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"Anyone who substitutes the love for the bodies with the image of the body, substitutes life with death",

says Dietmar Kamper, and I'm afraid that he's right.

It's either living for the present, here and now, or creating an image. Those who live needn't create images. Living here and now means being free of projections and visions; there is no looking ahead, no looking back.

But then, who is able to do so?

Perhaps this is exactly what the Bible asks us to do: "Thou shalt not create images!" Get real, face the facts of life, be positive about life!

The present has no shape, no form; there is only movement, nothing is static, secure, under control.

We have to come to grips with our past, plan our future. The present is simply there.

Being in touch with life means improvization.

And that causes fear.

Kamper also says that where there is an image, there used to be fear. The fear of becoming one with the flow of life, of being lost within it.

I think it's all about giving life a form, dominating the flow, being aware of oneself. And knowing, after all these years, that this was a wonderful holiday, pictures with smiling faces only. Or hoping that the spell may eventually be removed from one's heart once the picture has been torn in pieces.

Thus the image comes into my life; it steps right between us and becomes a medium, pretending to mediate but separating instead.

It is because of the images I have of others that I can no longer get in touch with others.

I guess we all know what it's like when we send passionate love letters to someone whose feelings turn out to be only half as passionate as we wished them to be. And we're all too familiar with the reproach that tends to come up when we argue with our lover: You don't see me! The other one feels lost, doesn't even seem to exist in the image I have created of her or him. My projections prevent me from being open to the person who is actually there.

This contradiction can't be solved, I believe, we're lucky if we become aware of it.

We want to perceive with all our senses and are yet creating an image - of ourselves, of others, of the world.

I think that any work with images should seek to make itself needless. If we could stop creating an image of the world we would perhaps be able to live in it.

"Perceive the world directly and your vision will expand", says Chögyam Trungpa Rinpoche.

"Is there something like a good look?" Wenders would like to know.

It would probably be one that doesn't project, that just perceives what is there, one that sees without intention. A look that listens, an unreserved look, a loving look.

It's not easy, though.


In dance film we discover a variant of this contradiction.

The bodies disappear in the image only to be reborn the next moment: they are more physical, more dynamic, more sensual, more emotional, more absolute than they will ever appear to be at any moment on stage.

It's like making a pact with the devil: Whatever it is they loose of their actual presence, of their liveliness, they gain by being ever so present and intense in the image.

To me it seems that the body and its image can be brought closer to each other if the process of seeing comes from the body itself, if the whole body is involved instead of eye and mind only. In other words, if the "good look" at other bodies develops from one's own movement, one's own feeling of being alive.

The question remains of how to turn one's look at the dance into movement again, i.e. after the images of the body have emerged as a result of the body experience of the individual who has operated the camera. The search for images that come from one's own body requires that I also move my body while filming movement; it's like seeing from the inside, like dancing together, like a dancing camera.

During classes we do exercises in "visual perception" and "awareness", in defocussing the look and in synchronizing look and movement, mind and eye.

The essence of the film lies in it being a body in motion, and it is right there that something new comes into existence: physical cinema.

What does that imply?

Just fragments, for the time being.

The language of the body in the language of the film:

- the means of expression with regard to the size of the filmic shots

- the individualization of the characters, dancers as protagonists, the "individual body"

- the look as the constituting element of relations

- the dramatic development of a (abstract) plot

- narrative and experimental dramaturgy, "energetic story-telling"

- "energetic montage", continuity of movement across time and space

- in terms of dramaturgy parallel editing in order to follow and link individual plot lines

- the relation between improvization and emotionalization

If contemporary dance is said to defend the integrity of the body against  its (mediated) extinction, the general question arises if the (new) media technologies are at all capable of reproducing the body’s presence or if they contribute to rendering modern society even less physical. Is there any chance of opposing the loss of the body in the image by using images? Can a solution be found in the interaction between the moving body and its image on stage?

Where is the human body located in the digital revolution?

In film, however, working with dance and movement is always an enrichment of the cinematic means of expression. Doing without spoken language brings the essence of the medium to the fore, i.e. being a body in motion.

Something new emerges, a filmic narration that lies beyond words and tells its story solely in “the languages of the body”, a physical, energetic cinema of the gesture – physical cinema.

The interaction of the body with its images remains a creative dilemma which can’t be solved. Orientation is therefore helpful and important. 

To me that is defending the integrity of the body and its integral sensuality against a mediated reduction.

Or  the love for the images coming from the love for the body.

