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Abstract. The last decade of scholarship in dance has produced a number of literary contributions
which account for the need to theorize the radical potential of dance as a site for political activism
in the context of global social and economic crises. As a practitioner, teacher and theorist in dance
and performance, working in a UK university, | am interested in exploring the potential of somatics
to resist a seemingly utilitarian incorporation of somatic principles into the agenda of neo-liberalism
under post-Fordist conditions. This research has been informed by my previous theorization of collaborative
performance practices from a range of interdisciplinary perspectives including philosophical, political
and performative. In this article, | refer to somatics as an umbrella term to discuss practices related
to the dance field including protests, walks, flashmobs and choreographic explorations of performative
participation. While these practices might not be widely recognized as somatic practices, | argue that all
operate at a somatic level and point to an ever-shifting relationship between the individual, the collective
and the social environment. | reflect on a number of theoretical ideas pertaining to the relations between
the development of somatics and the intensification of cultural capitalism in contemporary western
society. In doing so, | aim to theorize somatics as critical and political practices of collective forms
of being and working together. Drawing on instances of collective embodiment, | argue for the politicization
of somatic practices as it relates to ideas of affect, ethics and time. | suggest that embodied expressions
of collectivity as politicized somatics can develop valid tactics to counter what | observe to be a mimetic
phenomenon between dance practices and capitalism. A situation that has been only exacerbated
by the Covid 19 pandemic. | propose the concept of somatic collectivity as a way to describe the critical
potential of collective embodiment found in dance and its expanded field of practices.
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Introduction

f at the beginning of the new millennium,
togetherness was observed as a problem
of global proportions (Massumi 88), almost
twenty years later — in the midst of growing
international social polarization —
the challenge that this phenomenon offers
for rethinking and re-experiencing
the individual and the collective has become
even more manifest. Local and international
developments with regards to environment,
technology and migration have informed
a politics of togetherness whereby collective
and individual socially engaged actions
have become vital to reassess the ways
we breathe, communicate and move.
Recently, dance has been at the forefront
of this reassessment of the public sphere.
[t is evident in the expansion of the field
of dance and politics (Kolb; Cveji¢ and
Vujanovic; Kowal et al.). Similarly, somatic
discourses including those that intersect
with dance practices have also been
foregrounding the critical potential
of bodily knowledge and practice
in the face of neo-liberalism (Ginot;
Firth; Fortin). Neo-liberalism refers here
to a political regime that has dominated
western economy for over three decades.
[t promotes individual entrepreneurship
and skills, free market and free trade.
Neo-liberal logics challenge the production
of culture in society as its policies aim
at privatizing public services into
commercial ventures including in the fields
of education, health and social care,
and the arts. Moreover, in the context
of post-Fordism, working practices
emerged during the shiit from the
production of goods to the production
of information and services. In this new
economy, artists have become the role
model for contemporary workers described
as multiskilled, flexible and resilient
(Kunst). In these terms, dancers represent
‘ideal’ creative subjects. However,
the political economy of the dancing body,
subsumed into the global forces

of the market, can also be seen as being
exploited by post-Fordist capitalism.
For Kowal et al., dancers ‘are disciplined,
self-controlled’, and become ‘expert
in self-promotion to avoid the risk of
precarity that is the downside of the
loosening of social bonds in times when
global markets replace nation-states and
their systems of social security’ (12).
The tension between the blurring
of artistic strategies into contemporary
life and labour and a resistance to neo-
liberal agendas informs the discourses
that traverse the field and practice of dance
including its education, training, and its
places and modes of production.
For example, the eclectic aspect
of technical styles and skills requested
by the industry reflects the nature
of the neo-liberal worker as multiskilled
and flexible. While the conditions of dance
production and education are increasingly
formatted by market forces (as seen
in increases of short-term project-based
creative processes, freelance remuneration
for creative workers and consumerist
universities), one of the consequences
of this regime for embodied practices —
including dance and somatics —
is the undermining of the concept
of community and collectivity by the
accentuation of self-individuality.

In the field of somatics, parallel to these
developments, a shift of focus from
the internal process of self-awareness
to the external processes of social
awareness has been observed. Kirsty
Alexander and Thomas Kampe, as editors
of a recent special issue for this journal,
explored the ways in which ‘the processes
of undoing existing patterns’ and creating
new ones in somatic practices ‘can be
extended beyond the body of the individual
to the body politics or the social body’
(3). In the following issue, Sylvie Fortin
theorizes the notion of social somatics
as one of the pathways of somatic practices
which counter balances its inward-looking
aspect. Fortin describes social somatics
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as a call from somatics educators in the
1990s for ‘an expansion of awareness, from
the internal to the external, from the self

to society’ (146). As examples of social
somatic practices, she discusses a range

of action-research projects addressing
issues on eating disorders and depression
and focused on working with specific
community groups. Drawing on the work
of somatic practitioner and theorist Isabelle
Ginot, Fortin observes the need to adapt
somatics approaches such as Feldenkrais
to the need of marginalized groups with
diverse socio-economic and cultural
backgrounds. She defines these practices
as ‘politicised somatics’ capable of reuniting
‘a focus on oneself and on others’ (Fortin
148). This argument resonates with Ginot’s
reminder that somatics can represent,

‘an “alternative”, even subversive
discourse’ in relation to culturally
dominant understanding and practices

of the body (18).

Methods

This research has been informed by my
previous theorization of collaborative
performance practices from a range

of interdisciplinary perspectives including
philosophical, political and performative.

[ have previously examined how the

critical potential of cooperative processes
of creative practices might be assessed
with consideration of the scope for such
strategies to be adapted towards utilitarian
and profitable purposes by the institutional
order (Colin and Sachsenmaier). [ propose
to focus here on the notion of collectivity,
collectivus (to collect, to gather)

in the light of the recent application

of the notion of the common in academic
dance and performance discourse (Cveji¢
and Vujanovic; Laermans; Lepecki; Burt).
In this writing I refer to somatics as an
umbrella term, which encompass practices
that might not be recognized as somatic
practices but which, [ argue, all operate

at a somatic level and point to an ever-

shifting relationship between the individual,
the collective and the social environment.
While Fortin’s ‘social somatics’ refers

to the work of somatic educators working
in the community, [ want to extend

this concept to the idea of embodied
collectivity as manifested in the expanded
fields of dance and social choreography
including protests, walks, flashmobs

and choreographic explorations

of performative participation.

Examining the underlying ideology
around the production of the contemporary
body is crucial for the continuing
development of alternative discourses
on the practice of the body. This research
is particularly pertinent against the backdrop
of current on-going international crises
including in relation to health, race,
migration and the environment.

In the United Kingdom, a growing
awareness of the need for solidarity,

and development of a politics

of belonging based on altruism, empathy
and connectivity had been already widely
argued within social commentary

in the aftermath of the 2016 Brexit
referendum (Monbiot; Klein). Today’s
catastrophic global pandemic wrought

by COVID 19 complicates our understanding
and practice of togetherness. In this article,
[ consider the affective value of somatics

as creative and social practices capable

of fostering change.

[ begin by problematizing
the relationship between affect
and embodiment in the context of post-
Fordist society. Examining discourses
on affect, [ discuss the ways in which
the intensification of self-responsibility
for innovation and well-being in post-
Fordism reveals the use of somatic
strategies by neo-liberal agendas
concerned with resilience to the anxiety
created by capitalism. The second part
of the article draws on the notion of ethics
and the concept of enjoyment to explore
the conditions for the development
of an ethics of engagement in affective



practice of embodiment. I argue that within
a post-Fordist context, there remains scope
to re-orient affective practices towards
the development of a somatic and ethical
‘responsiveness’, which might in turn allow
for the formation of an alternative model
of political relations.

This article is intended as a theorization
of the concept of somatic collectivity
and it is beyond its scope to offer extended
ideas of practice. Nonetheless, [ examine
specific aspects of collective bodily practices
— such as affective and temporal qualities
— in order to illustrate another potential
direction towards politicizing our thinking
about somatics. I point to the ways these
social somatics — based on improvisational
principles such as flocking, walking, scoring
and task-based performance and public
interventions — can be understood
as radical social practices that persistently
rehearse alternative forms of collective
embodiment. If framed as a social
dispositive of the service economy —
and one that does not only reflect this
economy (Harvie 61) — these practices are
capable of performing a critical resistance.

Results

The intensification of cultural capitalism
The term ‘cultural capitalism’ refers

to the application of a capitalist logic

of consumerism and profit to cultural

and arts activities; and the sale of attitudes
or lifestyles (Zizek). This application has
promoted the notion of creativity

as a central force of the market economy.
The new context facing us is a politics that
has elevated the post-Fordian principle

of creativity as a rule of society at a time

of cuts to public funding. As Andreas
Reckwitz observes, ‘the tension between
an anti-institutional desire for creativity
and the institutionalized demand

for creativity’ (The Invention of Creativity:
Modern Society and the Culture

of the New) has now reached a peak.
Workers are responsible for a continual

production of innovation. Creative industries
are at the centre of an ‘innovation economy’
that promotes an ideal of creativity where
economic and personal growth conflate.

Dance theorist Gabrielle Klein (1)
highlights the ways in which contemporary
forms of political participation differ
from those of 1970s social movements.

[T previous artistic initiatives supporting
civil protest were focused on human rights
(including the politics of gender, ethnicity
and warfare), Klein argues that current
protest movements (demonstrations,
flashmobs and some participative
choreographic projects) are reacting against
the corruption and the management

of politics itsell. Klein argues, ‘in their
creative practice, political acting does not
exclusively take place as a resistance

to, but also as part of the post-Fordian
regime of creativity’ (197). The implication
for somatic practices and its ethical

value is significant. As Emilyn Claid
highlighted at the Dance and Somatic
Conference in 2015, somatic informed
dance practices value an ‘Ethics

of Otherness’ whereby exchanges

between practitioners might be experienced
as unknown and ‘as something creatively
uncertain and logically impossible’.

This process, Claid argues, ‘interrupts’

the production process of the dance market
(117—26). Yet it remains necessary

to examine the extent of this interruption
within the current advanced phase

of neo-liberalism and how somatic practices
in dance can establish their value within
and beyond the multiplicity of techniques
offered in vocational training.

From the perspective of media theory,
the philosopher Franco ‘Bifo’ Berardi offers
a thought-provoking statement about
the notion of disruption and its relevance
to contemporary politics including
the ones unfolding during the Coronavirus
pandemic. He holds that:

we call disruption a break
in the circulation of information,
and in the circulation of power.
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In the modern industrial age [...]
disruption could be easily turned
into revolution and revolution
brought about change in social
relations, the creation of a new form
of the social environment and so on.
Now we are facing the opposite
effect. [...] Instead of resulting
in revolution, disruption is resulting
in the consolidation of power (31).
In the context of public dance
interventions, unexpected or sudden
movements of groups of people working
together can have an unsettling effect
on established control. But the ways
in which capitalism has embraced
ephemerality as the ultimate quality
of cultural production might undermine
the effect of this disruption. For as
the anthropologist and geographer
David Harvey argued towards the end
of the twentieth century, ‘the relatively
stable aesthetic of Fordist modernity has
given way to all the ferment, instability,
and fleeting qualities of a postmodern
aesthetic that celebrates difference,
ephemerality, spectacle, fashion
and the commodification of cultural
form’ (156). The efficacy of ephemerality
to operate as a rupture, a break,
an interruption to the static of over-
determined structures of the everyday
needs to be critically re-assessed under
such conditions.
For people working in somatics
and dance this raises questions about our
time together. How do we resist a fast,
fragmented, interrupted sense of time
in our coming together in the studio,
onstage, in the streets and on screens?
How do we question the flickering duration
of our practice together? How do these
decisions impact on the heightened crisis
of belonging whereby privilege afforded
to some bodies increases the risks
that burden others? These questions
are bound to the economy of production
of artistic labour (including, e.g., project-
based conditions, freelance contracts

and networking pressures) that informs
creative and logistical decision-making
processes in dance. Equally, there are
related questions concerning the degree
of autonomy underlying pedagogical
approaches (including training

and techniques in dance). As Randy Martin
warns us, togetherness in the context

of a politics of precarity will position the
‘need to dance between a ceiling of debt
that has become punitive, and a floor

of forgiveness that does not interrogate
what we want to be liable for’ (11).

The precarity of the dancers’ work has
been recognized by Equity, the United
Kingdom’s trade union for creative
practitioners, which recently formed

a dance committee to defend the interests
of independent dance practitioners faced
with challenging labour conditions.
Equity found increasing anxiety amongst
dancers due to a lack of contracts, low pay,
unfunded projects and unsafe conditions
(“Dance Committee”). This situation has
also been exacerbated by the Covid 19
pandemic.

Affective practices under post-Fordism
[f examining the politics of time

in relation to social somatics reveals

an intertwinement of bodily practices
with current political systems, another
driving force of this mimetic process

in post-Fordist society is the capitalization
of affects by neo-liberal agendas. Post-
Fordist working practices in the fields

of information and digital communication
have been described by a number

of scholars to be constituted of intangible
sources such as intellectual, creative

and social skills and the affective services
(Lazzarato; Negri and Hardt). These
services are based upon the exploitation
of the bodily capacity to affect and be
affected or, in other words, upon

the lucrative utilization of the ways

in which bodies are able to act, to engage
and to connect (Massumi). At the same
time, this phenomenon has been



extensively theorized and criticized

within academia by what has been called

‘the affective turn’ (Clough and Halley).
From a historical perspective, we can

note that a re-emergence of affect theory

in western philosophy coincides with

the development of somatic movement

practices in the 1970s and an emphasis

on ‘body—mind thinking” in dance training

(Eddy 7). The somatic viewpoint refutes

the Cartesian mind—body separation

and foreground. The notion of affect

is paramount to the establishment

of a different relationship between the mind

and body. Indeed, affects are based on

bodily experiences that account for changes

in the body, which include the mind.
Affective workers, including dancers

and performers and somatic practitioners,

are modelled according to the flexibility

of the market because the flexible,

autonomous, self-reliant and disciplined

aspect of capitalist labour inscribes itself

into our bodies. Flexibility is one of the main

characteristics that differentiate post-

Fordist from Fordist methods of production

(or the mass society of Fordism from

the flexible socio-economic organization

of post-Fordism). Furthermore,

the affective turn is linked to a wider

political context whereby the state uses

discourses of affect to produce resilient

individuals capable of managing

the uncertainty pertaining to the current

era of neo-liberal globalization. Under

post-Fordism, the nature of affect has

changed. While Fordism was characterized

by the boredom of the mechanization

of our relations in the first part

of the twentieth century, the anxiety

created by the precarious nature of our

contemporary existence represents

the dominant affect in the post-Fordist

era. The World Health Organization (51)

projects that depression will be the primary

cause of burden of disease in 2030.

This trend is reflected in UK universities

where the number of students withdrawing

from their studies due to mental health

issues has trebled over the last decade
(Marsh). Berardi argues that the speed

of information flows, combined with

the fragmentation of life, leads to a constant
bodily excitation without release, which
marks the presence of the body in society
in an aggressive way. He observes that

the repressed and denied energy — created
by economic exploitation and virtual
communication in the last two decades —
‘is coming back as aggressive energy

(37). The cuts to public funding in the UK
pre-Covid era led to a cultural sector being
awarded the role of supporting society’s
social needs. A number of policies have
pointed to that function. For example,

in 2018 the then Culture Secretary, Matt
Hancock announced a Social Prescribing
Scheme whereby doctors are able to refer
patients to arts and social activities such
as dance classes, art therapy or gardening
sessions for health reason. Hancock
introduced the scheme as a way to ‘help
save money for the NHS and social care
system by using artistic and social activities
in order to ‘help meet major challenges
facing health and social care — ageing,
loneliness, mental health, and other long-
term conditions’ (“Social Prescribing
Speech”).

In this context Somatics could be seen
to be assimilated to a system of market
value which leads to an instrumentalization
of its practice. For example, Joanna Cook
in her investigation of the role
of mindfulness in public policy accounts
for its practice as a neo-liberal tool.

She argues that:

+ mindfulness not only aligns

with neoliberalism, but it also
provides the motor for it: learning
practices of emotional regulation
and reflexive awareness
‘responsibilizes’ practitioners,
who are simultaneously ‘resilient’
enough to remain unaffected
by the emotional and psychological
effects of neoliberal uncertainty
and individualism (Cook 148).
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Similarly, in her examination of somatic
pedagogies, Rhiannon Firth points
to examples in education where emotional
literacy and well-being are being measured
to identify vulnerable subjects while
academic subjects are being developed
to promote resilience and flexibility. Firth
also observes that the focus on Well-being
in the UK research agenda is linked
to promoting ‘willingness/ability to work,
meeting corporate interest and the desire
to reduce welfare expenditures’ (125).
Moreover, the rhetoric around ideas
of ‘well-being’, emotional support
and self-help has gained increasing
currency in mainstream education
and in popular culture. Klein observes,

‘in liquid modernity|...] more and more

of dance — is being called on to find
solutions for the damage done to the social’
(206). The main argument concerning
the neo-liberal appropriation of discourses
of affect is that it leads to individualist

and depoliticized behaviours,

or individualized care for the self,
supporting entrepreneurial capital
(Brannelly et al.). This discourse on neo-
liberal self-care theorizes subjectification
and self-governance under post-Fordism
and denounces the ways in which individual
responsibility for ‘well-being’” may deflect
attention from a wider socio-economic
dimension. ‘Any viable resistance to state
structurations of affect’, Firth argues,
‘needs to critically reveal existing
structures of affect, and resist these
through a reconceived understanding

and the creation of new affects

at an embodied level’ (122). If affects
foreground an embodied subjectivity,
what would be the nature of an embodied
practice capable of resisting the affective
discourses under neo-liberalism?

The benefit of somatics as a peripheral
practice to dance training has achieved
widespread recognition amongst dance
students in the United Kingdom. Students
value its practice as an assurance for health
or as preparatory to the technique class

and performance. However, learners are
generally less likely to refer to its social
dimension, let alone its potential value

as a political tool. While dance students
might, through practice, experience

an enhanced sense of connection with
others or an increased sense of openness,
there remains a risk that the practice is still
frequently experienced by students as what
is more fundamentally an individualized
experience. In the discussion part

of the article below, I aim to foreground
the relational aspect of somatics

in order to demonstrate its potential

for an alternative experience of political
responsibility to the dominant seli-care
model. According to recent critical
examinations of the role of somatics

in contemporary society, the appropriation
and subjectivism of these practices

by neo-liberalism is not total (Firth;
Kinnamon; Cook). Collective relations
embrace different forms of contemporary
responsibility which intersect with neo-
liberal logics of seli-responsibility

and self-care but which can also be
shaped by interpersonal responsibility
and obligation. From an ethnographic
perspective, Cook points out that there

is still scope ‘to explore the practices

of people who recognize collective

and structural causes of suffering

at the same time as seeking practices

of subjectification for improving wellbeing’
(149). It is with this wider understanding
of contemporary responsibility that I examine
the conditions for the development

of an ethics of engagement in affective
practice of embodiment. [ refer below

to three aspects of the politics of somatic
collectivity, which I argue account

for a resistance to a contemporary
aesthetics of individualism.

Discussion
The first aspect is bound to a specific

practice of time in collective movement-
based improvisation — as found in many



somatic classes but also public
interventions — which involves

the synchronization of participants’
duration as an alternative to unison
practice. [ want to link this capacity

of synchronization with the idea of social
participation — as an instance of practices
of the collective ‘we’. Synchronization
does not point here to perfect uniformity
but rather to an attention to difference

of rhythms from which synchronized
patterns can form but remain transitory.
This “flocking” aspect of embodied
collectivity can be seen as a kind of
participation which is bound to specific
somatic understandings of attention.

For example, ‘thinking in movement’

in improvisation develops an embodied
‘interactional’” mind that points

to this ‘attentional practice’ (De Spain
167). [ have argued elsewhere (Colin)
that the distribution of attention

and presence in movement improvisation
can be understood as a collective
thinking which embraces the temporal
indeterminacy of our multiple selves

and thus intensifies the process

of ‘becoming plural’” inherent to what

[ am referring here as a somatic embodied
collectivity. While this process might be
experienced in a number of improvisation-
based dance practices such as Contact
Improvisation or Skinner Release
Technique, I suggest that the skills
developed during such practices can be
oriented towards a political production

of attention. Embodied collectivity

in the context of artistic cooperation

and ‘communing’ can be found

in the expanded form of dance as social
choreographies. Defined as non-
normative relational assemblage, these
choreographies have been interpreted
within the field of dance as offering

a new model of social relations whereby
political participation and civil protest can
intersect. (Sabish; Cveji¢ and Vujanovic;
Klein) Klein’s analysis of German-based

collective LIGNA’s performance Radioballet

is a good example of this political potential
of social choreographies as public
interventions. Set in Hamburg’s main
train station the piece is read as a protest
against the privatization of German
railway station space. Klein examines
how the performance generates
a production of attention through
the choreography of bodies, movement
and costumes.

The notion of social choreography
is useful for thinking about a public
‘choreographic’ practising of collectivity
as a way to rehearse an alternative
community. Following Jean-Luc Nancy,
Rudi Laermans argues that collective
creation can be seen to be a significant
manifestation of the crucial aim of politics
for ‘achieving the common’ (Moving
Together: Making and Theorizing
Contemporary Dance). A recent rise
in the use of the term ‘choreography’
beyond the field of dance and performance
points to the procedural functions
of choreography as a regulator
of processes including the scientific,
political and artistic (Hewitt; Cvejic
& Vujanovic; Klein; Klién). Although
in dance research the meaning
of the term ‘social choreography’ has
had varied interpretations, a theoretical
model was provided by Andrew Hewitt
(Social Choreography: Ideology as
Performance in Dance and Everyday
Movement)in his book Social
Choreography: Ideology as Performance
in Dance and Everyday Movement.
At the heart of Hewitt’s theory is the idea
that the connection between choreography

and the social is based on how the aesthetic

is bound to the social order itself.

He considers ‘dance as the production

and presentation of social order; and dance
as the articulation and disposition

of bodies at work and play’ (19). Cvejic
and Vujanovic’s analysis of Hewitt’s theory
emphasized on the conditions for social
choreography to disrupt its normative
function — exemplified by historical mass
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dancing! — towards a more critical model
of performance. For choreographer Michael
Klién ‘Social Choreography permeates

the tightly knit fabric of socialization,

for other potential realities to be sensed
and experienced, and for new relational
fields amongst human and non-human

to be forged’ (5). Notwithstanding

the normative aspect of dance,

as a performative self-organization

of bodies in time and space, social
choreographies can allow for the reclamation
of the public space but it also points

to an idea of community that does not
define itself in something shared prior

to its establishment — but rather
something defined in the action

of continuously practising its understanding
of the ‘we’. As such, practising collectivity
might be understood as a self-organizing
embodiment of a coming together;

but a coming together that does not impose
its own rhythms or seek to implement

its own laws. Instead it uncovers
‘underlying social relations and patterns’
(Klién 5). While I further discuss below
some examples of this practice mainly

from the last decade, many examples

of these choreographies of the social have
emerged from the recent context of social
distancing and face masks wearing during
the pandemic when personal, public

and private spaces were constantly having
to be negotiated to forge new ways

of relating to each other in both physical
and virtual spaces.

Affective persistence

My argument for the relevance of somatic
collectivity in the face of neo-liberal

forces is based on the understanding

of the importance of a persistence

of its practice. If we return to the politics
of time in post-Fordism and its emphasis
on state of impermanency or temporariness,
somatic collectivity can offer a resistance
to the dominant fleeting qualities

of contemporary life by the persistence

of its relational repetition. The persistence

of embodied somatic practice is understood
as a repeated ‘insistence on going against
the flow’, to borrow from Sara Ahmed’s
feminist metaphor of wilfulness as
creativity. Ahmed (“Feminist Killjoy

(And other Willful Subjects)”) advocates

a ‘wilful politics” as a collective politics:
‘wilfulness is a collecting together,

of those struggling for a different ground
for existence’. The persistence of somatic
collectivity offers ways to continuously
reformulate and re-invent different grounds
for existence by developing wilful practices
of attention together. Persisting is a quality
of dance practices which adopt an ‘ethics
of keeping it going’ to develop anarchic
forms of social organization (Burt 172).

Enjoyment and ethical agility

While Ahmed (“Feminist Killjoy (And other
Willful Subjects)”) positively refers to wilful
subjects as ‘killjoys’, I suggest we can
extend Ahmed’s idea to examine enjoyment
as another condition for the criticality

of somatic collectivity. Eikels argues

that ‘the pleasure in performing that which
is easy’ offers a political orientation
‘towards performative equality’ (17).
Practising a democratic collectivity,

in these terms, is about ‘performing things
that everybody can do’ because ‘the easy
does not need a leader’ (17).

Re-assessing pleasurable practice
through the notion of enjoyment in somatic
collectivity offers interesting terrain from
which to consider the excess of creativity
under post-Fordist production, because
it points to a process irreducible to neo-
liberal commodification. Alfred North
Whitehead proposes an economy of
enjoyment whereby the private emotion
of enjoyment must be coupled with a
public concern. Each occasion of practice
becomes “an activity of concern” [...] with

! The authors offer a comparative analysis
of Rudolph Laban’s “choric consecreation play”
and the mass celebration performed by the youth
parade in Titto’s postwar Yugoslavia.




things that in their own essence lie beyond
it’ (167). Concern for practising collectivity
is in itself a kind of enjoyment. For Steven
Shaviro, Whitehead’s notions of concerns
and enjoyment ‘are so closely connected
because they are both movements,
(or pulsations) of emotion’ (250). As such,
responsibility in somatic collective relations
can be understood as entailing a persisting
movement between public concerns
and self-enjoyment. Grasping these
‘in and out” movements is part of the agility
developed through attentional practices.

Moreover, in the context of dance,
the egalitarian aspect of Eikels’ practising
of the easy, combined with the affective
persistence of synchronization of bodies
in somatic collectivity, might be paralleled
with the emancipatory potential
of a new virtuosity. Burt (Ungoverning
Dance: Contemporary European Theatre
Dance and the Commons)argues that
rather than displaying conventionally
marketed technical skills, contemporary
choreographers may draw on alternative
kinds of dance knowledge and performance
experience that resist commodification.
For Burt, ‘Rethinking virtuosity in dance
means recognizing the potential value
of virtue as a quality arising from dance
practice’ (62—63).

Examples of instructions and scores
for group practice or group versions
of solo movement exploration have become
more widely available in the last decade
(everybody’s performance scores —
www.everybodystoolbox.net/ and Nobody’s
Business — www.nobodysbusiness.
wordpress.com). The dissemination
of this collective research offers a range
of task-based explorations of elaborated
forms of the exercise ‘Follow the Leader’
whereby the embodied activities
of following, leading and observing are
questioned in practice. A good example
of performance of this collective process is
the group solo performance Togethering
(Togethering: a Group Solo)by French
choreographer Alice Chauchat where dance

is presented as a social activity or ‘a means
and an end to togetherness’ (Togethering:
a Group Solo). In this piece which was
performed at The Politics of Collaboration
European Currents research event
at Middlesex University in September 2016,
a somatic collectivity is explored through
the use of scores and poems. A deck
of cards offers starting points
for improvisation and performance.
Amongst other propositions, the idea
of companionship is presented as following:
+ you keep your dance company
your dance keeps you company
your dance keeps other people
company
you keep their dance company.
(Chauchat)
Composing the attention of the self
(for both the performer and the audience
members) is a spatio-temporal process.
The time and space of the performance
is proposed as a reality to experience
‘here and now’ while offering strategies
to envisage other occasions of coming-
together. As Chauchat explains, ‘it is
an invitation to address those occasions
as experiments that are each time
re-formulated and that we invent
together’ (Togethering: a Group Solo).
Distributing the self through negotiating
the inherent division of attention in somatic
practices develops an ethical agility
or a responsiveness, which I argue is
necessary for resistance. It is through
the practice of this collectivity that I am
able to synchronize my doing, thinking
and feeling with others. A more recent
example of this practice can be found
in the spreading of the viral dance challenge
Jerusalema, a South African Afrobeats
music with an accompanying dance
inspired by the Africanised electric slide
which spread on social media at one
of the worth moment of the Covid
pandemic in early part of 2020. Described
as a counter-contagion, the video offered
a way for people to come together
and synchronised their solidarity
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to a hopeful future. Police departments in
Africa to priests in Europe posted their own
Jerusalema dance videos which repeated
and adapted the initial choreography.
Reflecting on the impact of this social
media dance, scholar Ananya Jahanara
Kablr beautifully stated that:

This gift to the world is the secret

of moving collectively. Not in cookie-

cutter unison but through individual
response to poly-rhythmic Africanist
aesthetic principles that are held
together by a master-structure.
Dancing in this way is resistance,
incorporating kinetic and rhythmic
principles that circulated initially
around the Atlantic rim (including
the Americas, Europe,

the Caribbean and Africa).

[t connects and revitalises

by enacting an embodied memory

of resistance to enslavement (Kabir).

As a social choreography, the Jerusalema
dance challenge is an example of somatic
collectivity. Practising collectivity
through synchronizing our time
and duration together is bound
to an ethics of engagement which
[ suggest can be located in the seli-
enjoyment of this practice in concerns
with others. We can think of critical
practices which continuously re-assess

an awareness of the underlying ideology
around the production of bodies. We can
also think of practices which aim to re-
experience the individual and the collective
by persisting in asking the question

that American post-modern choreographer
Steve Paxton raised in the context of another
historical crisis ‘what can a body do

to be safe’ (17).

Conclusion

While [ began these reflections

on somatic practices by highlighting crises
of togetherness in post-Fordism, it is now
clearer that the political significance

of these practices resides in their
ambivalent relationship with neo-
liberalism. On the one hand, the constant
need of late capitalism to find new sources
to validate its development contributes

to an appropriation of somatics by neo-
liberal agendas. In turn, this may result

in the fragmentation of collaborative
endeavours into individual intentions.
Conversely, when these practices are
distinguished from a mainstream self-
care culture, the persistence of somatic
collectivity might offer scope — from

an embodied and political perspective —
for resistance to the commodification

of affects under post-Fordism.
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Hoiisnu Koaun

Bunuecrep ynusepcureti (Bunuecrep, YabiGpuranus)

BUAETI BIP/ITY CAAICATbI: NOCT®OPAN3M XAFAANUbIHAAFbI COMATUKAIbIK
YXbIMAACTbIKTbIH AO®PEKTUBTI TYPAKTbI/IbIFbI

AHgaTna. bu eHepi canacbiHAaFbl COHFbI OH XblIAAFbl 3epTTeynep XahaHablK, 9/1€YMETTIK XKaHe
3KOHOMMWKaNbIK AaFAapbiCTap KOHTEKCTIHAE CasiCu KbISBMETTIH, TyFblpHamachl peTiHae 6uaiH Tyéerenni
aneyeTiH Teopuanay KaXeTTiNiriH ketepeTiH 6ipkatap eHoeKTepaiH Nanga 6onybiHa akenai. ABTop
OpUTaHAbIK YHUBEPCUTETTE KYMbIC iCTEMTIH MPAKTUK, OKbITYLLbI }XoHe 61 MeH nepdoMaHC TEOPETU I
peTiHae NocTPOopPAN3M KaFganblHAa COMaTUKabIK NPUHLMNTEPAI HEONMOEPaTU3M KOHTEKCTIHE
YTUAUTaPIbIK EHTri3yre Kapchbl TYypy MakcaTbiHAa COMaTUKa MYMKIHAIKTEPIH 3epTTeyre Kbi3blFyLbIbIK
TaHbITagbl. Byn 3epTTey Makana aBTOPbIHbIH, 9PTYPAi NoHapasbIK, OHbIH, iWiHAe GUnocodUanbIK,
CasiCu }oHe NepPCrneKTUBTIK Ke3KapacTapMeH GipIeCKEH an/iblHFbl YKYMbIC TOXKipUOECiHIH,
TEOPUSANbIK HEri3aeMeci HerizdiHae KypbliFaH. Makanaga comaTnka 3aMaHayn 6u eHepiHe KaTbICTbl
ToXipnbenepai Tankbliayra UTepMeney YLiH XKui KongaHbliaTblH TEPMUH PETIHAE KbISMET eTefi,
COHbIH, illiHAE Hapa3blnbiKTap, 61 cepyenaepi, dnewimobTap xaHe NnepdopMaTUBTI KaTbICyAblH,
xopeorpaduanblk 3eptreynepi. byn Texipnbenep coMmaTnKasnblK ToXKipnbe peTiHae KEHIHEH
KabblngaHb6aca fa, CoMaTUKanblK AEHIENE SPEKET ETEMI XKOHE KEKEe aflaM, KOFaM XKaHe aNeyMeTTIK
opTa apacblHAaFbl YHEMi e3repin oTblipaTbiH KapbiM-KaTbiHACTbl KepceTeai. CoMmaTuKaHbiH AaMybl
MEH Kasipri 6aTbiC KOFaMblHAaFbl MSAEHM KanuTalM3MHIH, KYLLEi apacbiHAaFbl 6arnaHbICKa KaTbICThbl
TEOPUSNbIK MAESNaPAbIH XUbIHTbIFbIH KapacTblipa OTbIPbIMN, aBTOP COMaTUKaHbl 60IMbICTbIH, *KaHe
bIHTBIMAKTACTbIKTbIH, YKbIMAbIK GOpManapblHbIH, CbIHU }aHe casicy Taxipubeci peTiHae TeopusnayFa
Tbipbicaabl. MaKanaga yXbiMAbIK 6enHeney (6v opbiHAay) MbicanjapbiHa CYMeHE OTbIpbIn, ahdeKT,
3TUKA XKaHe YaKbIT naesnapbiMeH 6annaHbICTbl 60/IFaHAbIKTaH, COMaTUKabIK ToXipUOEHIH,
casicaTTaHyblHa 6aca Ha3ap ayaapbliagbl. ABTOp casicMnaHablpbliFaH COMaTuKa TypiHAEri
YVKbIMABIKTbIH 6€MHeneHreH 6ingipynepi 6m Texipnbeci MeEH KanutanmMam apacbiHAaFbl MUMETUKabIK
KyOblnbIC Aen atayra 60naTblH HOPCEre Kapchbl TYPYAbIH TMiMAI TAKTUKACLIH Xacan anaabl agen
6omxanabl. CoHbIMeH KaTap, afgaanabl COVID 19 naHAeMUSACHI YIWbIKTbIPFAHbIH aTan 6TKEH X6H.
ABTOP coMaTMKanbIK YKbIMAbIK TYKblpbiIMAaMaHbl 61 TOXKipUOECIHIH KEHEWTINFEH epici apKbl/bl
YVKbIMAbIK ICKE acblpyAblH CbIHW 8/1eYETiH cunaTTay Tacii peTiHAe YCbiHabl.

Tipek ce3gep: comaTuKa, VKbIMIbIK, 6ipiry, aTuKa, adpdeKT, amounsd, NocTdopan3M.

ABTOpP Ko/xKa36aHblH COHFbl HYCKaChIH OKbIM KYNTaAbl }XoHe MYAAeNep KaKTblfbICbl }KOK €KEHAIrH
ManiMaensi.

HAaiekceos ywiH: KonuH, Honanu. «buaeri 6ipniry casgcatbl: NOCTGOPAN3M XKaFaanblHOAFbI
coMaTUKanblK VXKbIMAACTbIKTbIH apdEeKTUBTI TYpaKTbiNblFbl». Central Asian Journal of Art Studies,
T.6,N2 4, 2021, 10-27 6. DOI: 10.47940/cajas.v6i4.495.
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Hoianu Koaun

Bunuecrepcknii ynuepenrer (Bunuecrep, Benmiko6purtanus)

NOJINTUKA EANHEHUS B TAHLIE: AG®EKTUBHASA CTOMKOCTb COMATUHECKOW
KOJIJIEKTUBHOCTHU B YCJZIOBUAX NMOCTPOPAU3MA

AHHoTauus. NccnegoBaHus nocneaHmx 4ecaTi NeT B 061acTy TaHLa NPUBENN K MOSBIEHMIO
psifia paboT, KOTopble Bbl3blBalOT HEOOXOAUMOCTb B TEOPETU3ALMU paMKalbHOro NoTeHumana
TaHLUa KaK nnowanxku ans noMTM4eCKOM akTUBHOCTM B KOHTEKCTE rNo6asbHbIX, COLManbHbIX
N 93KOHOMMUYECKNX KPU3MCOB. ABTOP KaK NPaKTUK, MpenojaBaTtesib U TEOPETUK TaHLa U nepdopMaHca,
paboTaloLimi B GPUTAHCKOM YHUBEPCUTETE, 3aMHTEPECOBAH B M3YyYEeHUW BOSMOXHOCTEN COMATUKK
C LIef1blo MPOTUBOCTOATb YTUAUTAPHOMY BKITIOHEHWUIO COMATUYECKUX MPUHLIMMOB B KOHTEKCT
HeosiMbepanuama B ycnoBusx noctdopamama. Hacrosiee nccnegoBaH1e NOCTPOEHO Ha OCHOBE
npeAablayLLMX TEOPETUYECKNX 060CHOBAHMI @aBTOPOM CTaTbW NPaKTUK COBMECTHOM paboThl
C Pa3NUYHbIMU MEXANCUMMIMHAPHBIMU TOYKaMU 3PEHUS, BKIOYAs GUIOCOPCKYO, NOIUTUHECKYIO
1 nepdopmMaTUBHYLO. B cTaTbe coMaTuKa BbICTYMa€eT B KAYECTBE 0OLENPUHATOrO TEPMUHA, YTOObI
Crnoco6CcTBOBaThL OOCYKAEHMIO MPAKTUK, OTHOCALLMXCS K COBPEMEHHOMY TaHLIeBalbHOMY UCKYCCTBY,
B TOM YMC/e NpoTecTam, TaHUNporyakam, newmobam n xopeorpahmyeckum nccnegoBaHuamM
nepbopMaTUBHbIX y4acTU. HECMOTPSA Ha TO, YTO 3TU MPAKTUKKU HE MONYHUIIU LUMPOKOIO NPU3HaHKA
B Ka4YeCcTBE COMATUYECKMX MPAKTUK, TEM HE MEHEE OHM AENCTBYIOT Ha COMaTU4E€CKOM YPOBHE
1 YKa3bIBaloT Ha NOCTOSAHHO MEHSIOLLMEC OTHOLIEHUS MEXAY UHANBUAOM, KO/TIEKTUBOM
W coumnaibHOM cpefon. PaccmaTprBas COBOKYMHOCTb TEOPETUYECKUX AEN, KacatowmMXCcs B3anMOCBA3U
MeXay pa3BUTMEM COMATUKMU U YCUNEHUEM KYSIBTYPHOIO KanuTaan3ma B COBPEMEHHOM 3anagHoM
obLiecTBe, aBTOP CTPEMUTCS TEOPETU3UPOBATL COMATUKY KaK KPUTUHECKYIO U MOSIMTUYECKYIO MPaKTUKY
KOJIEKTUBHBIX GOPM ObITUA U COTPYAHMYEeCTBA. B cTaTbe, onupasick Ha NPUMepPbI KOJINIEKTUBHOIO
BOMJIOLWEHMSA (MCNONHEHUS TaHLa), aBTOP NOAYEPKMUBAET NOUTUIALIMIO COMATUYECKUX NPAKTHK,
NOCKOJIbKY OHa cBfA3aHa ¢ naesamu adbdeKTa, 3TMKK 1 BpeMeHu. NpegnonaraeTcs, 4TO BOMJIOLWEHHbIE
BbIPaXXEHUA KOJINIEKTUBHOCTU B BUAE NOJIUTU3MPOBAHHOM COMATUKMU MOTyT pa3paboTtaTb 4ENCTBEHHYIO
TaKTUKY ANs1 NPOTMBOAENCTBUSA TOMY, HTO MOXHO Ha3blBaTb MUMETUYECKUM GEHOMEHOM MeXay
TaHLeBaNbHbIMU NPaKTUKaMK U KanutannaMom. Boo6aBoK Hao OTMETUTb, YTO CUTyaLIUs
TOMbKO ycyryéunacb naHaemuen COVID 19. ABTopoM npeanaraercs KoOHLEnLUmMa cComaTMyecKon
KOJIIEKTUBHOCTU KaK CNOCco6 ONMCaHUs KPUTUHECKOIO NOTEHLMana KoaNeKTUBHOIO BOMJIOLLEHHUS
Yyepes paclmMpeHHoe Mnose TaHLeBabHbIX MPaKTUK.

Knro4eBble cioBa: cOMatuKa, KOIEKTUBHOCTb, CMJIOYEHHOCTb, 3TUKa, adbdeKT, amouus,
noctdopan3m.

ABTOp npoynTas u 0406pusl OKOHYaTE IbHbIN BapHUaHT PYKOMUCHU m 3asiBASIET 06 OTCYTCTBUMN
KOH®IMKTa MHTepPecoB.

Ans untnpoBaHus: KonnH, Honanu. «Monntuka eguHeHns B TaHUe: abPeKTUBHAA CTOMKOCTb
COMaTMYECKOW KOINEKTUBHOCTM B yCNnoBusx noctdopanadmar. Central Asian Journal of Art Studies,
T.6,N2 4,2021, c. 10-27. DOI: 10.47940/cajas.v6i4.495.
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