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european
dreamtime

Wim Vandekeybus at the Tramway as part of the New Moves Festival Glasgow.

New horeography has b

mcrusm‘ly adept at nmnblm; vast,
resonand wonderlands on stage, influenced as
much by the history of film and perfarmance
ant as by expressionistic raditions in dance.
Like disnipted fairytales, they paint dream-
worlds that hang in the air, gly casuatly

dreamtime has the magic of a Blucbcaid's
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phorical subtext that pitched men against

Castle, but can also hide a in of mis-
takes.

Wim Vnndek:ybus' new piece, Always
Tlle Sarmne Lies, is an impartant example of this

construcied and yet painstakingly scored.

These pm-lunpln panables open & nn-
derbox of images and ch that d

chorcography. In it he uses what
could now be classified as some of the recog-

nisable aspects of what is rapidly becoming a
technique. A laisscz-faire attitude 10 stage

interpretation. Leaving a trail of esoteric ducs,
lhey hint at rich new worlds, consllmly teek

text in many llngulgcs. snippets of
slm‘y activities performed in real rather than
*acted’ time, sudden changes of both physical
lnd heti ion. This he does with the

ing to engage their audi ‘s
imagination as well as their appreciation of

plicity, eccentricity and edecticism of a

farm and content. In this way, they are coded
in a very different wey fram cither formalist
chareogrephy or new dance.

This approach has opened a variety of
criticl and aesthetic horiaons. Dance that is
‘not dance’ and seenes that are ‘nak scencs” beg
questions of the definition of the form inlo
which they have been sloted. The stage craft-
ing and intuitive ques of the perlc

true monugis( who understands that the mis-
en-scéne has nothing 10 do with perccived
logic. But although he ddights in the maver-
ick, he also falls prey to the illusion that creat-
ing the dreamtime is enough.

In previous work he brought to Britain,
Vandekeybus pushed his audiences tothe edge
of their scats with nerve-rattling acrobatic se-

men in a wry-looking world. His signature
became a whip-lash diving roll, performed at
immense speed by bath women and men. This
spced was mixed with a casualness of mamner
that ) dermined the i of
particular lcnons. yet added to |he ovenall
emotional resonance of the piece.

Many of these techniques are used again
in Always The Same Lies. Flying jumps,
physical precision and dasing are all mixed
with this carefully constructcdcasusiness and
stylish abandon. Found objects litter the stage
space; flecting references to more prosaic
worlds that tantalise with their simplicity snd
possible meanings. Like fellow Belgians,
Amme Teresa de Keersmacker and Michelle
Ann de Mcy, Vandckeybus makes a whole
world on stage, and is expert at drawing his
audiences along, gasping onc minute, gawping
the next.

Ttis i ing thatin ion, Van-

ance avanl-garde are used; narmrative, comic
ability, multi-media skills, use of objects - all
these things arc brought inio play as naturally
as the construction of a sequence. The
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and a perfect und ding of the
umngofsuspu\se. InWhat The Body does not

ber, which premicred at The Third Eye
Centre, Glugow. in 1989, he mixed these

sharp techniques with an | and meta-

ybus refers o Always The Same Lies asa
‘play’. This may be an spgrogwiate mis-use of *
words, but certainly the work is as influenced
by deconstructed new theatre and perfamance
techniques as it is dance. The group of per-

farmers - five men, three women - are not only
expertin lhmr physical abilities, but also exude

Peaple and objects Mloaton and off, short
cameo roles that are dissolved by fast se-
These have b Van-

su snge downs,
stand-up & ans ians, actors, singers
and tricksters in tumns.

Although the nine performers do not tell
his story, the piece centres around the image
of the life of en old man, Cardo Vermano, who
appears on a film that is projected onto a series
of sereens behind the action. Verrano is one of
the main influences behind the picce, and
seems to have provided Vandekeybus with a
kind of raison & étre for the work. As the
perfamers come on and off stage carrying
objects, telling stories and paforming action
sequences of a more or less chorcographed
nature, Verrano's image appears, (alking,
smoking and dancing eround an a quayside.
Shot in scratchy Super-8, this dld man gives
the action depth and paignancy in a very sim-
ple, humanistic way. The company all very
obviously care about him. There is an opposi -
tion between the youth of the performers and
the frail age of the man - a kind of yeaming
sadness that pervades the piea in its less clut-
tered moments. The uaocnuon of the young
and old works precisel it
unfixed - unsmcd in lny more blatant & fash-
ion.

Around the film, the performers

)

dekeybus trademark, and the cesicst way that
young British chareographers have found ©
copy his technique. What they lack, however,
is his versatlity with the timing of such move-
ment, and the understanding of the context into
which they are placed. One dancer leaps over
another, whilst the eecand throws him or her-
sdf w0 the ground, only to bounce up and
menelhcsquemeukuhrdtped.A

touch of middle- pean folk-dancing is per-

ible, and (he | umm; of a
clown 'lhe skill of these equences is s much
intheirimp as in their exe-

cution. They lepal'ormedm an off-hand
, 88 if just hiccups in the progress from
one side of the stage 10 another.

Towards the end of the piece, the wamen
come down from their hammocks and start ©
play the game. As the soundtreck turms from
old folk songs into Euro-funk, hundreds of
eggs are brought on in huge trays. These are
l2id out in patterns on the floor and stacked on
top of each other, as performers drop fram their
suspended pasitions with persilous proximity.
As the performance dissolves, the eggs are
thrown from one stage clown o another, some-

and destroy images, the men remaining scpa-
rate from the women wntil lhe final scenes
whznl.hey fling th 1 L vidlently

times breaking and being caught
with nonchalant accuracy.

But is the creation of this European

q

collabarations with other disciplines. But,
although Afways The Same Lies mixes all the
right ingredients, it fails to gppropriate them
in any thing other than a shallow way.

One of the most awkward and yet intrigu-
ing protiema of the piece isiniits relatiorship
with narmative, calling into question the idea of
a performance collage that alludes to meming
but docs not sct up the structures with which
lotdl hwnmh.emup.lmuchu:

ip into a rand, Hection of events.
What is left is a form that has no room for
further interpretation (cverything is infuitive).
The form can never became any more complex
or multi-layered than the collection of objects
that wre constantly in transition ecross the
siage.

But this entropic world is rougher than a
fairytale, and more resiliens than the decon-
structed associative wark that came before it.
It has a tactile presence unlike any other
‘dance’ work, and touches the audience on
many more levels than more formalist move-
ment. Because itis framsd as a dreamworld, it
has the ability ©0 transport audiences, lesving
them dazzled by lack of logic and scothed with
humour. Ironically for work that secks so much -
10 depart from the raditional frame of dance,
itis, in the end, the speed and dectricity of the
dance that caments the wark into a whole,
rather than the collection of ideas and refer-
ences that surround this. Despite the tack of

1 in the form, the real thrill of the

g & previ blrlen lati |l
is the men who embcdy humour and sofiness
throughout. They are the interpreters of the
material, communicating directly to the audi-
ence either through up-front action or humour.
The women remain hard and, literally, aloof -
suspended for their initial appearances in low-
slung hammocks fram which they swing, tatk
in their own languages to each other, mocking
the men.

At the beginning of the piece a man cooks,

an andetie whilst another attempts 10 jump
onto a chair hung up in the lighting rig. In the
semi-darkness, the play creeps onto the audi-
ence, suddenly twisting into a dance sequence,
and then g t0 the oddly dane, the
pointedly ordinary. The men are sexy, stupid
and occasionally laddish in the face of an audi-
ence, like small boys showing off in the knowl-
edge of their own silly audacity. A random
pauamndcvelops on stage, the rhythm of move-
ment like a scanering constcllation rather than
a regular aliernation between fullness and
space. The omelete carries on cooking as an-
other man tdls a stary in Italian. The floor is
revealed to be covered in a carpet of dresses
sown logether. These dresses become a signa-
ture, as the carpet is winched up © the back
wall half way through and more are brought on
- clasped like lovers by the men and jumped
upon by the women.

enough? I y ways the achieve-
ment of this cool form has been in the aban-
doning of old forms rather than the making of
ncw ones. Many of the concepts have been
assimilaled from other media in illuminating
ways, challenging the notion of dance as a
series of sieps and presenting new and fertile
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piece comes from the mrogant leaps and dives.
]

Andrea Phillips is a free-lance writer and
performance director. She contributes to
Artists Newsletter and What's On.
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vember 1st.

age or disability.

FUND

A project based national scheme for innovative inter- and multi-discipli
nary collaborations between artists from different artistic practices
working in partnership to create a synthesis or merging of artforms.
The fund isopen to professional artists, companies, producers, galler-
ies and publishers or any of these working together. Awards are avail-
able as Research and Development ar Project Production grants.

There are two application deadlines for 1992/93 on June 1st and No-
Guidelines and further information are available from Combined Arts
Unit Arts Councll, 14 Great Peter Street London SW1P 3NQ

The Arts Council welcomes applications from all sections of the com-
munity regardless of race, gender, sexual orientation,
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