This same system of scoring and
choreographing when used as a
creative device for professional
dancers has established a
selection (V) process for more
formalized choreography. It
serves In Its own way as a kind
of latticelike structuring
mechanism often used in
computer analysis whereby
multivariable Interaction and
permutations can be developed
which are literally impossible
through the preconceptions of a
single mind. The choreographer
establishes an environment and a
generalized "line of action,” but
does not form the dance in the
usual way of telling the group
what the patterns should be.
Instead, she Invents situations
which evoke specific kinds of
Interactions. As the dance
proceads over long and arduous
workshop sesslons, selectivity (S)
both by the choreographer and
the group itself is exercised and
finally a dance emerges, based
on the original score which has
been altered by a series of
Valuactions (V) which are then
“scored into” a theatre plece. In
this way 5-Legged Stool and
Parades and Changes were
scored (see scores figure below).
It is safe to say that these theatre
pieces could never have been
choreographed through the usual
techniques—and the scoring
technique influenced the resulis
profoundly.




On the development of the score for
Parades and Changes Ann Halprin
SO MiTeen te:

| was concerned aboul finding & way for
the collaborating arlists o work and
exchange deas together and mutualiy
develop a Performance (P) and also for
dancers to be free fo respond most fully
with their individual capacities as an
input into the score. Morion Suboinik,
the composer, originaied a method
called cell-blocks, ..,

CELL-BELOCKS
Musician
1 2 3 4
5 & 7 8
9 10 11 12
Choreography
1 2 3 4

Sculptura
1 2 3
4 5 &

the cell-biock method meant that each
collaborating ariisl, mugician, dancer-
choreographer, lighting designer,
sculplor, coordinator, evolved & series of
sound actions, movemnent actions, light
actien, enviranmental er seulplural
aclions in discralfe themalic ideas called
call-blocks. For example, In Morfon
Subomnik’s score of cell-blocks: 1. might
represent “Nve-music" on & horn—aingle
susiained sound; 2. alecironic sound; 3.
percussion rhythmic patlern; 4. Bach's
Brandenburg Concerto, These cell-blocks
went an fo a varlely of ten different
sound events. The choreography includaed:
1. dreas and undress; 2. stomp dance; 3,
embrace; 4. costume parade; 5. move
with scaffold; 6. paper dance, &lc.

Patric Hickey and Charles Ross developed
thair own Nght and sculplure avents in
the same way. AN cell-blocks were
mutually developed so that they were, In
fact, interchangeabla. The basis of
selecting evenis was that all of them
could be inferchangeable at any Hime
and still be extremaly diverse, This
offered the opporfunily of being able to
go fo any theaire and immediately adapt
to the peculiar needs of that theatre by
selecting oul of our cell-blocks whal we
folt would work best in that particular
physical space, and with tha! particulaer
auvdiance. The indepandency of these
celi-blocks slso plugs into Internal needs
within the company personnel. As new
members come In, others leave, each
artist can function according to his
unigue atiribules, thal Is, In Europe,
Folke Rabe, composer, used his own
cefl-blocks while in New York, Morlon
used st another sel, his own,

When we performed Parades and Changes
in Stockholm, we used the score
principle to presend three evenings of
Parades and Changes af the Stadesierean
Thealre, and, by simply changlng the
selection of cell-blocks and the order,
both this way — and thal way |, we
could derive a lotally different resull.

We also discovered that by changing the
order both — and | we ware regquired io
creale new ways of dealing with
transilions, which In iteell challenged all
of ug Into cresting fresh material for
each program,

Parades and Changes has bean
performed on a sireelt mall In Fresno, at
an opera house in Warsaw, [n Stockholm,
at Hunler College In New York Cliy, in
numeérous campus theatres, and never
has the score had the same resuilan!
performance. The cell-blocks principle Is
s0 organized that nol only are all the
parz Independant and therefore can be
reassambled, assembled, and
reagzembled [n infinite combinations,
sach combination generaling & different
quaiity, bt the sequence can starl from
any poinl. For example, what might
starl the performance one night, coild
anoiher night be the end, In lerms of
developmen! new cell-blocks can be
added, others omitied so that over &
period of several years the same score
can be In operation bul entirely new
cell-blocks (materials) can be Inserted o
the exitent thal the original Paradas and
Changes hag very litle resemblance lo
the new one. | poind this oul becauvse we
ordinarily think of time In regard fo the
length of ime of the performance. Here
I'm suggesiing that we think of ime over
a period of years as well.

This related it 1o ecologlcal scoring.
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Parts of the master score for

Parades and Changes, developed in

San Francisco.




=

L. .
Ll |

14
A B C P
'—IIF.\__ "
-
v, o
] ®€ ,r
iy
e
g
0O IE

2
r:nmn?mgaica -
Fleet s S;:!’n R
bt dpaguat oS daseers
v ®  PALL
¥ Lamy
O JanT
| & DAzl
AEEaS b 5
ao mﬂﬁe o Him
Budey
dieind, %
“ O _ﬂ. + r_.lf.'."alu
* g
. @ Aln
¥ FoLke
Tl
et

Thates 4 thmages ~  Feovie seoe

- 20 flask gt
& maluedn s
2 faskbire
?"-h‘ F‘lﬂi‘.’r M o gl
5 plahe t Seud
1 pr
Eq FDnwooas 48
AR &) O g
5 T Ewpamii
Llampnmiel
F = - 3
o iy »
E Toran Secar oF
L T 2 ' i
e 3p.F
£,3b6 ¢
2. 8b %
24
e
u.
]
Chndsmaling -
Fomifpan RS

One version of Parades and
Changes as performed in Stockholm,
Statsteatern Theater, September,
1966, It was assambled in the
theatre the day before the
performance according to the
physical environment, and using the
modules (Version Il of master
score), and was organized into the

dance and graphically scored by the
author. “Elemenis” refer to modular
gections of the dance=the score
indicates how these were to be put
together; overlaps (transitions), the
peoplé involved, their participation,
and the position of activilies in the
theatre.




