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MATERIAL

This issue of Material is not so much a
farewell to Sue (Siobhan Davies), nor a
welcome to Annie and Kat coming into the
role of Co-Artistic Directors. Instead, it feels
like it’s one of many actions needed right now
to bridge ideas and different generations of
dance makers.
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Invitation

Siobhan Davies Studios
is an artist-led dance and
choreography organisation.
We connect artists and
audiences through
investigative, collaborative
and interdisciplinary artistic
activity at our South London
studios and beyond.
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TO THE READER
Siobhan Davies

A collective navigation of change and
uncertainty feels like the only possible
way forward. We can all contribute to this
through the distribution of power and
information, connection with others, sharing
and extending networks of support. Our
local facing programme Both/And will see
SDS, artists and local communities work
in mutual exchange. Here too artists have
invited another to work alongside – their
creative partners in crime, each with their
own expertise, questions and approaches.
Inviting artists to invite artists is a way of
reaching beyond who and what we know.
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BIOGRAPHIES
AND CREDITS

The form of this issue has been determined
by the contributors. Each has taken up
the invitation to think about what is live to
their practice right now, in this moment
of flux. Some explore a particular idea; the
complexities and joys of performing characters,
the elusive nature of touch and the winding
trails of research, the opportunity to think
differently through shifting lenses and contexts.
Others invite you into an environment of text,
textures, images and sounds.
Image: Shenece Oretha.
Called to Respond, 2020

Material is a magazine
published by Siobhan Davies
Studios. It aims to present
and nurture critical dialogue
around dance, choreography
and contemporary artistic
practices.

It has been curated through a series of
invitations – from Sue to a circle of peers, and
from them to the artists whose work you’ll
find here. This act of inviting, of bringing
different flavours and textures of practices
and experiences into one place, is something
we all look forward to seeing in-person as the
studios open back up. Inviting artists and
freelancers to consult, co-design, co-create
and in turn introduce others to work alongside
the organisation reflects how the team are
working and will continue to work at SDS.

TO THE
READER

Thank you to them all, and to the inviting
artists who have shared with us their
enthusiasm, knowledge and trust.
Rohanne, Annie and Kat

Katye Coe on
Hannah Sampson

LIVED
FICTION

My name is Hannah and for two years I’ve
played the character Sam in Stopgap's
production of The Enormous Room.
I understand that fiction is all make believe
and I know not everybody can relate to the
things they see on TV and in film or even in
the world we live in. However, I do, and I use
this to allow me to become more creative and
this is where I start creating my own ‘make
believe’ stories. When I write my stories, I
draw from all the things I've watched - all
the specific details in my favourite DVDs.
Being so in the moment, I often go on and
on creating a never-ending story with so
many twists and drama. This is where I

INTRODUCING

by Hannah Sampson

I met Hannah quite briefly at a
Stopgap workshop, online, during
May 2020. We were both in our
bedrooms on zoom as I remember
and I heard Hannah speak during
a reflective moment in that
workshop. Hannah described her role as a
dancer in the company. I wanted to hear her
more but the break out rooms closed before I
could ask her any more questions.

When the invitation came to ask someone
to contribute to Material, I remembered
this brief meeting. As well as wanting to
follow my own curiosity, I imagined that
many more people would also enjoy hearing
Hannah’s perspectives on performing and
dancing too.
And so here Hannah is. I hope you enjoy her
words as much as I have.
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start creating my own characters and as a
way to express this, I put this into all of my
performances. I understand fiction isn’t real
life, but I am experiencing something that’s
so real for me. It’s like an obsession that
takes over my life. I know what the difference
is between fiction and reality. For example,
when I lost my grandparents, I found it very
difficult to cope with it. But in fiction they
would continue the story. In the production
that I am in, The Enormous Room, I know I
haven’t just lost a family member but most of
the things I feel as Sam, I also experience as
Hannah at the same time. Most of everything
that I do now, these things do happen,
whether I’m performing or not.

Hannah:
I remember my Mum had to go back home to Coventry to visit her
parents. She stayed overnight for a couple days to look after my
Grams whilst she was sick. Whilst she was looking after her, I needed
to work. It all happened on a Wednesday night, I got back home late
around 9pm and Dad opened the front door. When I saw him, I saw
this worried look on his face like he was too upset to tell me what
was wrong. After a moment he said, ‘I’ve got some sad news to tell
you.’ He knew I was so tired, but he had to tell me … ‘Your Grandma
passed away’, he said. I heavily dropped my stuff at the bottom of my
feet, feeling in so much pain (heartbroken) and hugged him back.
It was all too much; I couldn’t control it and so I ran upstairs to my
room; dropped my stuff and punched and punched my pillows so
hard until I laid there non-stop crying.

Sam:
I started to feel lost and lonely without her (I guess I understand
how my dad feels now). Whilst I took care of him, he comforted
me and got me into bed. We made a promise he would tell me
everything. I felt so much more at ease now that Dad had told me,
I knew it’s my time to move on and so should he. So, I’m going to
help him as much as I can.

Hannah:
When I found out about my Grandpa’s passing, he made it so
perfect for us. No drama, no intense feelings. I remember one time
when my Mum and I were packing and unpacking everything, we
came across some old photos and a watch which was hidden in one
of the cupboards. When my Mum found it, she was so distressed
she spooked me. She saw the time on his watch, and it was the
exact time of his passing. She was shocked. It was so memorable.
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Sam:
That same day, I heard my Dad saying ‘you’ve got post’ so I opened
the front door and saw a flower pot sitting on the rugged doormat. I
thought Tom had bought me some flowers but then I saw the note, it
said: ‘Love Mum.’ I took it inside while I was cleaning the house and
placed it on the kitchen table. I looked through all our cupboards
and found this bracelet. Each time I looked at it, it reminded me of
Mum and that she bought this for my 16th birthday. Later that night,
I noticed I was still wearing the same bracelet. Even if I was tossing
and turning in bed, I would constantly look at my bracelet like it was
a watch. I definitely heard something this time, something loud like
a very loud slam. I looked at my bracelet again and this time (like a
watch) paused at the exact time or maybe before my mum’s passing.
Must be a flashback of some kind…
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I enjoy this because I think of all the details
that make up that character. I really push into
the details of their personality, friendships,
relationships, secrets, passion and
obsessions. It’s like fairy dust that sprinkles
over this specific character and then I start
scripting out more storylines specifically
for them. I can create a whole series for that
one person, adding that character into my
favourite series or DVD that I watch. I’ll then
add another character into the series, as this
is part of my character development.
I use these scripts as my starting point when I
begin creating my own make-believe stories.
In all of the rehearsals for any performance
I deliver, I start opening up my ideas to fit the
performance and begin to sprinkle more ideas
over my character. In other words: Fantasy and
Teen Drama is a way for me to relate to the world.

If I had to recreate Buffy the Vampire Slayer,
I’d add my own character into the series.
Weaving in my character, I would adapt my
storylines and theirs…
When I started creating Sam for The
Enormous Room, I started with her personality
first before anything else; afterwards I would
include her friendships and relationships
into the mix. For example, if Sam and Tom
are more than friends.
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For me,
It’s all about the wider picture.
A wider picture that keeps expanding on and
on and on and on . . . . .
There are similarities between me and Sam.
I want to move on from my experiences in
real life and feel that sense of change and
this is the same for Sam, but with a sense of
being pulled in all directions.

I will also consider these elements for my
scripts and character:

When the performance finishes, my character
continues to live on.

Place: Town Centre, Woods, Coffee Shop
Atmosphere: Is it light/dark, busy or quiet,
intense or relaxed: Drama
Character: Personality, Body Language,
Clothes, Doing, Relation/Friendships
Detail: Focus, Background Noise, Positions
(angles)

Sam is always in my thoughts, because
everything that I’m experiencing now, she
is also experiencing too. I feel this closeness
with the other characters in my own personal
life too. I feel like Sam is always with me and
has a very strong connection to me

I think about it, 24/7!

as Hannah.

All images: Chris Parkes.
Performers: Hannah Sampson
and Christian Brinklow.

I have always created characters and would be
the storyteller, making up scripts and creating
new characters.

Helka Kaski on
Shenece Oretha

“I want to live like music sounds”. I come
back to this quote from Shenece’s website
while remembering the impetus for the
last work I did with Sue (Siobhan Davies),
“how does it feel to be in the act of moving”.
How do we choreograph and perform the
thoughts, memories, and questions our
bodies have? How are we moved and move
through a web of collected, morphed and
forgotten stories?

INTRODUCING

I have returned to Shenece’s
piece Called to Respond (2020)
frequently since it first appeared
on my instagram feed. In the
video documentation of the work
I am drawn to the way the sounds
of breath and voice are visually
amplified. Shenece has placed
small chicken bones on the
bowl like shape of the speaker
and the bones ricochet along
the sound score, their bouncing
against each other amplified to
become part of the soundscape.
The dance of the bones becomes
sound and the sound becomes
motion and the objects and
space become moods and they
invite me to stay in their world.
It is as if my listening makes
me physically feel the constant
becoming and shifting of forms that the
piece sets up, it makes me feel present.
Called to Respond has stayed with me as a
rhythm, joy, longing, a sense of timelessness
under my skin. While on screen, the piece
builds a place for thoughts and memories
of other bodies, of togetherness, of change,
to be experienced.

It is a pleasure to invite you to be with
Shenece’s work/s on paper on the next pages.
You are an activator through turning the
pages, touching the paper, staying with the
framed moment. Tuning in to the listening
as the work shifts through you.
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MOVING
SPEAKERS:
STUDIO
NOTATIONS 1
by Shenece Oretha
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Patricia Okenwa on
Stephanie Forrest

INTRODUCING

Meeting Stephanie Forrest was a revelation
to me and made me feel invigorated and
inspired. So when I was approached to
make an introduction, I knew I wanted
to share this experience. It was also an
opportunity to learn more about Stephanie’s
practice and connect her to Sue
(Siobhan Davies) and the dance
community.
Stephanie is a painter whose
practice is evolving through an
exchange with, and incorporation
of, dance and choreography. Her
work stems from her specific
approach to painting, the study of
calligraphy and a lifelong interest
in dance and love of dancing.
The two of us are at the very
early stages designing a possible
dialogue with New Movement
Collective and we are feeling
our way towards discovering
our shared interests, desires for
making and how to engage in this
collective work.

The way Stephanie speaks about
dance - and her rigorous but instinctive
approach - makes her love of movement
infectious. This was exactly what I needed
when we met at the beginning of the year. In
the middle of all the doubt that the previous
year had brought - self doubt, practice
doubt, future doubt - and general anxiety, I
felt introducing Stephanie to Sue and the
community of Siobhan Davies Studios could
only serve as a tonic.
This has been such a wonderful opportunity
to be part of. I am so happy to share
Stephanie's work and excited to experience
all the contributions and their introductions.

THE
DANCING
LINE
by Stephanie Forrest

In 2018 I spent an extraordinary year drawing
every day. I was on a postgraduate programme
at the Royal Drawing School, setting out to
discover what a regular practice of drawing
from observation could do to open and
strengthen my work. Until then, I had made
conscientious, technically accomplished
drawings and paintings, but the work was
lacking something; it felt laboured, derivative
and somehow disconnected. After months
battling my compulsive perfectionism, I
began to notice that whenever I let go of
a predetermined outcome, something
surprising and essential began to present
itself. I became curious as to what that was. I
often found it drawing in the dark or at speed
from moving subjects – any opportunity for
my hand to short-circuit the analytical, left
brain. The critical question for me became,
and remains: how to step into a creative space
where the work can retain this freshness
and spirit of incident, as if it happened by
accident? My practice became about process
and about touch.
I chanced upon Einstein’s theory of
‘combinatory play’; the act of opening up
one mental channel by dabbling in another.

(He notes coming up with some of his best
scientific ideas during his violin breaks).
That’s when I looked to dance as a catalyst
and inspiration for a new kind of approach.
The idea came out of a lifelong love of
dancing, especially rhythm tap. The focus,
in this tradition (as opposed to ‘show tap’),
is on the acoustic rather than the aesthetic
and this seemed to ring true with my new
direction. That is, being led by the body and
an internal, intuitive sense as opposed to a
fixed, outward objective.
I had experimented with ways of tricking
myself to let go of rational thinking and
allowing the work to come through
unmediated and spontaneous, such as
drawing with eyes closed or my opposite
hand, or both hands together. Over time,
such tactics began to feel disingenuous, so I
began to wonder what a dancer’s approach to
choreography and improvisation could teach
me about working more instinctively. What
could I discover from their methods for setting
up the conditions for improvisation? How to
create work which seems to have originated
from an external source, outside of myself and
yet, at the same time, is more truly my own?
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Watching dance often gives me a powerful,
visceral feeling and it’s a sensation I get
from looking at a lot of gestural painting too.
There is a physical empathy and connection
to the experience of the dancer, or painter, in
action. So I started to incorporate movement
into my preparations at the start of a studio
day. These warm-up exercises combine
sequences learnt from choreographers,
yoga instructors and also calligraphers,
particularly Ewan Clayton – a key member
of the school’s faculty and a great influence
on my practice.
I begin in the middle of my studio, facing
the windows that look out onto the rooftops
of South London. I stand in mountain pose
and close my eyes. I take my awareness to
the axis through my feet to the top of my
head, visualising the vertical line rising from
below the ground passing up to the sky and
beyond. I focus on the air behind my head,
and then in front, sensing the spaces I hold
for past and future. Breathing into my width,
expanding the latitude of my chest, I imagine
my horizontal line extending infinitely both

ways, wrapping around the earth. I relax my
eyes, allowing them to widen as if an insect
with peripheral vision. Still closed, I turn
them to the right, leading a rotation to the
adjacent wall. The throat follows, then the
shoulders, hips, knees, feet, stepping gently
around to greet the wall. I repeat around the
room until I’m back at the start.

I focus on the tip of my brush as it moves
around the whole sheet, like walking onto an
empty stage or a ground of fresh snow. On
the next sheet I build layers of marks with
as much contrast and variety as I can find. I
use Rudolf Laban’s taxonomy of movements
to guide the gestures of my brush; varying
speed, pressure, direction and flow. Like
doing the scales on a piano, I am testing and
pushing the lexicon, each time discovering
something new.

I make circles with one arm, opposite foot
forward, hand stretched out as if holding a
torch, shining a light out to the horizon. I
draw three imaginary ‘O’s to the corner of
the room and then to the other, switching
arms. I finish with trikonasana – or triangle
pose – hand stretching to diagonal corners.
Together these movements map the sacred
geometry of the square, circle and triangle –
shapes painted by the Japanese monk Sengai
in the nineteenth century for his ink work
The Universe.
Then I stand at my table with a stack of new
paper. Taking up brush and ink, I make
simple direct strokes, then continuous lines
which change direction with my breath.
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These simple exercises bring attention to
my body in space and so to the movement of
my marks on the page. If I keep a soft focus
on the space of the paper as I work then the
sheet becomes activated – it vibrates. Fully
present to the relationship between the
brush and the page, calling and responding
to each mark placed, then it becomes just
like a danced improvisation. Occasionally,
these sheets become more than the sum of
their parts – the whole resonates and they sing
back. But how to keep surprising myself and
develop this work when the more established
the methodology the more ‘knowing’ and
self-conscious the work becomes? As artist
Avigdor Arikha puts it: ‘when the hand
improves too much you don’t tell the truth
any more.’1 So I keep the research going…
Over lockdown I was amazed to be able to
attend online classes streamed by the Trisha
Brown Dance Company, Hofesh Shechter
Company and Movement Research in New
York. I looked again at Trisha Brown’s
improvised drawings and performances, with
their particular freshness, bounce and flow. I’m
excited by Hofesh Shechter, for his use of the
chorus, the improvised passages and the raw,
primal energy of the performances with their
tension between abandonment and control.
It is a relationship which, for me, speaks to
the chaos lying just below the austere facades
of Poussin’s seventeenth-century bacchanals
that became an obsession when drawing in
the National Gallery. This dichotomy appeals.
I wonder how I can make work like this, that’s
both free and exacting at the same time.

1
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I’m drawn to Anouck Van Dyck and her
‘counter-technique’, making directions then
counter-directions in the body – moving
away from the idea of there being a centre.
It is an approach of call and response rather
than revolving around a single ego, identity
or theme. She is a true proponent of letting
go of an intellectual understanding to
discover intuitive connections and solutions,
becoming your own teacher. I find this
compelling. I lay out a huge roll of paper that
covers my studio floor and take a giant black
bar of oil pastel. I make one kind of mark,
then offer its opposite. I go on too long and
the white space is destroyed, but the gestures
are undeniable. I attempt to sink into my
body more and try again, testing with and
without music. Ah yes, music.

Robert Hughes, Avigdor Arikha: Inks, Drawings and Etchings (London: Marlborough Fine Art Ltd., 1974)

De Keersmaeker’s methods lead me to think
about the organisation of my lines and where
tension is emphasised in space. My thinking
shifts from the rectangular sheet as an aerial
stage plan to the potential of the scroll to
convey a chorus of dancing figures. A more
rhythmic touch emerges. The scroll format
is more akin to music notation, Classical
friezes and Chinese calligraphy. More
synergies unfold.
In traditional calligraphy, once the marks are
committed, there is no going back. ‘Just as
each movement of the dancer is absolute,’
writes Tseng Yu-ho Ecke, ‘so every gesture
of the calligrapher is essential…Movement
is the very breath of Chinese calligraphy…
(where) circumscribing a figure conveys
the spirit of its creation in the action of
“becoming”.’2 The calligrapher has a limited
time period in which to produce the lines
which will echo through the piece and in the
viewer’s mind long after they have stopped
looking at it, much like a performance.
It’s the moment of execution that’s important.
Note to self - set stricter time limits.

2
3

With no access to theatres or rehearsal studios
I watch countless performances streamed
online. I’m captivated by a restaging of Pina
Bausch’s Rite of Spring, filmed on a beach in
Toubab Dialaw, on the eve of lockdown in
Senegal. I take screenshots and watch clips
on repeat. As with Poussin’s paintings, I
rehearse the sequences then ‘perform’ them
on long scrolls from memory with brush
and ink, trying to channel the essential
impulse behind the movements. I am not
describing the bodies so much as using my
own to translate the ‘becoming’ lines, or ‘awful
lines’ as John Ruskin describes them, which
‘embody in their very formation the past
history, present action and future potential
of a thing.’3 Some of these work. The frenzied
rhythm of the chorus is there, pulsing across
the sheet.
I go deeper into the principles of Chinese
painting and down rabbit holes of research;
from the earliest-known rock paintings of
humans dancing to the interrelated histories
of modern dance and art throughout the
twentieth century; the influence of Asia’s
artistic traditions on America’s post-war
Abstract Expressionism; Action Painting to
performative drawing and so on – feverishly
searching for connections and springboards.
There are many. I need daily signposts and
am easily lost. But after these strange and
isolating months, the books and screentime
no longer serve me (if they ever did) and my
work starts to hunger for real-life, physical
encounters. So I’m overjoyed to be introduced
to the New Movement Collective. Our
conversations spark a wave of new ideas and
we make plans to work together in person as
soon as restrictions ease. After a small taste
of their open, cross-disciplinary approach, I
realise the rich seam still to be mined and the
vast potential in our exchange. I can’t wait to
get into the studio together.

Tseng Yu-ho Ecke in Chinese Calligraphy (Philadelphia: Philadelphia Museum of Art, 1971)
John Ruskin, The Elements of Drawing (1857), paraphrased in Tim Ingold, Lines: A Brief History
(London and New York: Routledge, 2007) p.129
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All images © Stephanie Forrest, courtesy the artist.
p.15: RITE: Ritual Dance, III, 2020. Ink on paper, 59.0 x 168.0 cm.
p.16: RITE: Ritual Dance, V, 2020. Ink on paper, 59.0 x 168.0 cm.
p.17: Two dancers, 2020. Ink on paper, 84.1 x 59.4 cm.
p.19: Solitary Dancer, I, 2020. Ink on paper, 84.1 x 59.4 cm.

A dancer recommends Anne Teresa De
Keersmaeker to me. I admire her rigorous
approach – translating the geometry of music
to a matrix of lines marked out on the stage
floor - spatial parameters for movement. I
think of the secret geometry applied to the
compositions of painters like Piero della
Francesca using music theory. The idea of
setting specific boundaries appeals; finding
innovation in limitation and structure. I have
only 5 sheets of my favourite Tosa Washi
paper left. What happens if I spend 6 hours
drawing from a particular Poussin bacchanal,
commit the composition of figures to my
visual memory, then relay the same sequence
in quick succession on each sheet? How can
each be different from the last?

Adesola Akinleye on
Cheniece Warner

Cheniece is an associate dance-artist with
DancingStrong Movement Lab (of which I am
Co-artistic Director). She is newly graduated
from Middlesex University. I am pleased to
introduce her through her work shared here.
Cheniece’s work is looking at the state of
moment.

INTRODUCING

From the somatic perspective we confirm
our existence through the felt experience of
interacting with world around us.
A dance training can underline a
joyful multisensory engagement
with moment that flourishes
into an experience. Equally, a
dance training can shut-down
this openness to feeling, as it
becomes rubbed raw by a lack
of space to express outside the
confines of the mainstream. At
this moment in time (in and
through lockdowns) it is not
just dancers that are wandering
this balance of embodied felt
sensation as joyful emersion into
environment or tender exposure
to a brutal world. Across the
cocoon of lockdowns, through
the winter, we are suddenly
flooded with the sound, sunshine
colour and contact of postlockdown Spring. How do we feel?

Alone in a room or in the crowded isolation
of the unexpected that Covid has wrought,
Cheniece challenges us to consider I am the
moment; to move through and with the colour,
sensation and beauty of the environment
around us. I am because we are.
Cheniece explores gentle journeys into feeling
the experience of this moment. She uses
scores of movement, poetry, sound and colour
to give herself and others a sense of a safe
framework for opening out beyond ourselves.
For connectedness (and separateness) that is
joyfully tamed by self-care.

AN
INVITATION
INTO A
MOMENT
OF SINKING
by Cheniece Warner
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Scan to
listen to
a reading.

Scan to
listen to the
soundscape.

Cherilyn Albert on
FUBUNATION

OFF
STAGE
by Waddah Sinada,
Co-artistic Director
of FUBUNATION

INTRODUCING

FUBUNATION is a dance company codirected by London based artists Rhys Dennis
and Waddah Sinada. The company was
formed in 2017, however, the duo have been
training together for many years and their
brotherhood shines through in their work.
I first connected with Rhys in
2012. We were both presenting
our choreography and he
approached me with care and
encouragement. Not long after
we worked together on a project
with Hofesh Dance Company
and we have continued to support
each other since.
For me, FUBUNATION speaks
volumes without saying much.
What draws me most to them is
the space they hold within the
black male representation of
strength and vulnerability. My
peers and I often remark about
how beautiful and how needed it
is to see Rhys and Waddah, as two
black men, embracing each other
with sensitivity and strength.

I am continually inspired by them. Their
journey presents as honest and unrushed.
The breathtakingly clever partnering and
unique soft/strong aesthetic sucks you into
the work every time. Ruins was one of the first
pieces of live work I had seen in the easing of
lockdown, last summer. It was a wonderful
way to reconnect with live dance and the
other artists in our community.
Rhys Dennis and Waddah Sinada are great
individual artists within their own right and
I am very proud to introduce them both as
FUBUNATION to the readers of Material.

FUBUNATION is an interdisciplinary company
rooted in exploring dance beyond the parameters of
live work. Currently investigating our relationship
to movement through film and photography,
we are interested in how these mediums can
present a different set of opportunities to play and
create with. We gravitate to the notion that there
is choreography in everything and find ways to
rethink the concept of dance making through the
avenues of our film and photography work. Using
these two mediums within the creative process
allows us to take the same work and reimagine it,
communicating the same themes and ideas yet
presenting them through a different outlet.
In 2017 we began creating the work Ruins, originally
a live piece made for the stage. Since its conception
Ruins has evolved and morphed itself and has now
been reinterpreted and translated through many
forms. A live-performance, film adaptation in
collaboration with 3000ceanHill, and a photography
exhibition in collaboration with Amelia Lancaster.
Exploring Ruins in this multifaceted way has
revealed to us the many forms in which one work,
one concept can be adapted and expressed through
different visual mediums. Finding ways to exist
outside of a live theatre context has allowed us to
capture, exploit, magnify and draw out the richness
within moments of the choreography that may only
last for a few seconds on stage. What is valuable
and interesting to us in this approach is that it gives
agency to the viewer allowing them to decide how
much time they spend with the work and therefore
can experience it at their own pace.
We think that there is value in approaching the
process of creation very differently in the realm of
film and photography. The awareness that there is
a different set of tools available to us and that this
pushes, challenges and stretches our practice and can
be used to our advantage. Naturally as choreographers
we can be so precious about the physical material we
generate that we can often compromise or sideline
the full power and complexity of the visual on screen
or captured in a single image or a collection of
images. However, creating for the camera somehow
then finds its way and aids the work we create for
the stage too. Finding avenues and opportunities for
the images we create off stage to bleed through into
our live work to cultivate strong imagery. Looking at
one of our stills for example may birth an idea that
eventually evolves into choreography and we translate
and implement that into a visceral moment that
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Film
Thinking cinematically creates an opportunity
to feed viewers a different experience of
dance. It can allow the audience to access
and be drawn into our world in an alternative
way. With film in particular we think there
are three stages to choreographing; what you
make in the studio, how you capture it on film
and how you piece it together in the final edit.
Each of these stages is an act of choreography
in its own way. In the end, the main focus
is not to capture and exhibit the physical
material we have generated and phrased
together but to highlight what is left of it in
order to best communicate our intentions
for the work. How can we orchestrate the
viewer's perspective through the way in which
we capture and frame the image? How can we
use the proximity of the camera to play with
the spectators' experience of intimacy? Do we
want them to feel invited or intrusive? How
can we utilise cut-aways to add nuance and
create tension or friction? How can editing be
used to distort reality or create suspense? This
is a different tool kit that can be applied to the

Scan to
watch
Ruins

medium of film and is different to the tools
we may fall back on for a more traditional
black box format in creating live work. It is
our belief that there is a difference in creating
dance to be captured on film and creating
dance specifically for film.
Photography
As a company we attempt to work with
photography and still images in a visceral way.
We are asking ourselves the question: how can
we create a sense of feeling for the viewer? We
want the images we work with to somehow
feel alive as if they are communicating beyond
the page. It is important to try to execute in
the photographic form a sense of journey and
duration with a feeling that the image you see
is simply a fleeting moment among many
moments. We aim for the spectator looking
at the image to almost feel as if something
preluded the moment they are presented with
and that something transpired after. Working
with Amelia Lancaster on the Ruins exhibition,
we really wanted to capture a kind of brutal
intimacy through juxtaposing tension and
care whilst also demonstrating strength in
vulnerability. We want this to create a sense of
dialogue for the person looking at it, to be able
to interpret for themselves whilst still somehow
anchoring the image to the themes of the work.
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As choreographers and artistic directors, there
is something satisfying in dance making for us.
Through keeping an open mind and expanding
the way we see, our own work has somehow fed
fresh thought and new ideas back to us time
and time again. It will be exciting to see how we
continue to foster our relationship with dance
through multiple mediums and see what the
future holds for the company off stage.

Images
p.26 & 29: Amelia Lancaster.
Performers: Waddah Sinada and Rhys Dennis.
p.28: 3000CeanHill

can breathe in real time. There is something
interesting about taking our ideas and research
and shifting the mediums to allow for this cycle
of evolution within the content we create. For
us it is always important to constantly question
ourselves and the creative choices we make to
ensure we always serve the work first. What
is necessary? How does it read through the
screen? How does it read through print? How
does it make the viewer feel? Questioning the
work in this way to challenge our own ideas
and in turn effectively translate our vision and
amplify our artistic voice within the framework
of the project in hand.
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An invitation offers the possibility of a
transformation. I am not describing an event
where one thing suddenly becomes another,
where an impact jolts a change. Rather there
is this delicious interim opened up by the
invitation, a roominess that enables something
not yet known to enter and alter our direction
of travel. I sense the readiness for change in
our studios and in other places, as we retune
ourselves and prepare new ways of being and
doing within and beyond our art form.

Hannah Sampson is a
dancer and dance teacher.
She has been working
with Stopgap Dance
Company since 2010.
stopgapdance.com

Katye Coe is a dancer
based in the UK who has
been working in the field
for over 20 years.

Stephanie Forrest is a
painter, printmaker and
tutor. Her practice is a
lyrical, painterly exploration
of light and movement.
stephanieforrest.com
Cheniece Warner is a
movement artist, writer
and photographer who is
interested in uncovering
‘intangible’ experiences
through multidisciplinary art.
instagram.com/chen.warner

I am struck by the interplay of images and
words. Previously I have created battles
within myself between the use of words and
imagery and the way they affect me differently.
I enjoy how they rub up against each other.
They energise each other. Each of the artists
here seem to be working on the cusp of their
research. They too are energised by points of
tension, working through exchanges to bring
about both rapture and rupture

Helka Kaski is a Finnish
dance artist based in London.
Patricia Okenwa is an
independent choreographer
based in London and a
founding member of
New Movement Collective
Dr. Adesola Akinleye is
an interdisciplinary artistscholar and choreographer.
Cherilyn Albert is a London
based Choreographer,
Creative Director and
the Artistic Director of
Instigate Unknown.

Annie Pui Ling Lok
and Kat Bridge
are the Co-Artistic Director’s
of Siobhan Davies Studios.
They took on the shared
role in April 2021.
Siobhan Davies
is the founder of Siobhan
Davies Dance. Siobhan
works closely with
collaborating artists to
ensure that their own
artistic enquiry is part
of the creative process.
Siobhan Davies Studios
is an artist-led dance and
choreography organisation.
We connect artists and
audiences through
investigative, collaborative
and interdisciplinary
artistic activity at our
South London studios
and beyond.
siobhandavies.com

Waddah Sinada is a London
based choreographer and
movement director. Alongside
Rhys Dennis, he is co-artistic
director of FUBUNATION, an
interdisciplinary contemporary
dance company.
fubunation.org

TO THE
READER
from Siobhan Davies

Image: Judith Ward.
Performer: Siobhan Davies.

Finally, I want to thank all of my friends, who
have so generously introduced me to this
group of remarkable artists and their work.
What a wonderful position to be in.

Inviting Artists

Shenece Oretha is a London
based multidisciplinary artist
sounding out the voice and
sound’s mobilising potential.
black-whole.info

I like the word delicious because there is
something so sensuous about this issue, in
some ways it is the most material Material.
It has let me circle back to my art school
beginnings, a period when I was studying
both drawing and moving. I sense a generosity
and concern from these artists about how
different practices run concurrently and each
is exploring the mediums most potent for
them now. In these pages they can share this
roominess and we can share it with them.

This very tangible and affective issue feels
particularly present for me now. I have found
that as I have stepped down from my role,
my relationship to the work around me has
shifted — it’s becoming far more emotional
and perhaps less guarded. Not that I’ve
been overly guarded or unemotional, but
the position of Artistic Director needed a
particular kind of attention and overview.
Now there’s this space in which I will over
time find rest rather than constant energy,
but in which I can carry on learning and being
joyfully surprised.

Contributing Artists
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Siobhan Davies Studios is a registered charity and relies on
the generosity of individuals, trusts and public agencies to
sustain our artistic programme and to expand our education
work. Please visit our website to make a donation.
Thank you.
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