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Abstract 

This thesis elaborates on the interest of synchronization that might appear between 

dancers. It questions and defends the phenomenon of common group decisions and the 

presence of non-leader non-follower ideology. It takes into consideration the essential 

influences that help bring collaborations of instinctive thinking into the act of a dancing 

group. It focuses on descriptions of situations in which the dance does not depend on and 

engage one person, but it is a shared process between at least two or more individuals. 

The main concept of my thesis is supported by the knowledge of dance improvisation, 

Steve Paxton's  Contact improvisation and Lisa Nelson's Tuning process.  

 

The thesis consists of two parts: the theoretical part, where I present my findings 

regarding group action. These findings I attempt to verify in the practical (second) part, 

through a project, that I created over a semester in my final year of studies at Budapest 

Contemporary Dance Academy, called Big Susan. 

 

Key notions 

Improvisation  

Group action 

Collaboration 

Collective mind 

Being in a state 

Non- follower non- leader ideology 

Synchronicity  

Contact Improvisation 

Shared space 

Big Susan 
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1. Motivation 
 

In my hometown in Slovenia, I work a lot with kids on behalf of a nonprofit organization. 

In the summer of 2018, I attended a kids camp in the middle of a forest with no civilization 

around, and I was observing my group of kids playing a game. As they were fooling 

around it came to my mind how well organized can simple running be, without any rules. 

Each of them knew exactly how to avoid others, how to run alone but yet still react to 

another kid’s actions. All individuals were running completely alone, however having 

common stops or certain moments of connection.   

As the group was acting so instinctively and naturally, a person could say someone set 

the rules before. Seeing them having this spontaneous internal connection made me 

interested in observing the action of the group itself. As I work with them already for a 

couple of years now, I know we never played a game like that before. I noticed they 

created a special bond between themselves which allowed them to merge the “followers” 

and “leaders” and I could not see who was the one who decided to move one and who 

was the one who provoked stop. They were all the same, all initiating and all listening. 

They were together, making spontaneous decisions and everyone was following them. I 

was taken over by their action. I could not believe that I see them like one whole, one big 

body running through the forest. 

 



 

 

5 

2. Introduction 

This thesis is based on my experiences and knowledge that I’ve collected through the 

years of being involved in dancing, a period which offered me the opportunity to focus 

on dance movement practice and performance related practice. In Budapest 

Contemporary Dance Academy (BCDA) there is a big emphasis on personal practice. 

Every day there is an obligatory 90 minutes of Individual Work which allowed me to get 

closer to my own movement language and its preferences. I’ve discovered for myself an 

appropriate way of working, and as a consequence, I have realized how I wish to work 

with people when there is a creation process. 

 

I started writing my thesis having a certain belief and trust in the idea what could dance 

in common group actions be. This explanation will not serve as an emotional confession, 

but it will mainly function as a core notion of this work. 

I believe as a person and dancer as well that dance in a group can be a shared process 

between the role of leaders and followers and does not need the concrete division of these 

two roles. I like to treat the dancer as a smart and intelligent creature having its own 

mind and abilities for making decisions. Therefore I believe dancers can have a 

democratic approach to other dancers while dancing, they are able to accept as well as 

recognize the act of listening and reacting. Listening and reacting as actively following 

and supporting the initiations of others, meanwhile being initiators themselves as well. 

Additionally, I think dancers need collaboration, which should present the main base of 

the work in the group. 

Many questions arose when I started working on the theoretical part of this thesis, for 

example: What do dancers need in order to reach a common language in the group? What 

does mostly influence dancers when dancing together in the group? How big the role of 

the group is and does it offer something new to the dancers? What is the relation between 

dancers in the group while moving? Is there such a thing as collaboration in dance? How 

can I reach collaboration between dancers? Is the collaboration just a utopian idea and 

dance itself needs the roles of a leader and follower? Which factors have the biggest 
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influence on the dancers' collaboration (for instance, does the act of performing influence 

the collaboration and if yes, how)? 

 

The fundamental feature of this thesis is the idea of a dancer working in a group. I felt it 

an important quest to research and analyze internal factors and the outcome being shared 

between the dancers when they are collaborating. I am curious to know how to work with 

the task given to the group, how to apply a given offer in order to reach a rich spectrum 

of possibilities. By rich, I do not mean the standard easy solution we usually use while 

dancing, but to create something that can offer new solutions. I am specifically interested 

in internal connections and what is needed to achieve them, but not so much into what 

you see as an outside viewer. I wish to work on finding and describing the essence of the 

stimulation that makes honest and strong presence between the dancers inside the group.  

I will devote the initial part of this thesis to get familiar with the physical base and its 

effect on psychical processes. From this, I would like to deliver an understanding of the 

internal connections of dancers and their outcome. My thesis work will be supported by 

already known and existing practices concerning my work, yet I will use them more as 

additional information and not as a base of my research. Moreover, I do not want to make 

a historical overview of works engaged in my topic, but I shall bring my knowledge and 

experiences to build my own input in the field of dance improvisation and performing art. 

For easier understanding of my thesis I set up goals : 

●  Group operations 

●  The importance of relationships that occur within a group 

 

By following these goals I will be closer to the practical part of the thesis, which aims to 

apply the theory in a real-life situation. By including the research part, based on my 

experience I wish this thesis to be useful for dancers and other related performing artists. 

My thesis consists of two parts: section one gives a brief overview of the dancers’ need 

for self-awareness as well as it defines what is considered a group action in general. The 

aim of section two (practical part) is to validate personal experiences and different points 
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of views, observations and the documentation of the research work I have done.  The 

practical part is an initiation and at the same time the base of this thesis, while section one 

is something I deeply consider as the frame of being in the group. 

As I mentioned before, the background of this thesis appears as research and consequently 

final production which I have done in my third year of studies at Budapest Contemporary 

Dance Academy. My desire was to work with something both as a choreographer and 

dancer. On the creative garden in Pilisszentkereszt in August 2018 I created a concept for 

the idea, which later became a piece I named Big Susan. Big Susan is a work danced by 

three dancers: Alja Branc, Kamea Farkas and myself. I started this work as a part of Házi 

bemutató projects (Házi bemutató is a common name for creative works done in the frame 

of the academy. Each period a dancer has to have either their own creative work or have 

to be a participant in someone else’s creation) and we have been working on it for two 

academy periods, so for four months. We had the opportunity to present this particular 

project publicly in Trafó on the 20th of December in 2018.  Firstly I wished to work with 

the idea of having three dancers representing one body in the space. Mainly I was curious 

about how to move together and look like one big body. Such thinking produced the 

development of the idea: instead of focusing on “one moving body”, I started to be 

interested in how our thinking and decisions appear as a common mental state and what 

is its influence on our common dance. My aim was not to work as one body anymore but 

as multiple bodies having a common mind. This so-called one mind became the key topic 

of my project, and in this thesis, it represents my main interest which is: the Collective 

mind. Throughout this paper, I will use the term Collective mind referring to my own 

perception of a state that appears within the group action. 

 

Big Susan is a piece based on contact improvisation and it is essential that it requires 

constant active participants - dancers. Why active? As it is not a piece with fixed material 

but only fixed improvisation score with the purpose to offer constant search and 

development of the outcome - dance. The roughly described piece consists of three parts, 
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meaning each part has its own improvisation tool which we used, as a rule, to base our 

collaboration with each other. It is intentional that the second part includes interaction 

with the public. The main reason for that is also to get an outside impulse to really provoke 

and expose us three to an unknown, not so familiar situation. Therefore this specific state 

represents a strong link with the initial concept of the piece, to work with the idea of one 

mind and experience different possible solution in our movement. 

While working on this topic I decided to support my work with the chosen contemporary 

dancers/practitioners and practices: Dance improvisation, Lisa Nelson with her Tuning in 

process and Steve Paxton with the contact dance improvisation, as the examples of a 

Collective mind. 
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3. Perception of self: Dance improvisation 

 

Considering the subject of my thesis I find it important to represent dance improvisation 

as a base of a dancer who is put in the situation, where the “Collective mind” ideology 

can be observed. I do not wish to describe how to improvise and how to use dance 

improvisation. This chapter is here to deliver an understanding of the impact that dance 

improvisation has on a dancer. 

 

At first, I have to begin with improvisation which should be seen as a constantly 

developing process, which should take place over a certain period of time or I would even 

call it a lifetime process. It is important to see it as a long term process because a longer 

period of time spent on improvising delivers more varied experiences in the act itself. 

Experiences I am talking about are kinesthetic responses, sensation and also 

psychological processes that our brain delivers while dancing. 

While researching the material for dance improvisation and its definitions I came across 

the book The Moment of Movement which describes improvisation as the dynamic 

daughter of dance, at times self-indulgent, at times concise and determined, but always 

developing and changing.1 

Shortly, I treat improvisation as a nonverbal expression of the body, which encourages 

the body’s responsive system, the so-called movement. Dance improvisation offers a very 

wide spectrum of movements that the dancer can use in their own movement language. 

As Blom highlights, the usage of the movement integrates and extends our dancing on the 

intuitive level and transforms it into the conscious level2 Therefore dance improvisation 

can be treated like any other learning processes, which helps deliver self-awareness and 

self-knowledge. 

Dance improvisation represents a strong mental and physical base of a dancer. I will 

describe both of them below. 

 

One generates and produces many various decisions at the moment. Depending on the 

nature of a dancer, dance improvisation occupies various reflexes, gestures, posturing 

                                                
1Blom, L. A., & Chaplin, L. T., (1992) The Moment Of Movement: Dance Improvisation, UK: University 

of Pittsburgh Press p no. 11 
2 Blom, L. A., & Chaplin, L. T., (1992) The Moment Of Movement: Dance Improvisation, UK: 

University of Pittsburgh Press p no. 16 
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patterns, movement habits, and aesthetic preferences. All of those described examples 

have a common foundation, called Movement. By the words of Lynne Anne Blom and 

L. Tarin Chaplin movement contributes to human-dancer growth and development, and 

can be determined as expressive as well as practical. Movement can also be interpreted 

as an action of our internal and external signals which merge into a continuous flow – 

which can be called dance. Movement influences our neuromuscular system (muscle 

contraction, nerve stimulation, touch sensation, adrenaline formation, muscle fatigue, 

oxygen depletion), which provides a parallel flow of feedback along with our sensitivities 

to gravity, pressure, breath, tension, and verticality.3 That is how our body, as a complex 

system treats movement. 

 

By my own words, the movement used in the dance improvisation strongly contributes 

and devotes the perception of the self. In 1980, San Francisco choreographer Anna 

Halprin was trying to figure out the question: "How one could move if you weren't Doris 

Humphrey and you weren't Martha Graham, but you were just Anna Halprin?" 

(Halprin 1980). In order to figure it out, she turned to dance improvisation, where she was 

really able to work on her own development. She saw improvisation as a means for both 

personal development and collaboration among dancers.4 

 

“No matter how many times I visited a doctor to tell my precise height, I have never been 

more aware of how tall I am than the time I fell during the dance improvisation. Landing 

on the floor, from falling, showed me my exact measurement, I experienced how much of 

the floor surface my body covered. Gradually I started working with my height. It became 

more and more clear what strength of my center should I apply to work with my body 

proportions and how I should manage my dancing body in the space. Perception of my 

verticality and balance became clearer. “ (my personal dance diary, 2018)  

In dance improvisation our body uses its intelligence to adjust movements to the spatial 

reality, considering limits of the space - walls and other moving bodies.5 

By my own experiences in dance improvisation, I can claim my body reactions will 

                                                
3 Blom, L. A., & Chaplin, L. T., (1992) The Moment Of Movement: Dance Improvisation, UK: 

University of Pittsburgh Press p. no. 3 
4 Novack, C. J., (1990) Sharing the Dance: Contact Improvisation and American Culture., University of 

Wisconsin Press., p. no. 28 
5Blom, L. A., & Chaplin, L. T., (1992) The Moment Of Movement: Dance Improvisation, UK: University 

of Pittsburgh Press p no. 3 
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always be manageable in adjusting to the certain conditions with limiting the force and 

size of my movement if it’s needed. Since dance improvisation is very much connected 

with senses, it can be learned by experiences. Gathering experiences while improvising 

represents a foundation of knowledge with which our body cooperates. Gathered 

experiences can be determined as a kinetic-kinesthetic event when movement is sensed, 

experienced, and perceived physically.6 As a physical perception of the self, our body 

deals with kinesthetic awareness as an automatic response on the environment happening. 

 

Furthermore, dance improvisation, as a perception of self identifies one as a mover. The 

beauty of this knowledge is that it shows differently in each individual and provides many 

various solutions for a specific moment of improvisation happening. Each individual has 

its own muscular-nervous system which encourages specific perception, responses, and 

reaction on stimulus from the environment. Dancers can move based on their sense of 

beauty as well as use already know patterns that appeared with their historical 

background. In one of the meetings for my thesis, my teacher Bakó Tamás told me 

something very interesting about his way of improvisation. He said: whenever he feels 

lost in improvising he will search for himself through the memory of the contact 

improvisation. He remembers sensations of the body offering the surface to the dancing 

partner and that offers him new multi-directions, events, and actions of movement to 

cooperate with. 

Dancers perform their own kinetic, one will always deliver different quality, shape, 

rhythm, and pattern of movement. Combined with genetic conditions movement also 

strongly shows one's preferences and strongly defines one as a mover. 

 

Beside movement state preference meanwhile improvising one also finds oneself in a 

specific state of mind, so-called “Improvising state”  

“It is a state of flow where you have to be present. All the things that are happening to 

you as a professional dancer are nice, but somehow we always want to control the 

happening. Already on the biochemical level, our perception is constantly changing, in 

connection with improvising you are easily taken by the flow of that changes. It is 

challenging to trick yourself to be at the place, to be there in the moment and deliver 

truth. But as well that manifesto of truth offers bigger control to switch you dancing on 

                                                
6Blom, L. A., & Chaplin, L. T., (1992) The Moment Of Movement: Dance Improvisation, UK: University 

of Pittsburgh Press p no. 4 
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and off and new ideas for the internal process you are dealing with while dancing.”  

(Bakó Tamás about improvising state of mind, 16.03.2019, at a personal meeting) 

 

Bakó Tamás refers to it as a state of flow where our body limits might disappear and the 

element of a surprise might appear in our dancing. He said Dancers have the possibility 

to really discover themselves, as they do not expect and see their way, but simply they 

have to react to maintain the happening. This state develops alertness of being present in 

the moment of happening and stirs up self-awareness. Realization through movement 

allows dancers to abstract personal freedom of the movement expression and brings it 

closer to their emotions and their inner triggers as a presentation of themselves.  
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4. An intimate state: Group action 

 

To achieve the phenomenon of impromptu decisions shared by many while dancing, I had 

to narrow this topic, going back to its roots, and firstly represent the core of the idea: the 

group and questions around it. I refer to the group as an interaction between two or more 

people.   

Group action with specific rules always depends on the system of feedback that each 

member delivers. If this exact feedback approximately works, the action of the group 

resembles a successful collaboration, which I named “Collective behaviour”. Studying 

rules and interactions designed by individuals offers an understanding of how one’s 

behavior connects with the functionality and aesthetics of the emergent group action. 

One’s understanding of local information that is passing versus global sensing of the 

group, environmental signals and external pressure displays in a wide range of natural 

heterogeneity of the group actions.7 Therefore this affects the passing of the information 

through the group as well as how the group as a whole reacts to the external forces. 

“Heterogeneity in the group enters naturally as people may respond differently to 

different people and may prioritize rules and resolve conflicts differently.“8 

  

 4.1. Collective behaviour in society   

Since the beginning, the fetus in the womb is conditioned to listen to the mother’s 

heartbeat. This represents the first ability to understand the environment, listening 

delivers conditioning for further flexibility in different life events, as well as the ability 

to work within groups. 

Unlike patterns of animal group behavior, where scientist could only hypothesize animal 

interactions, human group behavior has been well explored.  

According to studies of human social behavior, collective behavior always appears as a 

need to solve or adapt to a particular problem.9. The base of this idea is the Community-

                                                
 
7,8 Leonard N. E., & Young G., & Hochgraf K., & Swain D., & Trippe A., & Chen W., & Marshall S., 

(20 at: http://www.princeton.edu/~naomi/publications/2012/HumanFlockingACC12.pdf (accessed: 

27/04/19) 
9 Marx G. T., McAdam D., (1994) Collective Behavior and Social Movements: Process and Structure., 

Prentice Hall, Available at: http://web.mit.edu/gtmarx/www/cbchap1.html (accessed: 27/04/19) 

 

http://www.princeton.edu/~naomi/publications/2012/HumanFlockingACC12.pdf
http://www.princeton.edu/~naomi/publications/2012/HumanFlockingACC12.pdf
http://web.mit.edu/gtmarx/www/cbchap1.html
http://web.mit.edu/gtmarx/www/cbchap1.html
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wide crises or stressful situations such as earthquakes when no specific mechanisms are 

needed to draw people together. Sensations or situations experienced consequential to an 

earthquake leave traces in each individual human body memory. The body carries its past 

experiences into current surroundings,  i.e. already seeing the earthquake on television, 

one’s body will remember the behaviour of human and carry it as a memory. When 

someone experiences an earthquake after being through one previously or having seen it 

on television, their body will deliver the tried or seen solutions on how to treat the 

situation. The fact that individuals play roles within the group, the crucial aspect of 

collective behavior is the ability to provide a bigger range of solutions based on the 

experiences they had during the previous problem-solving situation.  

4.2. Neurological background         

To understand the reasons behind everyday happenings around us it is important to 

understand the discoveries in the last decade of neuroscience. In our complex brain exist 

neurons which indicate the human social interaction by forming patterns which reflect 

thoughts and sensory responses. Essentially, the so-called “mirror neurons” respond to 

actions that we observe in others and deliver an understanding of the other people around 

us in our environment. The interesting part is that mirror neurons imitate actions: The 

person near us scratched his face, most likely also you are going to scratch your face. 

Imagining group actions, they are responsible for herd instinct. Imagining dancing 

improvisating dancing group, there is a huge possibility for a specific movement or 

movement pattern will spread among the group, because of the imitation instinct.  

4.3. Group action examples in dancing 

For easier interpretation, in this thesis my definition of the group action is the following: 

Group action is an intimate state, where the action itself is shared between two 

dancers or more in an effective way, which results in a Collective mind.  

I interpret “action” as the conscious decision of the dancers.  

The “intimate state” refers to the participants who encourage cooperation. The closest 

definition of group action according to the online Oxford dictionary is teamwork. Oxford 

definition exposes effectiveness and efficiency as two main factors of teamwork. In the 

essay on Emergent Improvisation Susan Sgorbati is saying that dancers are trained to have 

physical awareness and consequently they can be comfortable to handle a bigger number 
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of feedback action and rules. Dancers are aiming to understand how human input data is 

influencing individuals and how does it reflect in the spatial distribution in a group level. 

10 Below there are two examples of a group dancing action which encourage group 

collaboration. 

 

Let’s imagine there is a circle of participants standing and facing each other. Their task is 

to walk three steps together in the direction of the center of the circle, then stop and bend 

in a way that they can put their hands on the floor. The main purpose of the exercise is to 

try to adjust each other’s speed, to walk and bend somehow in a same or similar timing. 

This very simple exercise encourages very primer action of being together, in other words 

having the same timing. In this exercise, each person can really apply their own speed to 

the speed of the group, as well as the group has to adjust to each member. So it becomes 

a constant exchange of observing and adjusting yourself to the group as well as group 

adjusting to you. This exercise delivers special attention to flexibility, respect of other 

participants and self-awareness as well. It delivers a state which can be achieved by 

dancers cooperating in the group.  

 

Human Flock practice is an example of group action were individual rules of interaction 

and responses emerges collective motion of the group referring to the animal herd. To 

achieve the flock logic dancers are asked to move around in a space with the idea of a 

“herd” with a certain amount of rules. The rules they have to follow are: walking, varying 

speeds, varying direction, and stillness. Dancers have to follow the rules to achieve 

collaboration, nevertheless, each dancer’s motion is under-prescribed. Flock example 

offers an observation of rich collective behaviors despite the fact that each member can 

deliver different speed, positioning and responding to walls or obstacles and other 

dancers.11 To understand how rules of interaction and responses within a network of 

dancers emergent to collective motion please watch the video below. 

https://www.youtube.com/watch?v=Mg29hawdcMw (accessed: 27. 04. 2019)12 

                                                
10 Susan Sgorbati: Essay on Emergent Improvisation, 2005, availabe on: 

http://emergentimprovisation.org/Essay-on-Emergent-Improvisation.html (accesed: 27.4.19) 
11 Leonard N. E., & Young G., & Hochgraf K., & Swain D., & Trippe A., & Chen W., & Marshall S., 

(2012) In the dance studio: Analysis of human flocking. Montreal Canda., Proceedings of the American 

Control Conference, p no.1-2, Available at: 

http://www.princeton.edu/~naomi/publications/2012/HumanFlockingACC12.pdf (accessed: 27/04/19) 
12 Princeton Engineering, (jun. 2011) Princeton's Flock Logic: uniting science and dance, video by 

Jeffrey Kuperma, Available at: https://www.youtube.com/watch?v=Mg29hawdcMw  (accessed: 26/4/19) 

https://www.youtube.com/watch?v=Mg29hawdcMw
http://emergentimprovisation.org/Essay-on-Emergent-Improvisation.html
http://www.princeton.edu/~naomi/publications/2012/HumanFlockingACC12.pdf
http://www.princeton.edu/~naomi/publications/2012/HumanFlockingACC12.pdf
http://www.princeton.edu/~naomi/publications/2012/HumanFlockingACC12.pdf
https://www.youtube.com/watch?v=Mg29hawdcMw
https://www.youtube.com/watch?v=Mg29hawdcMw
https://www.youtube.com/watch?v=Mg29hawdcMw
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Both examples are defending self-organizing and clarity within the ensemble’s interaction 

and practice of the specific form/exercise. Therefore I came to the decision to link the 

group action collaboration and motivation of my piece - Big Susan and name it  Collective 

mind.  
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5. Collective mind 
 

        

Robert Laughlin the winner of a Nobel prize 1998 in physics stated: “Nature is regulated 

not only by a microscopic rule base but by powerful and general principles of 

organization. 

Some of these principles are known, but the vast majority are not.”13. He is suggesting 

nature for its existence does not only need a biological foundation but as well a way of 

organization in the foundation itself. In comparison to his statement Collective mind is 

not based only on the existence of a group but on principles of known and unknown 

organization of the dancers within the group.  

In this paper, the standard goal of a Collective mind is to deliver an entrance for an 

imaginary emphatic process that attempts to call the almost “a telepathic” moment as a 

moment of synchronization of thoughts and action achieved with other dancers. 

 

Definition: Collective mind is the state of the sense that appears when a group of 

dancers is aiming for a non-follower and non-leadership collaboration.  

As a dancer in this state, it is important to be open for a calm waiting and accepting the 

current situation of the group you work with. Thomas Kaltenbrunner in a book of contact 

improvisation defines the state as a plane of consciousness related to mental conditions, 

mood and ambiance. Each individual has an option to choose how he/she will treat a state 

of movement - from own experiences.  “A state is one way to enter the dance.”14 The 

state of Collective mind encourages solving a situation by regulating the actions within 

the group. It is arising from the patience towards others and towards yourself. The work 

within Collective mind includes empathy as well as a constant game between challenging 

and being challenged. 

 

Before I have used the word telepathic to justify decisions when dancers communicate on 

a nonverbal level, as a state where they have to be mentally and physically available. This 

state of the Collective mind provides non-leader and non-follower ideology to be 

                                                
13Susan Sgorbati., (2005) Essay on Emergent Improvisation, availabe on: 

http://emergentimprovisation.org/Essay-on-Emergent-Improvisation.html (accesed: 27.4.19) 

14 Kaltenbrunner, T., (2004), Contact improvisation: moving - dancing – interaction., Oxford: Meyer und 

Meyer, (UK) Ltd., 2nd edition p no. 67 

http://emergentimprovisation.org/Essay-on-Emergent-Improvisation.html
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present. Unfortunately, this ideology has several possibilities for error, it is unavoidable 

and unforgettable that usually there has to be someone or something that will trigger a 

certain action.  The non-leader and non-follower ideology has its limitation: however in 

all the creative processes there is always someone who triggers the action, becoming a 

leader, interfering the non-leader and non-follower ideology to evolve, the continuous 

and dynamic switch of the leader position and the dancers’ awareness and capacity to 

trigger further leader positions might balance the limitation. This means that in the split 

of the second someone within the group can initiate/trigger the action but others help in 

developing it, which often take the initiation in a completely different direction as it was 

meant to be. The action itself can be increased or blocked, it depends on how the dancers 

agree while improvising.    

 

By researching, I have found that some of this ideology is a complaint in several 

international dancers’ practices. I will highlight two of them, tuning scores and contact 

improvisation.  

 

5.1. Tuning in a given situation: referring to Lisa Nelson 

“Tuning is being alive. I am constantly tuning to local conditions and little changes of the 

local conditions” (Lisa Nelson, 2.3. 2018, YouTube video: Lisa Nelson )15 

 

I came across tuning scores as an offer of tools and a framework for communication and 

a model of collaboration that is constructed by participants in the given situation. Tuning 

offers diving into unknown movement until the action doesn’t happen.  I am aware of the 

fact that it more refers to an individual tuning in a particular moment of a given situation 

than to a group, however, it defends group collaboration and collective happening as a 

creation of individuals. Therefore it encourages exploring the environment full of people 

and the influence of one’s body action in the exploration of self and exploration of the 

environment on others and their states. 

 

Since the early 70s American dance-maker and improvisation performer Lisa Nelson is 

                                                
15 Dancetechtv, (feb. 2008) Moving Viewers: An Interview With Lisa Nelson | February 15-2008,  

Available at: https://www.youtube.com/watch?v=cqwXKtIM0EU (accessed: 26/4/19)  

https://www.youtube.com/watch?v=cqwXKtIM0EU
https://www.youtube.com/watch?v=Mg29hawdcMw
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establishing and developing an approach to dance based on improvisation. The so-called 

“Tuning Score” is an act of making spontaneous composition merged into a performance. 

Tuning Scores focuses on the action of the senses, which Lisa Nelson describes as a 

physical base of the imagination. Lisa Nelson is encouraging the senses of the body, such 

as vision, touch, and hearing to initiate a playful experience of existence which should be 

used in composing and making sense of movement. Tuning scores were influenced by 

many sources: the reflection of her interest in Experimental anatomy, the experience of 

portable video (which offered her learning process of self-reflection) and The Senses 

Considered as Perceptual Systems, book by philosopher J.J. Gibson. The philosopher was 

investigating body movement, movement of the organs and activities of looking, listening 

and touching. His observation of human physicality stimulated Lisa Nelson to pay 

attention to one’s behaviors, i.e. how one wants to move is influenced by aesthetic 

preferences and one’s senses in shaping movement opinions. It also helped Lisa Nelson 

construct the Tuning score based on the psychology of human movement.16  

Lisa Nelson’s scores are a reflection on the question: How does composition arise in the 

body and its environment? She works and invites people of all ages and abilities to 

participate in her work because she claims scores and practices can always provoke 

spontaneous experiential compositions by the opinions how one can sense and make sense 

of movement.  Her work Tuning scores defend responsibility of sharing experiences and 

offering constant feedback of happening to participants, meanwhile the details of this 

process become the material for the score itself. 

 

  

                                                
16 Galantres M., (2005) Selected Portion of Margit’s MA Thesis that Addressed the Tuning Scores, 

CADEMICA 

Available at: https://tuningscoreslog.files.wordpress.com/2009/11/tuning-scores-thesis.pdf  

(accessed: 28/04/19) 

http://web.mit.edu/gtmarx/www/cbchap1.html
http://web.mit.edu/gtmarx/www/cbchap1.html
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5.2. Sharing the dance: Contact improvisation  

As a form of partnered work (body to body) Contact improvisation allows working with 

anyone, physical and social differences can be overridden. Contact improvisation could 

be analyzed as a democratic ideal, which involves the art of reacting on an Element of a 

surprise. Usually, there is no clear expected and predicted moment, so being present and 

responsive is the only way to treat happening. It encourages the element of togetherness 

and appears as an authentic movement practice of sharing decisions meanwhile dancing. 

 

“I dance with people, support means a lot to my body and my mind, that is how my body 

is conditioned. I like sharing the dance, the synchronicity of bodies offers complexity and 

new experiences to work with a person.”  (Bakó Tamás about contact improvisation, on the 

personal meeting, 16.03.2019) 

 

In the 1970s as a rejection of traditional hierarchies in Western concert dances American 

dancer and choreographer Steve Paxton and his colleagues and students developed a new 

practice, called Contact improvisation. 

Contact improvisation is a form which uses improvised dance concurrently with 

communication between at least two dancers or more. Collaboration between dancers 

usually shows the strongest actions of offering physical support to each other and 

realizations when you know how to handle someone else's weight.  

One of the most important happenings of the contact improvisation appears as a 

momentum of encounters. It can be observed when the action of falling does not appear 

as a passive single fall or a roll but as a controlled extended phrase of the movement. By 

the frequent usage of spiral movement through three-dimensional space body can guide 

or break another body's fall or lead into leaning and balancing on each other.17 By learning 

the mechanics of the body in order to handle or be lifted, dancers can play with the artistry 

of falling off balance, counterbalance and suspended manners of falls off and jumps back 

onto each other.   

                                                
17Novack, C. J., (1990) Sharing the Dance: Contact Improvisation and American Culture., University of 

Wisconsin Press., p. no.  66 

https://en.wikipedia.org/wiki/Steve_Paxton
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1. Project by Lisa Nelson, Tuning Scores in workshop EndPlay: An Observatory  

 

 

2. David Woodberry (above) and Steve Paxton in 1977 in a contact improvisation   
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5.3. Components of the Collective mind         

Both of the previous two examples: Tuning processes and Contact improvisation are 

addressing three important aspects of the Collective mind. (That was my criteria for 

choosing them). 

 

 

 

 

3.  Outline of a Collective mind, personal drawing 
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Firstly, examples are encouraging the existence of a dancer now - in a current moment 

with the emphasis on Now of body-mind spirit18. The physical body and the mindful body 

are embedded in the Now of body-mind spirit. The physical body represents (with 

breathing, drinking, moving..) the dancer’s existence in the given moment. With a 

mindful body, the dancer creates and involves oneself in the social happening.19 The 

answer of how one treats the Now of body-mind spirit is connected to the ones dance 

improvisation (Look chapter one, perception of self.) 

 

Secondly, both examples provoke happenings in a group situation. Meanwhile, contact 

improvisation offers a very physical internal approach towards the happening of the group 

action, (the people in contact are sharing and forming the action). Tuning in processes 

provide external formatting of the group happening (the group action is formed by 

individuals, yet still together). 

 

Thirdly, the treatment of the group action happens to appear as synchronization of 

thoughts and action between dancers within the group. The decisions about the movement 

of dancers appear as a synchronous response to the current situation.   

                                                
18,19 Kaltenbrunner, T., (2004), Contact improvisation: moving - dancing – interaction., Oxford: Meyer 

und Meyer, (UK) Ltd., 2nd edition p no. 67 
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6. Big Susan: Presentation of research work 
 

It was presented as a part of the student work in Trafó, in December 2018 

 

F E N T É S L E N T – a Budapest Kortárstánc Főiskola a Trafóban / Big Susan 

Koreográfia: Jerneja Fekonja 

Tánc: Jerneja Fekonja, Alja Branc, Kamea Farkas 

Trafó House December 20. 19:30 Stúdió 

 

 

4. Big Susan, Jerneja Fekonja (left), Kamea Farkas (middle), Alja Branc (right)  
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6.1. Working process 

 

This part is the documentation and description of the work I have done in the first period.

  Although the research work might appear as not so ideal I aimed to demonstrate 

the core and essentials parts of my concept Collective mind. Besides the Big Susan 

research, I wish to continue to investigate and develop this topic further for an even more 

refined understanding.  

6.1.1. Starting point 

The project Big Susan developed from a simple structure. I had a vision of 2 short 

exercises which I created and my interest was how to communicate with each other within 

the exercise in a way where we do not need to use verbal communication. 

The first rehearsal was focused on these two exercises: 

 

Exercise number one – FOCUS WALK: Walk through the space together, without 

stopping. You should name an object/person you see in the space out loud. From then on 

the task is to keep looking at the object/person and keep on walking. We were playing 

with the distance between us and the object/person and once we felt we should change 

the focus then another person could initiate another word – our next focus. 

 

Exercise number two – ANIMALS: By constantly keeping in touch with all the three 

people (including climbing, contact improvisation, partnering) with offering a surface of 

the body you try to create shapes which are constantly developing, so there is no clear 

stop. One of the participants can say the name of the animal which refers to a given 

position he/she finds him/herself in. When everybody hears the name of the animal, their 

task is to stop creating shapes and move in the space with the goal of replicating the 

movement of the named animal. Each participant will probably imagine the movement of 

the given animal differently, therefore there a certain movement system will emerge from 

all the contributed ideas. 

Main goal: To harmonize each movement into a working system which can move through 

the space. When the participants feel they reached the highest peak of harmony, they 

move on with the first task until someone again says the animal name. 
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Further on I will describe only the exercises which were successful in achieving the 

Collective mind. 

Usage of the exercises represented valuable alternatives for the development of my work 

and soon it became my method to create different possible scenes.  

6.1.2 Main Tool        

Meanwhile creating exercises I was aware I am using an almost classical approach in 

connecting. By classical I mean the usage of physical contact, skin to skin. Kaltenbrunner 

Thomas in the book Contact improvisation names a skin as largest and most important 

sensory organ. Some studies suggested that skin is responsible for our feelings of well-

being and delight. The author refers to the skin as something we see with.20 With my 

dancers- Alja and Kamea we noticed that receiving and giving the touch presents the 

easiest way within the group to connect. Feeling an actual pressure of the touch delivers 

to us-performers a certain understanding of each other’s body decisions on the different 

levels. No matter if it was a touch of a hand or sharing weight of a bigger surface we were 

able to tune in unknown situations faster. Through the skin most of the sensation of weight 

passes by, which influence a complete directional awareness. In that particular time, it 

was really easy to recognize the physical "edges" of my partners and remembering them 

in further work. 

I chose this particular approach for the practical reason, sharing a contact offered an 

understanding of the presence between us. Later on, the exercises which contained 

physical touch became the tool of my work. I have decided that “sharing the touch” has 

to be present in all further work we did. Therefore a practice of the contact improvisation 

became the key ingredient for our rehearsals. In the first month of work, we mostly started 

each rehearsal with a contact improvisation exercise. 

Exercise we were always coming back to: Two people share a contact improvisation with 

closed eyes. The purpose of closed eyes is to develop an understanding of the other body’s 

intention even if you do not see it. The third person is not involved in improvising in order 

to be able to give feedback and to remember solutions the could be applied in the later 

work. The third person is also very useful to warn others of possible danger. 

 

                                                
20 Kaltenbrunner, T., (2004), Contact improvisation: moving - dancing – interaction., Oxford: Meyer und 

Meyer, (UK) Ltd., 2nd edition p no. 66 
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6.1.3 Collective mind experiences        

I have to clarify that not all the work I have done within a creative process was successful. 

I tried many different options, which did not deliver the wanted state of the Collective 

mind. Contrary to my expectations and my goals I still worked a lot with certain 

superficial images of one creature (the first draft of Big Susan, see Introduction) and it 

didn’t reflect a successful outcome. It felt unnatural from inside of the group as well as 

for an observer. Later, my school director Ivan Angelus recommended me to narrow my 

focus on exercises where also the audience is able to see how the three of us are creating 

and composing in the moment of happening. Therefore we started working with the merge 

of proper self-organization in the given moment and embracing thoughts of each of us. 

Each time this working mentality delivered the potential to create new complexity within 

the given exercises. By complexity, I mean structuring the edges of the chaos each 

exercise had. The usage of this specific working mentality in the working process 

represented a valuable experience in creating a Collective mind state. 

Me, Alja and Kamea observed that Collective mind state can be easily influenced by 

certain conditions. 

Main considerable influence is the long time spent together, which in this context means 

bringing certain interpersonal relationship in the work. The relationship influences inner 

space structuring (how comfortable we became with approaching empty space between 

us) as well encouraged the development of sensing each other's needs, understanding and 

being understood. 

 

“In the previous period, I was working together with two other girls on three different 

projects, of three different directors. They happened to be very distinct projects, each 

demanding something different and unique. Nevertheless, I noticed that my body was 

harmonizing with Alja and Kamea the most out of all of them. We followed each other 

very easily, we had a common tempo and very similar time perception. They influenced 

my senses as much as I influence them. Why? Because we worked together a lot. “ 

(My personal notes for school projects, 2018) 
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Furthermore, the time we spent together allowed us to get more connected as it guarantees 

a certain level of trust. Already at the beginning of the working process, I have chosen to 

work with Alja Branc and Kamea Farkas because I knew I can rely on their physical skill, 

body movement language, presence, and strength. I believe treating each other as skillful 

dancers granted the whole group a bigger range of freedom. It affected our possibilities 

and influenced the group’s creativity and the diversity of choices: there was a bigger 

chance of technical complexity, which permitted the most important thing: the awareness 

of the space around. In this case, our focus was external, and I felt there was no bigger 

need to pay attention to our group crashing into the walls or objects in the space we were 

rehearsing. 

Referring to skill, in October when we were working together I have stumbled upon a 

book of Jane Turner entitled Eugenio Barba, which offered the following explanation of 

using skill through experience to provide professional and personal success. Jane Turner 

is describing that Eugenio Barba defends the theory of so-called “Decided body”. He 

claims that "decided" should not be understood as actor literally being put in the process 

of deciding, but the opposite. He believes an actor should be able, based on his previous 

empirical experiences, to leave conscious thinking behind and he will be able to achieve 

certain harmony between the body and mind: “the work no longer needs to be mentally 

considered or translated by the mind for the body - usefully, mind and body are working 

as one.”21 In addition, he treats this as only real truly achieved and fulfilled behavior of 

a performer in a performative situation. 

 

The second approach that influenced our work was the invested interest and motivation 

for reaching the Collective mind state and developing it. Each of us - dancers somehow 

saw personal ambitions alongside the ambitions of the group. We all had a goal to create. 

Nevertheless, the ambition represents a need to aim and fulfill the execution of group 

work and its communication. It was strongly connected to the so-called “success” of the 

group, however with the emphasis on staying honest to the given situation or a task. It 

served as a reminder of the situation’s importance and therefore my experience of 

working with Alja and Kamea resulted in success. 

 

 

                                                
21 Turner, J., (2004) Eugenio Barba (Routledge Performance Practitioners).,  

New York: Routledge., p. no 56 
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6.1.3.1 Creative pre-condition 

Eugenio Barba refers to the goal as the creative pre-condition, as an intentional loss of 

orientation. He says that in this stage of a creation the essential thing is not the meaning 

of what you do, but the precision of an action that prepares the void, where an unpredicted 

meaning could be captured. Eugenio Barba actually refers to the book The Sleepwalker 

of Hungarian-British author and journalist Arthur Koestler. Koestler says: “The ’creative 

pre-condition’ is accomplished through a preliminary regression to a more primitive 

level, a process of negation or disintegration which prepares the leap towards the 

result”22  

Regardless both of them not being in the same field they were defending certain 

similarities about Creative pre-condition, as with this particular precondition in our mind, 

we should avoid and resist working only for the results. Furthermore, Eugenio Barba is 

encouraging performers to play. At the same time, he employs the idea and searches for 

the relationship of the body and mind when the outcome shows in new creativity of the 

performer. 

 

Furthermore, as Lisa Nelson said, she needs to tune in a situation and we also needed a 

certain amount of time at the beginning of each rehearsal to start being present in a work 

which required the Collective mind state. Most of the time we did contact improvisation 

exercises explained above, and I chose different warming up exercises we might have 

needed that time. The goal was always to connect and start having an amount of self-

awareness and external focus to work with two other people.  

6.1.4. Development of exercises 

TALK SUSAN: Having a self-created text. It does not need to make any sense or has to 

include any theme. It is important that all the participants know the order of the words by 

heart. Participants should not look at each other, it does not matter if they are walking or 

being in a steady position.  

Main goal: Participants need to tell the text, but only one can speak at the time, with the 

limit of saying words or parts of a  phrase/sentence in the order of a text. It should not 

happen that two people talk at the same time if it does they have to start from the 

                                                
22 Barba E., (1995) From: The Paper Canoe: A Guide to Theatre Anthropology,  Routledge, p no. 81-100 

Available at : http://ada.evergreen.edu/~arunc/texts.old/theatre/barba2.htm (accessed: 29/04/19) 

http://ada.evergreen.edu/~arunc/texts.old/theatre/barba2.htm
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beginning of the text. It should be repeated as many times it is needed for successfully 

finishing the whole text. The exercise encourages patience, predictions and finding holes 

for speaking.  

This practice helped with developing a sense for each other on a level of patience. It was 

not part of the showing in Trafó.  

 

WHERE: Walking in a space versus having common stops. The stop was either initiated 

by someone or was an echo of slowing down the walk. When the group stops,  all the 

members try to look at the same spot in silence.  

Main goal: Deliver a clear decision about where to look with mutual agreement by 

accepting the influence of other people in the group.  

How we developed it: We allowed the possibility of transforming the walk into running, 

jumping, whichever quality, as long as we all were able to understand and do it. I have 

never understood where the quality of moving came from. Never had I a feeling someone 

was initiating but I always felt we are all following and really creating together. That was 

one of the closest remarkable experiences to the Collective mind state we had. In addition 

to stopping, we added the possibility for a question: Where? Therefore all of us needed 

to point (with a finger)  to the exact spot we were looking at. It brought a very interesting 

feedback on our work. We have noticed we were more precise in the moments in which 

our walking was simultaneous.  

We presented this exercise as a first part at a public showing in Trafó.  

 

How we developed FOCUS WALK EXERCISE: While walking and keeping our look 

on the defined object/person we were naturally switching positions within the group. The 

switches encouraged paying special attention to our safety, by that I mean when someone 

switched and stumbled we always tried to prevent that person from falling. This 

encouraged us to start playing with switching positions in the group as well as challenging 

different levels such as going on the floor and jumping or climbing on a person. It became 

a game of challenging dynamical switches while supporting others’ switches with 

different body surfaces. 

During the time I spent creating a piece, I added the role of the audience into this exercise. 

One person at the time, from outside was able to tell us the object/person which we took 

as our focus. The purpose of involving outside stimulus was a decision to prevent the 

chance of predicting the next focus. 
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Focus walk was chosen to be presented in Trafó. As it includes interaction with the 

audience which was participating, so actively we gained new experience in speed 

switching and fast decision making.  

 

HOW we developed ANIMALS: Adding the third person in the contact improvisation 

brought new qualities in the movement. If the couple works with a soft and available 

body, a trio needs to work with a constant tension. The tension of limbs and other body 

parts often prevents falls and guarantees a strong and available surface for one. We 

established the so-called rules for trio contact: 

- Constant tension between the touching body surfaces, which provided a way to be 

available to all kinds of action such as climbing, rolling, dropping and jumping. 

- One should accept being in a support position for a longer period 

By following these two rules we were calmer as well as more innovative in creating the 

shape. 

Besides working with a strong physical weight, this exercise also encouraged all of us to 

constantly suggest newer and newer animal names. Similarly to Focus walk, Animals 

were part of the presentation. It was the last section and I observed that this exercise has 

to be done with a calm, not rushed presence and it should encourage creativity, which did 

not happen so much during the showing.   
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6.3 Partners reflections  

 

In order to collect more opinions on the Collective mind work, I asked Alja and Kamea 

to share their views and experiences about the creative process. I have asked them my 

questions in the December break, after the presentation in Trafó.  

        

1. If you think about the working process (from August to December) what were the 

main influences that developed our connection?  

Alja Branc: “The first influence or main important factor, in my opinion, is the time spent 

together. The second parallel factor is common interest. I felt us all interested in the 

project and invested with motivation for work and development. Factors for developing 

the connection were tasks which enabled common concentration and challenged habits 

and comfort -mind challenges.” 

Kamea Farkas: “In general I think that the time spent together was the (step by step) main 

influence of our connection. During this time we kept the basic tasks, improved it. It 

happened a lot that we lost some connection, but it was important that we were able to 

go back to it with some basic work.” 

 

2. Have you ever had a feeling that we were creating things together? (Even if only 

with one person, not two.) If yes, can you tell when, or how?  

Alja Branc: “I think we were creating together the whole time. There was a strong wish 

or a strong need to be aware of the whole group. Successful or not.” 

Kamea Farkas: “There were opportunities I really felt us working together. Our first 

rehearsal at Creative garden, some rehearsals and in front of the audience. When we 

were in front of an audience we were able to create things better.” 

 

3. What did the practice of contact improvisation deliver to your body? 

Alja Branc: “Personally I had some harder times with contact. At the beginning of the 

year, I felt the body available and really trusting towards the task, the contact, and dance 

in general. Unfortunately, I cannot say that it developed anything about contact because 

I had no other concrete experience about what happened to my body.” 

Kamea Farkas: “Internal and external focus. Opportunity to see girls dancing from 

further outside” 
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4. What was so interesting about working together? 

Alja Branc: “I believe the topic was the interesting part. And the trust in each other's 

abilities and skills. Strong bodies and working ethics.” 

Kamea Farkas: “How fast we were able to work with each other the first time.” 

 

5. Which state of rehearsing was your favorite? Can you comment /describe it? 

Alja Branc: “I liked most the rehearsals before the first showing. (During first two 

months). The period of pure research where we did a lot of different tasks. Started with 

coming together. Establishing a physical connection. Trying out exercises and adjusting 

them to the benefit of the most resourceful and fulfilling frames.” 

Kamea Farkas: “The phase of exploring the strong push and pull.” 

 

6. Do you believe in non-follower non-leader ideology or you felt there was always 

a person leading and the rest followed. 

Alja Branc: “I think the whole picture was in that way without a leader or a follower. In 

a moment there is someone initiating and others following. But that is agreed during 

improvisation. It takes patience and some kind of courage to initiate or wait. Help a 

situation or start a new one. Increase the intensity or slow the process down. The whole 

negotiation and collaboration within a task.” 

Kamea Farkas: ”I believe in non-leander and non-follower ideology. It happened several 

times, however, there were situations where there were clear followers and leaders too.” 

  

7. Did you feel safe? Why? 

Alja Branc: “I felt safe because I know that both of the girls are strong. I know how they 

move and the groundedness already predicts the ability to catch, safe. I believe in the 

mental and physical skill of the girls. Concentration and strength.” 

Kamea Farkas: “Yes I felt safe because I trusted girls’ skills.” 

 

 

8. Anything to say from your flow of thoughts about Trafó performance. Including 

the audience. 

Alja Branc: “The process of research and pure interest in the topic was the most fruitful. 

The performance brought unnecessary struggles which got resolved with the format of 

the piece. I enjoyed performing because I trusted in the idea and the girls.” 
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Kamea Farkas: “In Trafó, in front of the audience, we were able to find a deeper 

connection in a faster way. I really enjoyed it.” 

 

Broadly speaking, the majority of the responses of my partners reflect a positive outcome 

of the work with Collective mind. Their answers also helped me develop a more clear 

understanding of the non-leader and non-follower ideology.  Remarkably we all seemed 

to place emphasis on the importance of time spent together and the trust we have in each 

other’s skills.  
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6.4 Conclusion of research part 

According to the experience of the practical part I have done and the reflections of 

partners I have gathered the following outcome components of a Collective mind: 

 

Group increment of mindfulness in creativity: Mindfulness is the basic human ability 

of awareness. It is rather an openness to the given situation than a mental process.23 

Additionally, Mindfulness is extremely important for a state of creativity. Meanwhile 

improvising we are bringing out the self-expression – we are creating. Therefore 

mindfulness balances the improvisation and releasing control according to the situation. 

Referring to the individual, mindfulness control is a tool of improvisation, an ability to 

focus. Referring to our group situation mindfulness presented an ability to combine our 

improvised freestyle movement within the group. Working with mindfulness control 

allowed us to attune our interest in the process of creating.  

At this point, I discovered a clear causality between mindfulness and the synchronicity 

of actions: The synchronicity of our actions became apparent after the execution of our 

movements and decisions gradually became integrated with each other in an effortless 

manner. I believe synchronicity appeared as a byproduct of our individual desire to create 

something together.  

  

                                                
23  Kaltenbrunner, T., (2004), Contact improvisation: moving - dancing – interaction., Oxford: Meyer und 

Meyer, (UK) Ltd., 2nd edition p no. 70 
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     5. Outline of our experience with Creative mind, personal drawing  
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7. Conclusion 
 

Through researching Collective mind I found answers to the most important questions 

that I asked myself at the beginning of this thesis. 

 

What do dancers need in order to reach a common language in the group? What does 

mostly influence dancers when dancing together in the group?  

Both the findings from the literature I have used and my research work suggest a strong 

individual responsiveness to happenings within the group, which consequently shows as 

successful communication between individuals. The upshot of this is a possibility for a 

group to work together meanwhile achieving the desired results. I have understood that 

dance improvisation contributes greatly to developing more self-awareness and dance 

skills which are the core components of creating the common language of the group. This 

theory was supported by the experience during the research work where it became 

apparent that dancers who are on the same skill level cooperate and communicate with 

each other more effortlessly.  

 

Is there such a thing as collaboration in dance? How can I reach collaboration between 

dancers? Is the collaboration just a utopic idea and dance itself needs the roles of a leader 

and follower? 

Evaluating the Big Susan project helped me discover that collaboration in dance is 

possible, it is observable in the solidarity of actions, the sensitive relations that appear in 

the group through which the movement flow becomes continuous. Now I am aware that 

the Collective mind state work I have done had limitations, and those influenced the 

results. The most important limitation lies within the non-follower non- leader ideology. 

Regardless of the fact that my partners and I were constantly trying to reach the previously 

mentioned ideology to justify the concept of the Creative mind, I was never able to 

without a doubt prove it’s existence. The latter realization led me to the conclusion that 

what appeared at first to be a non-leader non-follower dynamic was actually a constant 

and periodical rotation of the leaders which caused synchronous actions that seemed to 

be the result of a Collective mind. 

Consequently I was not always able to suggest how we could engage more deeply into 

finding more options of Collective mind. Despite the limitations of this ideology and the 

occasionally predictable results of my findings, I wish to continue developing the 
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Collective mind work and engage in others’ work in the frame of this field.    

 

As a continuation of this research, I applied for the workshop and performances of 

"Telepathy Works” in the frame of Front@ Festival for Contemporary Dance, in 

Ljubljana.  

Besides specific projects, I would also as a dancer wish to be part of work engaging dance 

improvisation. The knowledge gained through improvisation I would apply to group 

projects because I believe group work for me is the most effective way of developing and 

delivering dance to people. 
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