists like Robert Brain in his investiget into theDecorated Bodylso outline the
various stages through which the objectified badgiacorated in both primitive and civilized
societies to represent certain ideologies andsstdtbeing (Brian 1979:10). From these
encounters, there is the realization of the bodieugoing certain changes due to changes in
environment and status quo. From the above metagiteocanvas represents the body on which
imprints would be made with colour in order to reala picture. The imprints to be made are a
representation of society which determines howpibire should look like. The colours to be

used also represent the structures that are ussocisty in making these imprints.

The pictures painted through the moving body anohds inUnshelvedvere painted by my
interactions with an already coded and structuosiesy. The difficulty in the making process of
Unshelvedvas the decoding of my already coded body toliaggte the idea behind the

influences of the societal structures. The wayalideith this is discussed in Episode Four. To
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aid my process itunshelved| identified societal structures as five piecédraped fabric. The
costumes used dnshelvedvere ripped apart from these drapes representitigtgoThe idea
behind this creative choice reaffirms the socialstnuctionist view point of us being fabrics of
society. As each piece of fabric gets worn on thdyba piece of a societal structure gets added

to my construct. As a piece gets removed from thed it leaves an indication of the influence |

had in creating the whole. | danced and moved batieese drapes which transformed my body

with every encounter with them. This has a cori@hato how the various structures society
engages with provide and evoke different respoasdsaction from human beings (Burr
1995:5). Each piece of cloth influenced my movenasrthey differed in sizes, colour and
texture. The main investigation was how each priegestructure | engaged with added and
changed the one before it. To represent this dumpgerformance, | wore a piece of each

structure on a particular part of my body.

As mentioned above, | identified five differentgga of my journey with the societal structures
that informed and influenced it. | colour codedthéise societal structures with each colour
representing the mood and weight of that particstiarcture. The colour represented what a
particular structure stood for in my life as wedlahat it demanded of me. My journey began
with the stage | titledbirth where | was introduced to the world, ready to esgld his world
already had people like parents and other eldexbpfe within it who seemed to have answers to
most of the questions | asked myself. Questiores lihat am | doing here? What should or
should | not be doing? My gquest to find answerthese questions brought about my
engagement with my environment and society bechbskeved the answers were within the

structures they created.

28



The colour | chose to represdmitth was white which was used in covering my privatg,pa
representing the awareness of my naked state waiwbt permitted within my society as it is
associated with weakness. | remember my Dad saying:

“You are a boy and as a boy you always need tatoeg and work hard, there is no

room to be soft; you need to respect youtself

From a young age, | got to realize the roles asdribb a boy in my particular society. These
roles according to the statement above existedlttha boy child grow into a responsible adult.

| personally took on those responsibilities at angpage due to my particular family setting
where my dad handed over great responsibilitieseol at the age of 14 had to run a 10.5 acres
poultry farm with the help of my mother. Througlhstexperience, my representation of birth as
a point of covering depicts the taking on the afl@a boy/man who cannot afford to expose

himself and his weakness.

In order for the society to survive, it createdtaier structures within which order is found and
becomes a powerful force in determining the livethose who created it (Babbie 1994:19).
These societal structures were created long béfees born by those who lived before my
generation, they shape your behavior, conditiorr yaliefs, values, and opinions (Babbie 1994
35). My engagement with them formed the bedrockvbith my experiences were generated
and lived. My entry point to these ordered struesuwas my birth into eulture. Taking the
definition from an anthropological view poirtilture is defined as a way of life, values and
beliefs (King 1991: 2) unique and peculiar to augrof people. A question to note here, relevant

to my creative research, is:
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If these values and beliefs get challenged, whppbas?
| would use my exploration idnshelvedo answer this question in the preceding paragrapkl

Episodes.

Cultures are designs for living, formed through historipebcesses (Billington et al 1991:4) and
carried through generations. | was born into aucalthat had been lived and practiced over
years with inputs from generations before me. Tiwing force ofculture is its shared nature
where structures are created to give the indivith@mimeans to adjust to social life and learn
creative expressions (ibid). In order for me tauatljo the Ashanti social life, | had to learn how
to eatfufu, an Ashanti staple food with the hand. | rememberambarrassment | brought upon
myself when | tried eating like | was eating my Estaple foodbanku Due to its starchy nature,
fufu has the tendency of being elastic when drawnkeblanku The skill in eating it is to avoid
the elasticity as you take it from the bowl. Fa@lto do so results in your actions being classified

as nasty.

My inability to eatfufu the way Ashanti’'s ate it in that particular gathgrcreated a clear
distinction between me and the skilled eaterifof One needs to be able to have sameness to
be able to associate with a particualture. There needs to be a shared and normative aspect o
culture which functions as an integrating agent for thairual into the group (Kluckhohn in
Billington et al 1991:4). The way of life of my pele started becoming my way of life because |
started believing in order to have a sense of lgghgn | became part of the experience of that
way of life and wore it as a piece of clothing demtify me and cover my ignorance of myself. |

started naming certain things for myself as | ustberd and interacted with them. | adopted a

30



way of life that basically fell under the statuogqpf my people. People behave as they are
expected to in a given situation because they hdgenalized the norms and values of the
culture of society (Billington et al 1991:5). | startecefmg part of the collective and used words
like, my people and our way of life as | addressedain things like clothing, language, dance

and food, things that had to do with the collective

The colour clothing | used to representture in Unshelvedvas black which represented my
identification as a black African male. The waydsiculturally treated from birth was always in
attestation of the fact that | was African, blacklianasculine. Our education system taught this
from a very young age through history books, nati@mthems and games. This then built into
my psyche and was lived in my everyday life withol&llenge. My point of accepting this norm
was when my Mum clothed me with male traditionatloés and my Dad proudly introducing

me to others as his last born male child.

With this built exposure and pride from my parerdame certairtultural expectations like
respect for the elderly. In my culture, it was slfied as disrespectful looking into an elderly
person’s eyes when being spoken to. In confornorthis notion, | started my movement by
listening and obeying what was being said withqet eontact to my uncle’s speech about
holding on to my heritage. There were movements Kikeeling with head bowed and hands

stretched out to show reverence and respect.

As | engaged with this structure throughshelved| introduced the taboo; the taboo of

challenging a belief and value. I introduced thdawif” question. “What if | decided to look up
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at the elderly when being spoken to”? The introduncof this contradictory question into a
culture that is not familiar with it started creating amea of contention. My challenge to the
accepted norm physically started with a raised he@dh later was transferred into the clapping
of a closed hand. The clap started off as an aggdrn authority which slowly changed into

loud, vigorous and tensed claps. These clapsdagsv into the rest of the body which started
rebelling against what the palms were doing. Tilgist between the palms and the rest of the
body started creating a conflict that resultechmbody being subjected to the frustrations of the

palms.

The result of the ‘what if’ question asked earlead to a subdued body to the order set up by an
already established society. Even though the ptntesl unfolding events of rebellion, the body
subdued it by inflicting pain on itself with thelpabeing the catalyst. The introduction of “me”
or my voice into the established status quo crefteitiself a destructive mechanism which
punished the self. Through my investigation, limsal my voice could not challenge a societal
structure like culture which has been establisbddeep the way of life of a particular society.
Any individual or child who tries going againsfédices the scrutiny and punishment of the order
or law. In order for that individual to have a maamongst the collective in the society, that

individual needs to abide by the status quo.

The collective started introducing another strueitneated by society which is passed on from
one generation to the other which defines the \wangs are done; thusadition . Tradition is
one of the oldest structures which one is born amd inherited from people who existed before.

Tradition like culture is also a structure upon which the livelihood gf society strives on. |
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lived, experienced and expressed tradition thrazlgthing, dance, food and songs. | did not
have a choice in choosing my tradition as it wasiitved on me from birth. As my parents
believed in outradition , | was bound, raised and taught those traditibtystradition defined

who | was as it gave me clear rules on how thingsewo be done. Without these rules, things do
not exist as they are supposed to. Anything outisidse rules breaks the social order. Taking the
rules of “Agbadza” as mentioned earlier as an exampomen have certain patterns they

follow, different from the men. Traditionally, meag is only derived from the dance if it is

done according to the patterns allocated to botldgre For meaning to be derived, one needs to
replicate what has been taught generationally,rdaogit all the reverence it needs. The dance
loses its meaning when done otherwise, hencenghbminsidered a taboo according to the

traditional setting.

ThroughUnshelved explored the foundation of my physical insciois through my Ewe
traditional dance which | colour coded browmadition in Unshelvedepresented authority and
the act of learning. | re-traced my history by loakup to the authoritative and traditional figure
that instilled the right way of living in my hom@&.he traditional figure | chose to look up to was
my father who represented my teacher or mentdhdrcreating process of this encounter, |
chose the idea he represented in my life. He repted a guardian who made it his
responsibility to teach me the role of a man inttaditional Ewe setting. The way this unfolded
through practice would be detailed out in Episodarfwhen | deal with methodologies. With
his teachings of the role of a man came the paemetithin which yard sticks were set. Being
precise and accurate became my yard stick whictieteeonstant acknowledgement and

approval in order to progress. By reliving the uifhce of the father figure in my life, my
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movements irUnshelvedook on the notion of establishing the father fegand the training that
was needed to get his approval. | constantly loddeezk to see if approval was being given in

order for me to progress.

The “what if” question | asked in this interactias an adult was; what if | decided to add a few
more steps to the already existing traditional é&once | had established the way it had to be
done and gotten approval from my teacher, | statgdioring the dance with the introduction of
additional footsteps and hand movements as an ssipreof my joy. The introduction of these
personal narratives evoked the chastising powanyoteacher which was met with a bit of
resistance on my path. As the two different opisiengaged in dialogue, | started conforming to
my teachers teachings and started realizing grgayment in them. | later conformed whole
heartedly and found a sense of escape within theénas. | located myself within the rules and
allowed them to express my understanding of th&@emment within which I lived. | found great

pride and exoneration in being an Ewe and dancedxpsession of being part of the tradition.

Through dancing my Eweadition in Unshelved| slowly wore the piece of clothing | took
from the drape over my head covering my chestateeh represented the taking upon myself
the responsibility of manhood. This responsibitigme with the choice of the colour brown
which represented the earthly nature of my inhecgaand continuity. It also represented the

rooted nature dfradition as it is a structure that keeps reforming itselfmatter the odds.

Tradition became a lived experience that informed and fotigedvay for me to start engaging

with the norms that made up this particular sostialcture. The learning in tradition was in the
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experience of it. It was not an individual act ngre of a collective act, as the experience and
learning happens as a collective. The quest toanastd have dexterity of the codes and ethics
of the traditional structure idnshelvedrought me close to the point of understanding Wwho
was and the duties | needed to carry out. Duedantieractions with these codes and ethics, |
started finding a voice which was based on thedation laid down by myradition and

culture. | started living botlradition andculture either in a conscious or an unconscious way.

There are inscriptions of botradition andculture in me.

Inscriptions oftradition andculture did not become the only social structures | wa® loato

and experienced. There wadigion which categorized as well as channeled me towanass
that dealt with personal belief systerReligion which was colour coded green played a major
role in my experience and engagement with socighyt from birth. There are many schools of
thought as far as the subjectreligion is concerned, with these schools of thought comes
tensions and complications. The complications e$éhschools of thought would not be dealt

with in my investigation of religion but | will jusutline some of them.

Everyone is born into an environment constructetddief systems. | agree with Fiona Bowie
when she outlines the fact that, as biological soaal beings we are all dependent upon our
physical and social environment in order to livee Wb not however experience the world
passively. The way we act affects both societytaedveb of life around us. Our actions are
determined by the way we think, by our values agliebsystems. These she says are actualized
and reinforced by our education, through varioyeats of ouculture, and by means of ritual

activities (Bowie 2000:107). Most of these betigétems are the society’s way of understanding
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their existence and how to live in order to makee gbeir existence remains blameless and pure;

giving it a purpose and reason.

| can therefore say that | was introduced to thedief systems as a way of channeling my life
styles to be approved and accepted by the codedlief. The quest of showing myself worthy in
the religious structure furthered my journey ingdf sliscovery and better understanding and
engagement with the word “individual”. Out of tlw®rd came the self and personality in
relation to others and the society at large. | nat delve more into that but would like to bring
across the fact that there is great awarenessexsdmnal discovery of details in relation to what
one wants within a societal setting. The individoaiv really starts questioning certain things
that are evoked with every interaction. The answetbese questions become part of the

experiences one grows up with to inform the preaedtthe future.

To narrow down my investigation, theligion | make mention of in this session is Christianity.
Being born in a Christian family, | ascribed to thediefs of Christianity and carried it through
my adolescence because that was what | knew. éfiéts my earlier point with regards to
ascribing to what society and family already hasxistence. My meaning and understanding of
religion (Christianity) was paved and directed by my famiillgad very little or no voice at all in
the choice and had to make meaning within an ajreetribed and imposed choice. There
already was an existing standard structure of vidijeowithin the Christian fraternity which if
not adhered to was termed disobedient. An exanfgiew strict my family was in obedience to

the Christian faith was the refusal of lunch by mgther if | did not go to church on Sunday.
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Religion according to my investigation lbnshelvechighlights the taboos that exist if you do

not ascribe to a certain belief system. My jourimeynshelvediealt with the struggle of the
‘other’, where great discontent was given to things thaewet within the Christian belief
system, like the conversation | had with my Da&pisode One. The major discontent which
formed a stimulus for this particular structuremg performance was what my body could dance
to and where those dances could be expressed. phesemena led to a very composed body
movement when in church, which also affected thammeasm. The most noticeable one was the
diplomatic clapping of hands with some upper torsrvement which caused the legs to travel a
few steps in the space. These actions were alveagething | had to work hard in getting right.
Due to the fact that I did not want to disappoit parents, | needed to behave and compose

myself in the manner best fitted for church.

This brought about unsettlement in my body as mtaléy and physically battled through what
was right and accepted. In my investigatiotdimshelved depicted the struggle through the
breath as it represented my life source. The bresiked the physical body to react according to
the amount of air | took in. As | struggled wittethreath in the beginning, representing my
discontent with conforming to the imposition by tiedigious setting, the body reacted by
tensing. The struggle later changed during theoperdnce when | at a later stage in life realized
what my mother was trying to instill in me. The d&tfe changed gradually to a more relaxed
rhythm after | later on in life had a convictionfadlow the Christian belief system with personal
understanding and actions. | started making meaoifithe Christian faith and saw the reasons
why my family held it in high esteem. Meaning brbtigbout my decision to investigate and

explore what it was all about, and the result ofergloration determined my view point of the
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faith today. A view point that makes me see beyihiedaboos that were set; a view point that

gives me a better understanding of the principtebefaith.

My investigation ofreligion was not an oppositional one but rather gearedrbsveonformity.
Even though | had certain conflicts during my iat#ions and engagement with this structure, |
accepted it and allowed it to inform my lifenshelvedexpressed these conflicts and release
found within the conflict. The clothing for this wa piece of green fabric wrapped around my
head as it represented a belief systenrishelved| realized that my belief system paves my
actions and the way | live. | saw it as the crowhbrist the king. Since | have accepted His
influence in my life | accepted His authority ovay life. The colour green represents the

hopeful nature that the Christian faith gives me.

Thecontemporary as | have labeled it is the final social structwiech deals with a

combination of all the above structures informing pnesent. The golden colour coded
contemporary for me deals more with the now and how my undaditey of the now is lived

by what | see, engage with and experience.cimemporary deals more with the teaching and
learning of different experiences as a result efftundations that have been laid with my
encounters with the past which are still evidetie ©nly reason why new things can be learnt is
due to the fact that the old exists. | believe tigto my investigation itUnshelvedhat the past
transforms itself into what we call contemporargiay. To illustrate; Afro Fusion as a dance
form is a combination of old traditional dancesngspresent day learnt techniques and

discipline.
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My contemporary is a combination of my past which took a back seatder for the present
(physical theatre) to be learnt. My experiencelofgical theatre brought to the fore a different
engagement with the body in movement. It introduzeéelchnique that is rooted in the body-
mind investigation. Callery simply puts physidagatre as theatre where the primary means of
creation occurs through the body rather than thndbg mind. In other words, the somatic
impulse is privileged over the cerebral in the mgkprocess...The intellectual is grasped
through the physical engagement of the body becasdeecoq puts it; ‘the body knows things
about which the mind is ignorant’ (Callery 2001:yill be engaging more with the intelligence
of the body in Episode Four. But what | would likeengage with from the above statement is
the fact that physical theatre acknowledges théigrof both the mental (mind) and physical
(Body) with the physical being the primary tool.rétgh the working of the physical, the mental
is projected and lived. My experience with physitelatre gave me the tools to explore this

physical intelligence in my processlimshelved

In dealing withcontemporary as a structure, | celebrated the new rather thlarhe “what if’
guestion. | conformed to what was learnt as it ggane towards a better understanding of the
self and what needed to be explored. My choiceotifus for clothing myself in contemporary
was gold. This piece of clothing represented tblemess of the various discoveries | have made
for myself over the past few years. This clothitmpsl for the learnt traits | had picked up and
made part of me which started posing certain qoestio further bring light to the quest of self
discovery. Almost everyone gets to the point whbey pose certain questions to themselves in
relation to who they are and how they understamnhicethings due to the existence of others.

Horkheimer (1972) calls it the enlightenment movetne
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Briefly taking from Bowie’s explanation of enliglmment movement, as a movement in the
seventeenth and eighteenth century European pphgsmoncerned with the role of reason and
the progress of human civilization (Bowie 2000hysical theatre | believe came out of this
kind of movement where attention was given moriéoindividual and what the individual had
to say rather than what society wanted the indaido say. | see mgontemporary experience
to be one that gave me such a personal voice aysl ofa&xpressiorinshelvedn its
investigation managed to deconstructebatemporary by unifying the past which is evident in

thecontemporary.

It was during mycontemporary state that certain challenges were posed menéatiptionally

and physically. It is at this point that the platfoand permission was given for me to fuse dance
with multi media. It was a point where | startedlidang and comparing the present in relation to
the past. It is at this stage where researchedJliighelvedyet their grounds to be explored.
These explorations are always golden as they arehterished moments of discovery. My
clothing for this structure was worn over all thhar social structures | had encountered
merging all of them together. The golden momenabexthe one where | was crowned with
valuable discoveries that propelled me into greiatezstigations of the self with awareness and

realizations, discoveries and analysis.
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EPISODE FOUR

BODY AS ARCHIVE

Is it the left leg which turns first before thehigor is it the right before the left? If it is
the right before the left, what does the left dthim process and how does the hand
movement go?

Frustrated with myself for not recollecting thepgdo Kpanlogo, a traditional dance for
the Gas’ in Ghana, | dejectedly started moving moghybwith the little memory | had of
the dance. After a few repetitions of the stegsriembered, my right leg started moving
in relation to the left and the hands in resporesthe leg movements started turning in
and out. From these movements, the body startedleetng what the mind thought it

had forgotten.

The movement of my fingers as | type these wordsstored in my body as memory which
would be relied on the next time my fingers hitsié&ey pads. This example is foregrounding
the body as an access point of any physical adfiivat happens to these physical actions once
they happen? Where do they happen? In this Epis$@he going to dialogue with how my
physical experiences with the various societalcstmes | encountered manifest themselves
through my body; where they manifested from; ad a&the methods | used in realizing these

experiences.

According to Steinman, ‘memory, whether of a myahigast, last night's dream, or this
morning’s conversation at the breakfast table, fgegi the body’ (Steinman 1986:11). From this

statement, | am making a claim that there can beunean interaction or action without the body
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being involved. The beginning of these actions welsaa chain of experiences that demands an
individual’'s participation. With these participat®whether mentally, emotionally or physically
comes an encounter that remains within the indadidiwhether good or bad. We human beings
experience our encounters or action with our ittiswa with society. These interactions have

permanent residences in our bodies.

The social constructionist identifies the fact timalividuals become the products of the kind of
society they are born into, and that their choaas decisions are explicable in terms of societal
norms and values (Burr 1995:96). IUmshelvedealized that | was a construct of my societal
norms and values. These norms and values werergwidthe way | used my body in movement
to express my transformation, state of mind andtems. Foucault sees the body as something
molded by a great many distinct regimes; brokenrdbwrhythms of work, rest and holidays;
poisoned by food or values, through eating habitaaral laws; it constructs resistances...
Nothing in man-not even his body-is sufficientlglsie to serve as a basis of self-recognition or

for understanding other men (Foucault 1977:153).

The body is under constant reformation througheerpces that turn into memories stored
within the muscles. | would deal more ineptly ithe reformation of the body in Episode Five
when | delve into the move of the body towards Hdity. The process of recapturing these
memories can only happen when one allows the mastleelieve itself of every tension and
familiarity. Taking from Grotowski’s analysis thatt as it is does not like rules (Grotowski
1975:56), every rule governing the social body sdede deconstructed and dissolved in order

for the muscles to reconstruct its memory throughltody in movement.
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The core of this investigation needs to be builtlentrust of the wisdom of the body, a respect
and curiosity about the natural world, an embraadhthe value and communicability of unitary
experience (Steinman 1986:3). The body as it sthads great amount of intelligence stored
through the years of experiences. Our body thiakd,it thinks as it moves. In other words, our
moving, living body is intelligent, and our thinkjrarises through material physical sources as
surely as it may seem to move beyond them. Whettwse our innate intelligence, it speaks, or
brings us images and feelings in unpredictable Wesaeigh 2000:57)Jnshelvedn its
investigation played on the unpredictable waysdibdy makes meaning, where the body was

given the platform to manifest itself through thxperiences stored in it.

The body is a store house of memory; a physicéliaeavhere intelligence is stored. Every
interaction we have gets stored and manifesteddrtlarough the body. From Berryman points
earlier on the sophistication of the body in conmgyevery subtle change in emotion (Berryman
1987:11) makes the body an unfixed thing. Thisgdabe body in a malleable state where
changes do occur with different experiences aerhfit times in one’s growth. An individual’s
memory boils down to his personal experience df plaaticular event. Schacter claims that
‘...memories are records of how we have experiengedts, not replicas of the events
themselves’ (Schacter 1996:6). Our personal memarigate our personal view points of the
world and the future we engage ourselves with. tRegjdo Schacter’s claim, | remembered my
traditional dance the way it was because | hadsopal experience with it and that formed the
memories | had of it. In replicating that througk mvestigation, | recollected what | stored in
my body as my memory of it. All my encounters witly various societal structures were a

result of the memories | created for myself.

43



Unshelvednvestigated the body-mind continuum with the aihfinding the liberated body by
placing the mind in a “non thinking” state; a stateere the intelligence in the body meanders
through without any restrictions placed on it tigbhuhoughts. The body, according to Lecoq,
‘knows about things which the mind is ignorant’ (l€ey 2001:4). The intelligence of the body
has always been in detention by the mind in it€@se of making sense and meaning of events
and situation. The body has been diminished tetékeis of object, or machine, under the

command of the mind (Zarilli 2006:48) which constgits movement to explore itself.

Instead of looking at the body and mind as two sspaentities, | would like to draw attention to
Zarilli's body-mind integration where he sees datiical engagement of ‘body-in-mind’ and
‘mind-in-body’ (Zarilli 2006:55). Marshall also dutes the fact that the integration of the body-
mind is integral to our state of being. She states:

The common use of the two words ‘mind’ and ‘bodyeflects a false

perception; in reality the organism is alreadyrats

physical/electrical/chemical unit (Marshall 20073).6
Unfortunately, the single physical/electrical/cheatiunity has been broken by a changing
society and environment. The complication of a gagworld alters our movements and
expressions as these changes weave themselvesiimrdaily lives and routine. This starts
driving us more towards a mental view point of weld where the mind takes dominance. |
realized during my exploration withinshelvedhat my mind was always in search of a set
structure of movement due to my experiences obperdnce. | had to work hard to break that
thought in order to interact with my area of invgation. Surely, the question is: can we trust

that our physical intelligence would define theisture we require in any given moment?
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One needs to understand that in the midst of aatfigtominated world view, the body is the
vehicle on and through which the mind manifeselfitaVithout the body, one would not be able
to express adequately what needs to be expressisdodis the body at the center of any human
expression. My investigation so far has been canatsd on the moving body and the
intelligence it possesses in conveying the truie(btller 1997). The moving body is imbedded
with history, memories, identities and wisdom. Hheydone something once, apparently, we do
not forget. The body has its secrets, and touchmamgement is often the potent key (Steinman
1986:21). Most of the time, there is very litttadt in the wisdom of the body which is contrary
to what Steinman urges one to do. He highlightsvded to trust the wisdom of the body, a
respect and curiosity about the natural world, mbracing of the value and communality of

unitary experiences (Steinman 1986:3).

To trust the wisdom of the body leads one towarpoaess of relinquishing certain ways of
being in the world. Babara Dilley asked her studéat‘acknowledge the voice” of their bodies.
Instead of following the master-apprentice moddiere one attempts to take on someone else’s
highly individual movement style; she encouragesihttio work from the inside to recover their
own body’s native language (Steinman 1986: 14).Vidiee being spoken about in this case is

the individual’s unique physical language deterrdibg experiences, training and society.

There is a key word underpinning my investigatidricli Steinman defines in a paragraph:

We can choose to observe the stream of thoughitgyfour minds, or we can
try to ignore them, to focus on something elsenathing. But if we are quiet
enough to listen we might hear/learn somethingrégdeessential to
ourselves, and to the well-being of our urban imgiaisage tribe (Steinman
1989:21).
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The key word in Steinman’s statement is the abibtjlisten”. In order for the body to express
history and the self, one needs to listen to timeustis that causes it to move. My investigation in
“Body Percussion” (Kunutsor 2008) was based orattikty to listen to the body during
movement based on the first impulse, not extewrakls. During my investigation, | came to be
influenced by Rosemont who wrote about Isadora Boralking about allowing ones body to
express the life that exists in it without lettiexternal forces dictate what the body feels like
doing at a particular moment because of containmedtdictates (Rosemont 1981:31). Duncan
talks against the dictates that classical ballgto the body restricting it from expressing
emotions that lie within. Duncan speaks about figdivhat is within andrusting the ability that
your body has the greatest potential to expresH itsanyway and how it wants to, freeing it

from all unnatural influences.

For Duncan, the dance is not only the art thatgyaspression to the human soul through
movement, but also the foundation of a completeeption of life, more free, more
harmonious, more natural (Rosemont 1981:31). Theamusoul needs to be set free to express
itself whichever way it wants to because the sowdntainment does not do justice to one’s
expression. ltis in the freedom of expressiom Wwhear the true self in speech through dance
and movement of the body. The natural body has whkiarmonizing with itself and the
environment, and in order for that true state tati@eved; performers need to be true to the
voice of the body in paying close attention tonigural voice.

Murray like Duncan also goes beyond external stimwdl searches for the true essence of
movement from within. He argues that, a dancertigten to his body and pay honour to it.

Behind the movement lies this terrible, driving §ias, this necessity. Dance must involve a
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searching analysis and representation of humarriexjpe, and that movement must spring from
within (Murray 1979:68). The main thing you need dance to take place is a true feeling that
causes you to move in expression of your feelirdyexperience. If the dance comes from
within, there is a connection between what is bexygressed and who is expressing it.

In the case at)nshelvedthe desire to move and express comes from thesimée of

experiences within the said societal structurekinfathe structureulture as represented in
Unshelvedas an example, my movement was derived from thelsep | received as |
communicated with the elderly figure. The mairabat to spring board these stimuli without
any influence is spontaneity. To be spontaneousiesithe ability to trust the body as an
intelligent archive. Spontaneity comes with thdigbio act according to the energy being felt
from one’s interaction with the subject matterelied on spontaneity as one of my major tools in

my exploration.

Spontaneity is best expressed in life through imigadion which Steinman defines as:
a process by which the evolving nature of the dvarbund and within the
artist is revealed by their actions. In dance antthéatre and in the area
overlap between the two called performance, immsation is a form of
immediacy, a discipline of spontaneity and awaren@se invests each
movement, each moment with the utter attentiomefrhind. The content of
the work is in the content of the present (Steint@86:77-78).

Improvisation in Physical Theatre thus emerged @a®kwhich can ‘provide new paradigms’

(Carter 2000:182) or ‘languages of the body’ whsoimehow capture or convey an ‘experience

of self-in-the-world’. These expressions rely oa body’s experience of the world, they rely on

the archival body to show states of being in curs@mations. We constantly leave improvised

lives in our daily work as situations demand spoatais reactions to best suit the situation.
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Improvisation is a way of experiencing yourseltinon codified and restricted way. It is at the
point of improvisation that one listens to the baawrder to act from the unconscious; where
one is available to the flow of the moment througgtantaneous responsemishelvedvas
created through spontaneous, improvised explombbtraditional and contemporary

performance modes in dialogue.

Spontaneity unlocks the door of restriction onltbdy as the body is put in a heightened state of
awareness, with attention being given to the efttseobody. Listening to the muscles as they
move from one state of being to the other instaedanly falls back on the memories stored in
them. Improvisation according to Steinman can feeemplicated structure or no structures at
all (Steinman 1986:81). All | needed to propel mgmory inUnshelvedvere some associations

| had with each societal structure | dealt with.nvey is triggered in movement once one starts

moving and listening to the body.
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EPISODE FIVE

BODY MOVING TOWARDS HYBRIDITY (through multiplicity )

During my rehearsal period with the Wits secondryestformance students for the
Ghanaian playAnowa in 2008, | noticed a personal change in the wayolved. |

realized my body had gained some level of freedoexpress itself. In revisiting some of
my traditional dances | choreographed for the shbincorporated and fused different
traditional dances from four different tribes. Tlssunheard of in my Ghanaian
traditional setting as it is seen as unethical amdraditional. | noticed the ease at which
| was able to do that due to the incorporationls tontemporary which changed the
meaning and the way the traditional dances werégpered. | realized a form of freedom
and liberty in expressing myself with all the forofiglance interweaving into each other.
| remember fusing Kpanlogo with Agadza, Damgbai laoidorbor from the Ga, Ewe,
and Hauza tribes from Ghana respectively. In théstof these, some contemporary

movements emerged which helped find more freedexpression.

| would like to open this concluding Episode witly definition of a recurring word that would
underpin my investigation. Before | delve into thaly moving towards hybridity and the results

of my investigation, | would like to define the wadransformation.

What is Transformation?
According to the Oxford dictionary:

‘It's a marked change in nature, form, or appeaga(8oanes, C. 1987: 970).
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[My definition] :
“It is from an existing old state into a newly adad one with evidence of the
old still present. The old becomes a propellingradbrough whom the new
is realized and manifested”.
The word change is used in the first definition andgested in the second, which illustrates a
cyclical trend of events. By this, | mean a transifrom one state into another. My definition of
the word transformation evolves from my practiogerience with the word during my
investigation withUunshelvechence my usage of it reflecting or having diretérence to my

work.

The word transformation in the caselsiishelveccomes about with the existence of the word
hybridity which | have realized through my investiign works in close proximity. Simply
putting it in my own words, hybridity is a catalygton which transformation is realized and
lived. Hybridity in itself is a unified word comging of various components or elements of
different makes. To clarify this point, Gary JayINd&ms in contextualizing hybridity and
syncretism locates them as a manifestation oféotimral and intracultural performances made

manifest as a result of globalization (Williams 8001).

Intercultural theatre is a term used to descrilvéop@ances that borrow the text, acting styles,
music, dance etc from one culture and adopts thésrainother (Williams 2006:486).
Intercultural theatre in this sense works acro#si@l and national boundaries, unlike
Intracultural theatre which deals more with keepimg combinations of performance modes

from different traditions and communities withintioa-state boundaries, rather than across them
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(Williams 2006:491). Intracultural theatre | bekels geared more towards the preservation of
national cultures. But one needs to note that withiracultural theatre, the original culture faces

modification as a result of globalization (ibid).

My investigation inUnshelvedstarted from an already biased point of view witgobalization
had already taken its toll on my experiences. | alesady born into a merged society, a society
that strives on syncretism. Syncretism, according/illiams, refers to the merging of different
systems of beliefs, societal practices, or aesthetiom sources inside and /or outside of culture
(Williams 2006:492). As stated in the earlier edes®, | was born into a diverse society, rich in
different languages, beliefs and practices. Thasnption already located me as a multi layered
individual who now needed to undergo the journegxaderiencing the various constructs of his
society. It is through these societal construcas klas an individual started labeling and making
meaning of my environment. | as an Afropolitan &drengaging with another nation, another
culture in order to study.

Through my investigation, | came to the realizatioat, all the mentioned societal structures |
engaged with were based on ideas and practices pldies these structures in a state of
contention when challenged with other ideas anefsetither from an internal or an external
source. Just as much as these structures conteucidividual, it at the same time creates the
opportunity for other constructs to emanate henakimg them malleable. This point would be

further explained with examples later in this fikglisode.

The engagement one has with different structuassldstto prove the point that the individual is a

construct of many ideologies and beliefs. Henceulll like to make the claim that the
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individual is born into multiplicity and engagestiwsociety on that level. In other words, | was
born into a society that demanded me to engage Ihidimand life, culturally, traditionally,
religiously and contemporarily at various stagesingrowth. At the heart of all these

engagements, as mentioned earlier in Episode Batbeibody as a manifesting agent.

It is through the individual's body that all thesacietal demands are carried. As the body
engages with all the various social structuregaihs malleability. Just as | have identified that
societal structures are malleable, the body thretsgbngagement with the society also becomes
malleable through its experiences. Foucault adaptiiypothesis that the body is entirely
malleable over the course of history (Hoy in Weddaber 1999:3). The only way the body can
learn and engage with each structure at a partipgiat in time is when it is malleable as the

demands and experiences for each structure differs.

In dealing with the malleability of the body Winshelvedl used the clothing as a transformation
tool through which the different influences of sgiis realized upon the body. At every
encounter with each society, there is the evidentee previous society present. For example,
my engagement with tradition had the evidence i bath and culture present. My
engagement witheligion had evidence dfirth , culture andtradition present and lastly, my
interaction withcontemporary had the evidence iirth , culture, tradition andreligion

present. This places the body in a layered statxentinere are constant additions to structures,
formations and norms. The important factor to notiéis exploration is the use of the word

addition. The old state is not alienated but ratlsed as a propelling tool in the experience of
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the new. The old state is malleable enough to bgsted to change in acquisition of a new one.

But once acquired, it remains with you and mangestifferently when exposed to another.

This brings me to my encounter with what | titentemporary, thus the new learnt form.
Williams explainscontemporary as a transaction between past and present (Waliam
2007:458)., and he sight Robert Weimann's idedisftransaction being bound to generate new
meaning (ibid). The past ldnshelveds a representation of all my encounters with estycirom
birth throughculture, tradition andreligion with the present being my present experiences in
South African education. My experience with totemporary highlighted a combination of
the past with the present with each past beingldibg block on which the present is realized.
The malleability of each encounter on the bodytstgearing the body towards hybridity where
every experience transforms the state of the bdgymerging of the past with the present is a
hybrid of a structured Ghanaian societal past wiBouth African present which aims at
breaking boundaries.

The investigation started off as a binary exploratftraditional andcontemporary dance in
one body. But after my explorations and engageméhtthe body, | realized the identity under
guestion goes beyond two spheres of movement fetyhsg. There was an enlightenment into
the multiple identities that exists in one’s bodyweell as the constant reconstruction of these
identities through engagement with society andtitsctures. There was the realization into how
one phase of an individual construct aids in thestroiction of another when the need arises.
There is always a constant regeneration and retamaf one’s identity in the midst of more
than one identity. For one identity to be realizbe, already existing one regenerates itself into

an aiding force to inform and aid the realizatiéthe one to be explored.
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This brings me back to my definition of the wordrtsformation as:
“From an existing old state into a newly acquireaeowith evidence of the
old still present. The old becomes a propellingradlrough whom the new

is realized and manifested”.

As | walked the transformed body into the audiegndgnshelved, | discovered a new
state of being which was rooted in stillness aritcatacy. | realized articulacy as |
rubbed my thumb against the index finger. As | aubthe fingers together, | felt grains
of sand between them. As | rubbed the grains tegetimoticed the different textures,
shapes and colours. As | explored these differealities over a period of time, | started
noticing sameness in them. They seamlessly starteging together as part of a whole
in my engagement with its qualities. They transémiiftom being independently different
in qualities into a whole. This did not rule ouetaxistence of the different qualities

possessed but rather celebrated the differencésuasfied the whole.
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Fig 2 and 3. The genesis of birth.
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Fig 4. The exploratory face
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Fig 5.The clothing of the naked self




o Copyright Roger G.P. Lambert Copyright Roger G.P. Lambert

Fig 6. Introduction to culture Fig 7. Culture chastening the rebellibogy
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Fig 8. The subdued body to Culture
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Fig 9. My father, my teacher, my authority.
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Fig 10. The son, the learner.
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Fig 11. The wearing of tradition and finding enjagmhin its practice
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Fig 12. Dancing tradition.
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Fig 13. Religion as a social structure
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Fig. Exposing the contemporary body
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Fig 15. Wearing the contemporary
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Fig 16. The exploration of all the structures nedody




