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Dance Creation as Performance Research Study

Nicoleta-Cristina DEMIAN'!

Abstract: Knowledge in performance studies is produced through action, interaction, and context rather
than simple transmission. It highlights dance creation as a key example, where understanding emerges
through embodied practice and collaborative processes. Despite this, educational systems often emphasize
technique reproduction over exploratory movement inquiry. The article reframes choreography as a form
of performative research, positioning the dance studio as a site of knowledge production. Learning is seen
as an active process involving doing, reflection, and performance. By analysing creative pedagogical
practices as research events, it shows how bodies can think and generate meaning. Ultimately, dance is
presented as a bridge between pedagogy and performance research.
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Introduction

This research is situated within a Practice as Research (PaR) framework, engaging
critically with Robin Nelson’s influential model of “know-how,” “know-what,” and “know-that”
as interrelated modes of knowledge. While Nelson’s framework provides a useful structure for
legitimising artistic practice within academic research,? this study interrogates the extent to which
such categorizations can fully account for the fluid, emergent, and often indeterminate nature of
embodied knowledge in dance. In doing so, choreography is approached not simply as a vehicle
for demonstrating knowledge, but as a generative process that may exceed or resist stable
epistemological classification.

Through the analysis of creative pedagogical practices as research events, the study
positions the studio as a space of ongoing negotiation between structure and emergence.
Choreographic processes function here as methodological tools, but also as sites of friction where
meaning is continuously deferred, reconfigured, or embodied without resolution. In this sense, the
research extends Nelson’s framework by emphasizing the instability and performativity of
knowledge itself, rather than its eventual articulation or capture.

The perspective of the choreography as a cognitive process positions dance as a bridge
between pedagogy and performance research, while also questioning the terms under which such
a bridge is constructed. By critically engaging with PaR methodologies, this paper argues for a
broader understanding of knowledge production, one that values embodiment, and process as
integral, rather than supplementary, to research. Through this process, it highlights the potential of
choreography not only to produce knowledge, but to unsettle how knowledge is defined,
recognized, and communicated within academic contexts.

The aim of this research is to situate choreography as a form of performative inquiry,
drawing on the Practice as Research (PaR) paradigm while engaging closely with Erin Manning’s
concept of minor gestures: “The minor gesture |...] is the gestural force that opens experience to
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its potential variation.”” Her work draws influence from thinkers such as Gilles Deleuze, Félix
Guattari, and Brian Massumi, emphasizing movement as a mode of thought rather than a mere
object of study. She investigates how bodies and environments co-compose perception and action,
proposing movement as the generative basis of experience.

While PaR frameworks, such as those articulated by Robin Nelson, have been instrumental
in legitimising artistic practice as a mode of knowledge production, this study turns toward
Manning’s process-oriented philosophy to challenge the assumption that knowledge can be clearly
articulated, stabilized, or fully captured. Instead, it proposes choreography as an emergent field of
relations in which knowledge is continuously in the making.

Reframing the dance studio as a site of knowledge production, the research understands
learning as an active, embodied, and relational process. Here, the focus shifts from the articulation
of outcomes to the conditions of emergence, in fact is questioning how movement, sensation, and
attention co-compose experiences of knowing. Manning’s notion of minor gestures — a subtle,
often imperceptible shifts that alter the direction of an event — becomes central to this inquiry.
These gestures do not simply support choreographic structure; they disrupt, reorient, and open new
potentials for collective experience, foregrounding the generative force of what is not yet fully
formed.

Within this framework, the dancing body is not positioned as a stable subject producing
meaning, but as a site of ongoing relational becoming. Creative pedagogical practices are thus
approached as research events in which knowledge is not transmitted or demonstrated, but emerges
through shared processes of coordination, improvisation, and responsiveness. The studio operates
less as a laboratory for testing predefined ideas and more as an ecology of practices (practices co-
compose fields of relation rather than operate as isolated disciplines or subjects) 4, where meaning
arises through interaction, difference, and the unfolding of movement itself.

At the core of this research is my five-step method of dance composition, which structures
the creative process as both a pedagogical and investigative framework: (1) the theme, (2) the
research, (3) the methods of work, (4) the artistic form, and (5) the presentation or performance.
Rather than functioning as a linear progression, these steps are understood as an iterative and
interdependent cycle, where each phase feeds back into and reshapes the others. This methodology
helps me to reframe the dance studio as a site of knowledge production, where learning unfolds
through doing, reflecting, and performing, and where each step becomes a centre for embodied
inquiry.

Within this structure, Erin Manning’s notion of minor gestures offers a way to attend to
the micro-movements and subtle shifts that occur across all five stages of the compositional
process. Whether in the emergence of a theme, the unfolding of research, or the shaping of artistic
form, these gestures open new possibilities for thought and collective experience. They challenge
the idea that knowledge resides only in clearly defined outcomes, instead foregrounding the
generative potential of process, relation, and transformation.

By analysing creative pedagogical practices through this five-step method, the study
positions each phase of dance-making as a research event. The theme becomes a site of conceptual
activation; research expands beyond textual inquiry into embodied exploration; methods of work
generate relational and affective knowledge; artistic form materializes these processes without

3 Cf. initial definition and framework in Erin Manning. 2016. The Minor Gestures. Durham: Duke University Press, pp. 1-8.
4 Cf. Erin Manning. 2013. Always More Than One: Individuation's Dance. Durham: Duke University Press, pp.155-171.



Education, Research, Creation
Vol. 12 No. 1 - 2026 168

fixing them; and performance operates as both presentation and further transformation of
knowledge.

Through the integration of my five-step method of dance composition with Manning’s
process philosophy, the research argues for an expanded understanding of knowledge production
that values emergence, embodiment, and the transformative potential of minor gestures as central
to both artistic and academic practice.

1. The Five-Step Method of Dance Composition

This research adopts a Practice as Research (PaR) methodology, positioning choreographic
practice as both the method and the site of inquiry. In dialogue with Robin Nelson’s articulation
of PaR, the study acknowledges the value of integrating embodied “know-how,” reflective “know-
what,” and contextual “know-that.” At the same time, it critically extends this framework through
engagement with Erin Manning’s process philosophy, particularly her concept of minor gestures,
to account for forms of knowledge that remain emergent, relational, and not fully discursive.

The research is structured through the original Five-Step Method of Dance Composition,
which functions simultaneously as a creative process and an analytical framework: (1) the theme,
(2) the research, (3) the methods of work, (4) the artistic form, and (5) the presentation or
performance. These five steps are not treated as a fixed linear sequence, but as an iterative and
recursive system. Each stage informs and reshapes the others, allowing knowledge to emerge
through cycles of practice, reflection, and reconfiguration. This cyclical structure reflects the PaR
emphasis on process while also aligning with Manning’s focus on emergence and transformation.

Within this methodology, the dance studio is conceptualized as a site of knowledge
production. Learning is approached as an embodied and situated activity, where understanding
develops through movement, experimentation, and critical reflection. The researcher operates
simultaneously as practitioner, observer, and participant, engaging in a reflexive process that
documents and interrogates the unfolding of choreographic work. Methods of data generation
include embodied practice, improvisation, rehearsal processes, reflective journaling, and
documentation of performance outcomes.

Each of the five steps functions as a distinct yet interconnected research event. The theme
initiates the inquiry by opening a conceptual field rather than defining a fixed topic. The research
phase expands beyond conventional academic study to include embodied exploration and sensory
engagement. The methods of work generate relational and affective knowledge through
improvisation, collaboration, and experimentation. The artistic form emerges as a provisional
structuring of these processes, without fully stabilizing their meanings. Finally, the presentation
or performance operates not as a final product, but as a continuation of the research, an event in
which knowledge is shared, transformed, and re-experienced.

Across all stages, particular attention is given to what Erin Manning describes as minor
gestures: subtle shifts in movement, attention, and relation that have the capacity to redirect the
trajectory of the work. These gestures are treated as key sites of inquiry, revealing how knowledge
emerges through processes that are often ephemeral, affective, and difficult to codify. By
foregrounding these micro-transformations, the methodology resists the reduction of practice to
fixed outcomes and instead emphasizes the ongoing, performative nature of knowing.

In this way, the methodology bridges pedagogy and performance research by framing
choreographic practice as an embodied, reflective, and generative mode of inquiry. It argues for
an expanded understanding of research that accommodates ambiguity, process, and relationality,
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positioning dance not only as an artistic discipline but as a critical means of producing and
rethinking knowledge. Attention is given throughout to minor gestures understood as subtle shifts
in movement and relation that redirect the creative process. These moments reveal how knowledge
emerges through practice in ways that are affective, situated, and often resistant to articulation.

Over a period of three years, I applied this five-step dance composition methodology in my
pedagogical work with students enrolled in the Bachelor’s degree program at the National
Academy of Music in Cluj-Napoca. This methodological framework was systematically integrated
into the educational process, supporting the development of students’ compositional skills, creative
practice, and choreographic understanding within higher dance education. This methodology
bridges pedagogy and performance research by framing choreography as a rigorous yet open-
ended mode of inquiry, advancing an understanding of knowledge as embodied, processual, and
continuously in the making.

1.1. Subject vs. Theme within the Five-Step Method of Dance Composition

Within the dance composition in five steps framework, the distinction between subject and
theme is crucial in shaping the early phase of creation and how meaning develops through the
process. In this methodology, the theme functions as the initial generative force of the
choreographic process. It is not a fixed topic, but an open conceptual and embodied field of inquiry.
The theme emerges through intuition, perception, or preliminary exploration, and it frames the
direction of the work without determining its outcome. Here, the theme is intentionally flexible. It
is designed to evolve through embodied experimentation, aligning with process-oriented
approaches such as those of Erin Manning, where meaning arises through movement rather than
preceding it. The subject, by contrast, refers to the more identifiable or external content that may
inform the work. It can be a social issue, narrative, image, or concept that anchors the initial
curiosity of the choreographer. However, within this method, the subject is not the final driver of
meaning. Instead, it functions as a point of departure, a reference that may dissolve, transform, or
fragment as the work develops through the five steps.

The functionality of this relationship between theme and subject across the five-steps dance
composition methodology is as follows:

Step 1 — Theme: opens an exploratory field (process-led, abstract, evolving);

Step 2 — Research: the subject may inform inquiry, but begins to shift through embodied

exploration;

Step 3 — Methods of work: both theme and subject are translated into physical,

relational, and improvisational tasks;

Step 4 — Artistic form: neither subject nor theme is fully represented; both are

reconfigured into structure, thythm, and composition;

Step 5 — Performance: meaning emerges in the encounter between performer and

audience, often exceeding both subject and initial theme.

In this framework, the subject provides direction, while the theme generates process. As
the work develops, the distinction becomes increasingly porous: the subject is deconstructed
through practice, while the theme becomes embodied, shifting from concept into lived
choreographic experience.

This aligns with a practice-as-research approach but also extends it by emphasising,
through Manning’s lens, that what matters most is not the stability of meaning, but the ongoing
transformation of ideas through movement, relation, and minor gestures.
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2. Research and Embodied Exploration

For the theoretical framework of this research, attention is directed toward perspectives
concerning movement, perception, and affect, with particular emphasis on Erin Manning’s concept
of minor gestures. Manning describes minor (small) gestures as micro-events that generate
potentiality and shape relational processes within movement, emphasizing the dynamic and
emergent nature of bodily experience. Within this approach, movement is not understood solely
as a visible or completed action but as a process of becoming that begins before movement fully
manifests. Consequently, the investigation extends to pre-movement impulses, transitional states,
and emergent qualities that arise through the body’s interaction with space, time, and its
environment. This perspective allows movement to be examined as a continuous unfolding process
in which subtle shifts and relational dynamics contribute to choreographic creation.

The practical component of the research involves a series of movement exploration
exercises designed to investigate the compositional possibilities emerging from bodily perception
and the dynamics of small gestures. These exercises examine fundamental movement parameters,
including movement levels (low, middle, and high), spatial directions (forward, backward,
diagonal, circular, and multidirectional pathways), rhythm and speed of execution, as well as flow,
continuity, weight, effort, and intensity. In addition to these structural elements, the process
emphasizes the exploration of subtle shifts and micro-movements within the body, drawing
attention to sensory and affective dimensions that often precede visible action. Particular
consideration is given to transitions, pauses, and intermediate states of movement, as these
moments reveal processes of emergence rather than fixed outcomes. Instead of treating gestures
as isolated or predetermined forms, the exploration focuses on observing how one movement
impulse generates subsequent actions, allowing choreography to unfold through relational and
evolving processes. This approach supports an understanding of movement as a continuous
negotiation between intention, sensation, and the body's capacity for transformation, when it
reveals the “complexity of experience over category””.

The improvisational phase of the research is structured around the investigation of
minor/small gestures as generative elements within choreographic practice. Movement studies are
developed in which dancers direct their attention toward subtle and often barely perceptible bodily
events, including shifts in weight, variations in breath, changes in gaze, and minor muscular
activations. These micro-movements are approached as sources of potential rather than as
secondary or preparatory actions. The emphasis of the process is not on the production of
predetermined movement sequences or fixed choreographic forms, but on the discovery of
possibilities emerging through embodied experience and relational interaction. Through this
exploratory approach, improvisation becomes a means of accessing latent movement potentials,
allowing choreographic material to arise organically from processes of sensation, attention, and
continuous bodily becoming.

The development of the rehearsal plan is conceived as a structured yet flexible process that
supports both analytical inquiry and creative emergence. Rehearsal sessions are organized to
alternate between moments of theoretical reflection, improvisational tasks, documentation of
observations and discoveries, and compositional experimentation. This cyclical structure
encourages a continuous dialogue between conceptual understanding and embodied practice,
allowing insights generated during movement exploration to inform subsequent stages of creation.

5 Erin Manning. 2016. The Minor Gestures. Durham: Duke University Press, p. 112.
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Particular importance is given to repetition and variation as methodological strategies, providing
opportunities for movement material to evolve progressively through process, interaction, and
sustained engagement. Rather than establishing fixed choreographic outcomes from the outset, the
rehearsal process is designed to facilitate the gradual emergence of movement possibilities and
relational dynamics.

This approach was further contextualized through Erin Manning’s Politics of Touch, where
touch is understood not simply as sensory contact, but as a relational and political force that shapes
how bodies emerge, interact, and become. Manning proposes that touch is not secondary to
movement or perception; rather, it is constitutive of how bodies orient themselves in space,
encounter others, and negotiate systems of power, identity, and belonging. Her emphasis on the
ontogenetic potential of the body® foregrounds the body as continuously forming through relation,
sensation, and movement.

Integrated into the five-steps method of dance composition, this perspective expands
choreography beyond formal movement construction toward an investigation of relational sensing
and embodied politics. The theme becomes not only a conceptual inquiry, but also a sensory and
affective proposition explored through bodily encounter. Research is approached as an embodied
practice of attention to touch, proximity, gesture, weight, rthythm, and spatial relation, where
knowledge emerges through sensory negotiation rather than detached observation. The methods of
work consequently emphasize responsiveness, contact, listening, and kinaesthetic awareness,
allowing dancers to investigate how bodies affect and are affected by one another within shared
environments.

From this viewpoint, artistic form does not arise solely through visual composition, but
through the dynamic interplay of sensation, relation, and corporeal experience. Choreography
becomes a process of organizing intensities of contact and perception, where movement generates
shifting conditions of connection, vulnerability, and agency.

2.1. Embodied Observation and Dance Creation

The process continues through the selection of dance actions based on impulses and
movement generators. Rather than constructing movement from predetermined forms or technical
vocabulary, choreographic material arises from bodily impulses, energetic shifts, affective
responses, and the subtle forces that initiate action. These impulses function as movement engines
capable of generating unexpected pathways and opening possibilities for further development.

The investigation further extends to the discovery of new choreographic forms, both
through visual documentation and through movement experimentation. Static images, bodily
configurations, and moving sequences become tools for recognizing emerging patterns and
identifying new compositional structures. Particular attention is given to how forms appear through
process rather than being imposed externally.

This stage of the method focuses on the transition from exploratory research toward the
generation and organization of choreographic material through embodied investigation. This phase
begins with the observation and activation of one’s own body as both a site of perception and a
choreographic instrument. Within Erin Manning’s framework, the body is not approached as a
fixed or stable object but as a dynamic field of relations and potentialities in continuous becoming.
Attention is directed toward internal sensations, bodily responses, and subtle states that emerge
through movement experience.

6 Cf. Erin Manning. 2006. Politics of Touch: Sense, Movement, Sovereignty. Minneapolis: University of Minnesota Press, p. xxi.
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Choreographic improvisation serves as a central methodological strategy within this stage,
enabling movement to unfold through experimentation and relational interaction. Improvisation is
approached not as spontaneous expression alone but as a process of discovering latent movement
potential and allowing gestures to evolve organically from previous actions.

The generated movement material is documented through video recording, creating a
visual archive of the creative process. Recording becomes both a means of preserving ephemeral
movement events and a method for returning to embodied experiences from a reflective
perspective. The final component of this stage involves the analysis of the raw choreographic
material, through which recurring movement tendencies, emerging structures, relational dynamics,
and compositional possibilities are identified. This analytical process allows the initially
improvised material to be transformed into a more conscious choreographic resource while
preserving the openness and potential inherent in the logic of minor/small gestures.

3. The Artistic Form — Structuring and Compositional Organization of Movement

After the exploratory and improvisational processes have produced a range of
choreographic possibilities, attention shifts toward compositional decision-making and the shaping
of movement into a coherent artistic structure. This step of the method focuses on the development
of the artistic form through the organization and structuring of the movement material generated
during the previous phases.

This approach resonates strongly with the ideas developed by Erin Manning and Brian
Massumi in Thought in the Act, where artistic practice is understood not as the expression of
thought after the fact, but as thought itself in action. As they write, “Every practice is a mode of
thought, already in the act. To dance: a thinking in movement.”’ From this perspective,
choreography is not simply the organization of movement into form, but an active process of
thinking-through-body, where knowledge emerges relationally and experientially through
practice.

Integrated into the five-step dance composition method, this understanding transforms each
stage of the compositional process into a mode of thinking-in-the-act. The theme is no longer
treated as a fixed conceptual starting point, but as an evolving field of questions activated through
movement. Research becomes an embodied and collaborative exploration, generated through
sensation, improvisation, observation, and relational encounter rather than solely through textual
analysis. The methods of work function as experimental procedures that allow movement to think
itself into new configurations, while artistic form emerges through the unfolding logic of the
process itself rather than through predetermined compositional structures. Finally, presentation or
performance is approached not as the delivery of a finished product, but as the continuation of
thought in relation with audiences, spaces, and environments. Like the collaborative artistic
processes analysed in Thought in the Act, practice itself generates knowledge. The artistic process
(rehearsing, devising, performing, improvising, staging, embodiment, audience interaction) is not
merely illustrating research; it is the research method.

The studio becomes a site where choreography operates as a co-compositional practice
between bodies, environments, concepts, sensations, and social relations. In this sense, the five-

7 Erin Manning, Brian Massumi. 2014. Thought in the Act: Passages in the Ecology of Experience. Minneapolis: University of
Minnesota Press, p. vii.
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step dance composition method does not merely describe artistic creation, but actively generates
conditions for thinking, sensing, and knowing through movement itself.

By integrating Manning and Massumi’s notion of “thought in the act,” the methodology
positions dance composition as both artistic practice and philosophical inquiry. It foregrounds
choreography as a dynamic ecology of experience in which movement produces forms of
knowledge that cannot be fully separated from the act of making. The compositional process thus
becomes an open-ended practice of experimentation where art, pedagogy, philosophy, and politics
continuously intersect and co-compose.

3.1. Revealing New Movement Forms and Qualities

The construction of choreographic phrases and broader formal structures is guided by a
series of general compositional principles. Symmetry was employed to create balance and
perceptual organization within movement sequences, generating relationships between bodily
actions, spatial arrangements, or temporal structures. Repetition functions as a strategy for
reinforcing movement ideas while also allowing subtle variations and transformations to emerge
through recurrence. Through repeated execution, movement acquires new meanings and affective
qualities, revealing shifts that may not be immediately apparent.

Additional compositional procedures include extension and compression as methods for
manipulating movement duration, spatial reach, and energetic intensity. Extension may expand the
temporal or spatial development of movement, allowing gestures and transitions to unfold
gradually, while compression condenses movement actions into more concentrated and intensified
forms. These principles, together with other compositional devices, contribute to the articulation
of choreographic structure and facilitate the transformation of exploratory material into an artistic
form capable of sustaining coherence while preserving openness and movement potential.

Within this stage, choreographic composition becomes a negotiation between organization
and emergence, balancing formal clarity with the dynamic processes through which movement
continuously evolves. This phase emphasizes the identification and articulation of emerging
movement forms and qualities generated through the choreographic process. Rather than
reproducing established movement patterns, attention is directed toward discovering previously
unrecognized configurations, dynamic relationships, and embodied expressions arising through
exploration and improvisation.

The process seeks to reveal subtle variations in movement texture, rhythm, intensity, spatial
orientation, and energetic flow, allowing new choreographic possibilities to become perceptible.
Within Manning’s perspective, these forms are understood not as fixed entities but as evolving
manifestations of movement potential, emerging through relational interactions and continuous
processes of becoming. Consequently, the focus lies on recognizing and cultivating movement
qualities that develop organically from embodied experience and contribute to the expansion of
choreographic language and of "choreographic thinking"®.

The choreographic investigation includes the identification and analysis of diverse
movement forms and qualities as essential components in the construction of artistic expression.
Movement forms refer to the structural and spatial organization of bodily actions, which may
emerge as geometric, angular, vertical, curved, spiral, contorted, or other evolving configurations.

8 The concept is developed in Chapter 5, “Choreography as Mobile Architecture” of Erin Manning’s book, Always More Than
One: Individuation's Dance. 2013. Durham: Duke University Press, pp. 99-123.
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These forms provide a framework through which the body occupies and negotiates space,
generating distinct visual and kinaesthetic relationships.

In parallel, movement qualities address the dynamic and expressive characteristics through
which movement is performed and perceived. These may include energetic, sustained, interrupted,
fluid, swinging, suspended, gliding, grounded, free, collapsed, trembling, or other nuanced
qualities that shape the affective and sensory dimensions of the choreographic experience. Rather
than functioning as fixed categories, both movement forms and qualities are understood as fluid
and interrelated elements that continuously transform through bodily interaction and
compositional development. Within the context of Manning’s approach, such forms and qualities
emerge through relational processes and reveal the multiplicity of movement potentials inherent
within the body.

4. Conclusions

From a Practice as Research (PaR) perspective, the five-step method of dance composition
could be read not as a description of choreography, but as a research methodology enacted through
choreographic practice, and knowledge is produced through doing, sensing, and iterating in
practice. Thus, choreography here becomes both method and inquiry, where thinking happens
through movement rather than prior to it and, performance becomes a dynamic field of relations
in which meaning emerges through bodily interaction, affect, atmosphere, and perception.

Choreography as embodiment of ideas, emotions, intentions, and relationships is not the
“expression” of pre-existing content but the generation of knowledge through corporeal processes.
Ideas and emotions are not translated into movement; they are tested, altered, and discovered in
and through movement. The body becomes a research instrument that does not simply carry
meaning but produces it. This aligns with performative epistemologies (including those in Erin
Manning’s work), where thinking is inseparable from the movement that articulates it. What is
being researched here is not “what an emotion means,” but how relational intensities take form in
action.

The final stage of the five-step method for dance composition is the presentation of
choreography in a public performance. From a PaR standpoint, movement becomes artistic action
when it is situated within a frame of intentional inquiry and compositional decision-making.
Action is not merely physical execution but a reflective practice: choices in timing, spatial relation,
effort, and attention become data.

In a performance, choreography functions as a method of structuring attention, where
movement is both material and analytic tool. Artistic action is therefore a mode of thinking-in-
practice. Shaping improvisation into a choreographic discourse is not mere assuming of a structure
but a real-time research methodology. When improvisation is shaped into choreographic discourse,
it means that emergent material is: observed, repeated, modified and positioned within
compositional logic. This transforms improvisation into a feedback system, where the
dancer/researcher investigates how patterns of movement generate meaning over time. The
discourse is not verbal but procedural: it is the accumulation of decisions, tendencies, and
relational shifts.

Creating meaning through suggestion is the aim of dance composition, although meaning
in PaR is not fixed or declared; it is provisional, situated, and co-produced. Suggestion replaces
representation: rather than encoding meaning into movement, choreography creates conditions for
meaning to emerge in reception and interaction. This is crucial in PaR because the audience (or
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even the witnessing body) becomes part of the research ecology. Meaning is not contained in the
work but arises in the encounter between performer, movement environment, and perception.

The embodiment of ideas and emotions in choreography corresponds to Manning’s notion
of an embodied encounter, where movement generates shared experiential knowledge between
performer, audience, and space. Likewise, the idea of meaning through suggestion aligns with
Manning’s sensory ecology: communication in dance does not rely exclusively on fixed
representation or narrative, but on affective resonance, kinaesthetic perception, and relational
intensity. Performance structured into a choreographic discourse thus becomes an open process of
co-creation, where spectators are not passive observers but participants in the unfolding event. In
this sense, suggestion is a methodological openness that preserves the uncertainty necessary for
inquiry.

Communicating through dance is not transmission of information but relational exchange
within an embodied field. In PaR, dance communicates by staging conditions where perception,
affect, and attention circulate. Rather than approaching dance through a hermeneutic framework
that prioritizes interpretation, namely, the question “What does this dance mean?” Practice as
Research (PaR) reorients inquiry toward the operative and relational capacities of movement.
Within this paradigm, the emphasis shifts to questions such as: What does this movement do?
What relational fields does it activate? and What forms of knowledge emerge through the
intertwined processes of witnessing and embodied participation? This shift displaces meaning as
a pre-given content to be decoded, positioning it instead as an emergent effect of choreographic
activity. Movement is thus understood not as a representational medium but as a generative
practice through which relations are composed and forms of knowing are produced in situ.

Communication, in this context, is understood not as the transmission of predetermined
content but as an emergent, relational event of shared inquiry. In a dance performance, both
performer and spectator participate in the production of knowledge, which arises through the
dynamic interplay of bodies, attention, and spatial relations, without requiring translation into
verbal representation.

In conclusion, the proposed five-step method of dance composition reframes choreography
as a mode of performative research in which the studio operates as a site of knowledge production
rather than a space dedicated solely to rehearsal or the refinement of technical execution. Within
this framework, learning is conceived as an active and iterative process grounded in embodied
doing, critical reflection, and performative enactment, whereby choreographic practice itself
becomes a primary epistemic tool.

By examining creative pedagogical processes as research events, this approach
foregrounded the capacity of the body to think through movement and to generate situated forms
of meaning in and through practice. Dance is thereby positioned at the intersection of pedagogy
and performance research, challenging conventional separations between practice and theory.
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