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			Preface by Margaret Wilson

			It is with gratitude and honour that I write this preface for Kate Lawrence and Wanda Moretti for this very important contribution to dance scholarship, dance history, dance theory and most importantly, celebrating the unique artistic, physical, and social aspects of rope and harness vertical dance. I have had the opportunity to work with both innovative artists – their work has shaped and augmented my practice in vertical dance as a teacher, choreographer, performer, and researcher. I am inspired by their artistry, but also admire their leadership, vision, and generosity within the vertical dance community. They continue to shape and define the field for established practitioners as well as the next generation of vertical dance pioneers. Their mission to share the history, the questions, the challenges and the innovation in this form slowly reveals the richness of this practice. It invites all of us to look beyond the spectacle (for it is spectacular!) and understand the depth, history, and integrity embedded in the practice and development of this art form. 

			This book is an exposition and reflection on vertical dance – celebrating the past and present while at the same providing a theoretical perspective which clearly situates vertical dance as its own form. It identifies the process for the dancer, choreographer, and audience, placing it in a historical context and also revealing contemporary developments and innovations. This comprehensive treatise on vertical dance:

			
					defines the elements of vertical dance, providing a clear definition of what it is and what it is not;

					identifies ways climbing and dance making were and are integral to its development; 

					identifies and reflects on the role that vertical dance plays in dance history, and contemporary performance;

					discusses inherent relationships – the dancer and the rope, dancer and the space, dancer re-defining the space;

					demonstrates the way that vertical dance creates community; 

					reveals the ways the authors have established regional and international platforms for communication, collaboration and art making;

					introduces us to other artists working in this form, highlighting their process for creating work and how that has further developed the field;

					introduces theoretical perspectives which expand, and are expanded by their application to describing vertical dance practice;

					augments our understanding of embodiment, physical experience, perception, orientation, and transformation;

					references the dancer’s and audience’s experience, highlighting the essential assumptions and tensions of our relationship to gravity and in our embodied experience in the world;

					is a celebration of the act of creating and performing as an invitation to learn, reflect, revisit perceptions, re-orient and fly.

			

			As Lawrence and Moretti reveal, vertical dance is unique within aerial dance forms – as well as all dance forms, with a rich history related to site-specific and site-inspired factors. They write, “Vertical dance looks at the influence of structured space on the development of vertical dance movement… and the ways in which structured movement alters the space it inhabits”. This dance form defines and re-defines the places, and our perception of those places, in which the performance occurs – it is choreography in space as much as it is through space. 

			In Chapters 2 and 3, Lawrence and Moretti define and describe vertical dance as they have investigated and developed it. Specific to rope and harness work, they present specific elements of the form that distinguish it from other aerial forms. By defining the components and boundaries of vertical dance, both the embedded aesthetics and practicalities are revealed. They have created a language and philosophy for training and choreography and share this information widely with the field. Using a classification system of “resemblances”, the development of this form is presented as a part of all dance activity, establishing connections with other dance forms and ideology. At the same time, they present vertical dance as a prototype – a new form, identifying the irreducible elements of what it is (and is not) so as to have a clear and autonomous identity. Focusing on surface, architecture, site specificity, and the importance of place, the authors share their ways of seeing the world, transcending the specificity and utility of the required equipment as they create vertical dance experiences.

			Chapter 4 places vertical dance in a historical context, identifying early roots in the post-modern movement during the 1960’s in the United States and expanding to introduce pioneer artists from around the world. This rich history reveals the connections and resemblances’ that vertical dance has with contemporary dance forms, rock climbing, history, social movements and site-based artistic explorations. This heretofore uncollected, unpublished history provides insight into how this form has evolved and will continue to evolve, revealing the range of approaches to vertical dance, even when using similar pieces of equipment and vocabulary. The chapter also introduces next generation vertical dance artists who are expanding the places where vertical dance is performed as well as experimenting with new techniques and technologies to evolve the form. While the history of vertical dance is ‘short’, its reach is wide, and the practitioners are generous with their mentoring and sharing. 

			This chapter highlights four contemporary artists who are all driven by a passion to expand boundaries, reach impossible places, and see what else is possible in their development of the form. They are expanding the form in their own way, experimenting with equipment, projections, light and film. This chapter also identifies places where vertical dance is being integrated into university curricula around the world along with a case study from the University of Wyoming, one of the first programs in the US to include this form in their training and performances.

			Chapter 5 discusses three projects to bring vertical dance practitioners together from around the world. These include the Vertical Dance Network, Vertical Dance Forum, and most recently, Portrait and Landscape. The success of these events, running from 2010 to the present, have created an international network of vertical dance practitioners who share information on teaching, safety, and performance. The guiding principles for all of these projects include collaboration, recognition, and experimentation. With Portrait and Landscape, on-line presentations (in lieu of performances and workshops which had to be cancelled in 2020 and 2021), established practitioners shared their work and introduced the next generation of artists in monthly online sessions. The chapter lists the individual seasons and events that demonstrate the rich proliferation of the form and highlights collaboration between artists, mentorship, and sharing. 

			This vision for collaboration and networking comes as no surprise. Moretti and Lawrence are generous in their support for and education of artists. Both have developed regular opportunities for training and for students/dancers to perform, reaching a wide audience through their commitment to providing opportunity. And, as they clearly identify throughout the book, collaboration and networking is at the heart of vertical dance. Whether consulting with a site manager, building engineer, rigger, dancers or even the rope – vertical dance is a shared practice. 

			Chapter 6 introduces other vertical dance pioneers through a series of interviews conducted during the Vertical Dance Forum. These interviews identify the challenges and opportunities the choreographers found in creating vertical dance performances and emphasize the importance of context (natural world, body and substance, making the everyday space unique). In all, the choreographers discuss their work as a rarified opportunity - one that brings them closer to ‘process and place’. And, whereas the choreography brings movement to the location, it is inspired by questions, aspirations, and relationships that transform the space into place. 

			Choreography in vertical dance is at once limited and limitless. It is limited by the way in which the body can move in the harness, by the type and length of rope, by the rigging (static, swivel, pulley), and where the body is in space – in proximity to the floor, the vertical walls, scenery, distance or proximity to partners. Working in the out-of-doors, natural elements – sunshine, humidity and wind – can change the dynamics of the rope. Yet, these conditions are exactly what set choreographers free. 

			Revealed in the choreographers’ answers to posed questions are their thoughts about the body, about space, their relationship to physical properties of gravity and freedom of movement. Combining the voices of these innovators and creators illustrates the range and complexity of choreographic approaches and experiences – and the limitless ways they explore and transcend limits in pursuit of their craft. 

			Up to this point in the book, Lawrence and Moretti have drawn together a comprehensive definition of vertical dance, outlined its history and revealed the global reach of this art form. In Chapter 7, which could be a book in itself, the authors then take a deep dive into the embodied experience of the vertical dancer. They offer (but not too strongly) ways to understand the dancer’s experience, as well as the audiences’ perception of the performance. As this form is relatively new, contextualising it within these frameworks is but one way to further identify some of its unique aspects. The authors are quick to note that they do not want to describe or delimit the experience by introducing these perspectives, but from the outside, one can see that looking at the spatial and metaphoric complexity of vertical dance does add to our understanding of what it can mean to work, perform and observe this medium, especially on a personal level. 

			The novelty of vertical dance is the way in which dancers appear to no longer be subject to the laws of gravity. From the audience’s point of view, the dancer has transformed from an earthbound to an airborne entity. While vertical dancers are not astronauts who have left the earth’s atmosphere, they appear to be experiencing gravity in novel ways. Herein lies the paradox – the experience of the dancer (initially) is very different than the audience’s perception of the vertical dancer. The transition from standing on the ground to hanging, suspended by a harness, or dancing in the horizontal plane with feet on a vertical wall elicits a change in the dancer’s physiological response. No longer do they rely on the familiar weight bearing, stretch/shorten cycle of muscles, but engage in a new version of that relationship while executing ‘seemingly familiar movements’. As discussed in chapter 7, deconstructing and reconstructing the body in space requires processing the physiological adaptations one experiences when airborne and inverted. 

			Strongly developed balancing mechanisms that respond to gravity and our interaction with the floor are disrupted and re-negotiated as the dancer rotates their body 90 to 180 degrees away from upright and on the ground. Interacting with a building or rock face, the vertical surface becomes the dancer’s floor, and the dancer moves in the horizontal plane in their jumping efforts. Lawrence and Moretti provide detailed examples of the potential confusion that orienting and responding to a horizontal and inverted orientation can cause. This spatial confusion and re-orientation include the suppression of balancing mechanisms which are grounded in a lifetime of being upright/on the ground. In the transition from standing on the ground to hanging in the air, from upright to inverted, and standing horizontally, visual, auditory, vestibular, and proprioceptive stimuli are perturbed and must be dampened until the body adapts to new orientations. And yet, the dancers transcend this confusion as they develop a language that anchors them in this new spatial orientation. 

			Time is transformed in vertical dance, as well. For the vertical dancer jumping away from the vertical wall (moving horizontally rather than vertically) airborne movements can be suspended for as long as the length of the rope will allow. The dancer is not moving against gravity, so less ground reaction force is needed to initiate the jump. At the same time the dancer is tethered to the swing of the rope. The pendula movement of the rope affects the timing and quality of other movements in the air and alters the dancer’s perception of leaping and landing durations and forces. When working on the wall, only a fraction of the dancer’s body weight lands on the floor (wall) and the dancer must learn how to grade the impulse of the push off and cushion the landing as it differs from what is experienced in a more typical dance situation. While specific to the site, the experience of dancing in an airborne – harness supported – environment greatly expands the dancer’s body awareness and physical control. In this way vertical dance is transformative for the dancer as they adapt to new physical challenges and opportunities. In essence, they must embody the new relationship to the environment, and in doing so reveal the plasticity of the body/mind – re-orienting in the world is possible.

			As Chapter 7 works to a conclusion, the authors explore spatial forms of reference and metaphor as a possible way to understand the dancer’s experience – as well as the audience’s. Using research from movement analysis and theory of language/cognition, they entertain using these models to unpack – and reorient – how a dancer adapts to the space (inverted, airborne) and how the dancer makes meaning of this. Working within a framework based on work by linguists George Lakoff and Mark Johnson (1980), they identify ways in which vertical dance can be considered through exploration of metaphoric meaning – metaphor, which is embodied, but perhaps limited to the vertical dancer. Using metaphor and frames of spatial reference Lawrence and Moretti provide a perspective on how language can reflect on how we orient in the world as a unique and rarified experience. In musing about how the dancers, in their tilted world, make sense of their experience – or the audiences watching vertical dance process the reorientation of the body, they note that this experience can be addressed by theory, but may not be fully contained by it. 

			This last section of the book is indicative of the way Lawrence and Moretti continue to question, interrogate, and progress their practice. Rather than allowing theory to classify vertical dance, they are informed by this perspective, adding it where needed or helpful, as they journey to the next inquiry for deepening their (and our) understanding and experience of vertical dance. As they muse about the future, they remind us that the essence is the dance – the vision, the composition and the experience for performer and audience alike.

		

	


	
		
			1. Introduction

			Wanda Moretti and Kate Lawrence, the authors of this book, are researchers into and practitioners of vertical dance. They have diverse backgrounds but share a passion and fascination for vertical dance and have been collaborating for many years on their individual and shared research into the form. They first met in 2005 in Venice and their conversations prompted them both to deepen their research into the roots and specific characteristics of vertical dance. Over the years they have been sharing their thoughts and research into the origins, motivations and fundamental aspects of vertical dance. Moretti’s and Lawrence’s research is informed by intensive artistic, pedagogical and academic activities throughout this time. Moretti has developed a specific and detailed training regime for vertical dancers, and Lawrence initiated and delivered the first European vertical dance module at University of Surrey (2002 – 2010). Both are artistic directors of their own companies, Il Posto in Venice, Italy, and Vertical Dance Kate Lawrence (VDKL) in Caernarfon, North Wales. Moretti’s dance studies focus on systems of proportion and the harmony of space. In particular, her artistic research concentrates on movement in relation to urban architecture. Her project focuses mainly on the influence of structured space on human movement on vertical planes. Lawrence has been teaching site-specific performance and vertical dance in universities and has also published articles on this branch of performance practice (2010, 2017). This research and pedagogy into work made outside the conventional theatre infuses her practice and understanding of vertical dance and in 2017 she completed her PhD thesis examining the form. 

			The first part of the publication clarifies what is meant by the term ‘vertical dance’, discussing the component parts and why these are fundamental to the classification of this nascent form. The boundaries between vertical dance and its close relations, aerial dance, climbing and site-specific arts practises are discussed, leading to a fuller examination of the relationships and fluid boundaries between vertical and aerial dance with reference to case studies. The authors consider when artists began to use walls as dance floors and as partners habitually over time, as well as those visiting vertical dance artists who used the form in singular, ‘one-off’ works, deviating from their regular ground-based choreography. Then the historical pathways through which it has developed since the late 1960s are traced. Seminal artists whose experimentations laid the ground for vertical dance are identified and discussed. Then the work of vertical dance pioneers is explored and their motivations and contributions to the development of the form are examined. This leads to a consideration of how this body of practice has been taken forward by a next generation of vertical dancers.

			Subsequently, the impact of three initiatives that served to connect the European and international communities of vertical dance artists is considered. The first, Vertical Dance Network, an online platform listing international vertical dance practitioners and companies and their activities, was published in 2010 by Wanda Moretti. The second, Vertical Dance Forum, a Creative Europe funded project (2017 – 2019) undertaken by seven of the pioneer artists, is examined as a catalyst for bringing to light a next generation of vertical dance artists working internationally. Finally, the 2021 online series of events, Portrait and Landscape, developed by Wanda Moretti and realised by her in collaboration with Lindsey Butcher and Kate Lawrence, shone a spotlight on some of the new generation artists. The final chapter makes a detailed examination of the space of the vertical dancer, considering how spatial perception is altered by the condition of the suspended dancer using a wall as a dance floor with reference to the concepts of body orientation developed by Rudoph von Laban[1] in his system of notation for dance. These are compared with psycholinguistic models discussed by Levinson et al.[2] in their analysis of space in language and cognition, arguing that language use in the process of training and performance plays a critical role. In addition, Lakoff and Johnson’s[3] theory of metaphor serves to assist in the understanding of the imaginative landscape of vertical dance alongside a dancer’s account of the experience of dancing on a wall. 

			The concluding chapter draws together the research of the two authors presented and considers what might lie ahead for the world of vertical dance. For example, will this hitherto maverick form develop codified training techniques? Will artists continue to push against the limited boundaries of the form outlined in the prototype in Chapter 3? If so, how will vertical dance retain its specific identity? What role will ‘vertical dance visitors’, who have been somewhat influential in the development of the form, play in the future? What relationships and connections will the form build with other disciplines, for example, aerial dance, climbing, architecture, urban planning, and other as yet unimagined partnerships? 

			As the first publication to examine this nascent form in detail, the opening chapter outlines the main characteristics of vertical dance and the typical backgrounds of those who practice the form.

			
				
					[1] Hutchinson Guest, A. (2005). Labanotation: The System of Analysing and Recording Movement. New York and London: Routledge. 

				

				
					[2] Levinson, S.C. (1996). Language and space. Annual Review of Anthropology, 25 (1996), 353-382. 

				

				
					[3] Lakoff, G. and Johnson, M. (1980a). Metaphors we live by. Chicago: University of Chicago Press.

				

			

		

	


	
		
			2. What is Vertical Dance?

			The term has emerged recently – the first appearance of the term ‘vertical dance’ is unclear, but it is likely to be a journalist talking about suspended dancers. Trisha Brown, an early choreographer working with bodies suspended in harnesses referred to her work as ‘equipment pieces[1]’, and the work of French pioneers such as Roc in Lichen, Patrick Berhault and Antoine le Menestrel was referred to as ‘danse escalade’[2]. Indeed, many different terms have emerged, for example, danse de facade, wall running, harness dance, wall dance, etc. ‘Vertical dance’ has crystallised as the dominant term in the last ten years. It’s interesting to note that this term refers to the space used and vertical is in fact related to the plane of the dance ‘floor’ and not to the body. This chapter outlines the parameters of this nascent form by isolating its component parts.

			[image: Figure 1 BN.jpg]

			The components of vertical dance. Concept developed by Wanda Moretti and Kate Lawrence.

			2.1 Components of vertical dance

			In order to define vertical dance, the authors created the diagram above, which outlines the component parts of vertical dance, how choreographic choices play a part in the process of creation and what sort of backgrounds lead people to develop an interest and a practice in the form. Below, each of these elements, and the inter-relationship between them is elaborated.

			2.1.1 Dance

			The name vertical dance indicates that dance is fundamental to this practice. Artists working within the form generally have a background in contemporary dance and/or ballet, but this is not exclusive, for example, others come from forms such as tango, folk or breakdance. The majority of practitioners first have a background in dance and then move into the air (the gateways into vertical dance will be discussed in greater detail below), whilst others come into the practice via rock climbing, gymnastics or other aerial disciplines. The aesthetics of dance, concerned with movement, space, dynamic range, choreography and expression are defining features of vertical dance that place it beyond the execution of a series of spectacular feats. This insistence on the importance of dance is similar to the way aerial dance has carved out its own space alongside aerial circus. 

			2.1.2 Equipment

			Vertical dance employs equipment to suspend the dancing body off the ground. This equipment initially came from rock climbing and the basic set-up comprises harness, positioning device (usually a grigri), carabiners and semi-static ropes. In recent years vertical dancers have responded to the technological advances in equipment, especially in using positioning devices that have been developed in the industrial access industry, incorporating rigs and i-Ds into their practice. This demonstrates a continual search amongst practitioners for better and safer ways to suspend bodies. Harnesses used for vertical dance tend to be those that are commercially available and designed for climbing, canyoning, stunt work or working at height. The specific affordances of the harness used by a choreographer has some effect on the choreography produced. For example, a harness designed for working at height sits higher on the waist of the dancer and provides more support, whereas a canyoning harness sits just above or on the hips, allowing greater mobility in the hips. It is clear that there is a need to develop a harness that is specifically designed for vertical dance that accommodates the specific requirements of the form. Over the years, some choreographers have worked with harness manufacturers to create bespoke designs, but none of these have been made available commercially. Special harnesses were designed for individual performers with a range of disabilities for the Paralympics in 2012 in London by live event specialist Steve Colley of Amesbury Fleur Consulting. Many new harnesses were developed for the film industry and commercial show business in North America to enable specific stunts, for example, back pick up and side pick-up and these were taken up by some choreographers in their work. 

			The basic set of equipment constructs a limited set of possibilities, producing dance that is characterised by a downwards trajectory and pendulum sideways motion. Choreographers introduce other elements of equipment into their creative work, which expands the possibilities available to them. These include swivels (which improve the efficiency of rotations), pulleys (which facilitate counterbalance and upward motion) and hand ascenders (to allow dancers to climb ropes). In addition, many artists introduce other objects and materials, such as lateral harnesses, chairs and costumes into their work. In the last 10 years the development of technology by the climbing and working at height industries has had an enormous impact on what devices and equipment are available to vertical dancers and this has affected the work they produce.

			2.1.3 Surfaces 

			Vertical dance is characterised by its use of surfaces with which the dancer engages, most prominently, walls of buildings, used as a vertical floor on which to stand. Other surfaces have also been used, windows, ropes, pillars, trampolines, rock faces, trees and other suspended objects. For example, Joanna Haigood performed on the vast curved surfaces of silos in Picture Powderhorn[3] (2000), Fabrice Guillot’s dancers tip-toed on slender ropes suspended in the space between buildings in Vide Accordé (2006[4]), Bandaloop have danced on the vast walls El Capitan in Yosemite Park in Peregrine Dreams (2001)[5] and De la Guarda used soft fabric walls in their work Villa Villa (1999)[6]. Vertical dancers do not always work on perpendicular surfaces, but sometimes work on other planes of verticality; the inclination of the plane determines the dancing possibilities. The percentage of the dancer’s weight held by the harness is affected by the angle of the surface against which she/he is suspended: the more vertical the angle, the more the weight of the dancer is held by the harness. Joanna Haigood, for instance, explored a wide range of angles in her work Open Systems: An Aerial Perspective on Human Navigation[7] at the San Francisco Exploratorium in 1992 and Iztok Kovac used a 45 degree rock surface in his film work Dom Svobode (1999)[8]. Noemie la France’s Rapture (2008)[9] was performed on the curved roofs of architect Frank Gehry’s Fischer Centre for Performing Arts at Bard College, New York. On the theatre stage, performed on a big mountain scenography, Snow White, choreographed by Angelin Preljocaj in 2008[10], based on the Grimm brothers version of the fairytale, included 26 dancers of which 10 were on the wall with harnesses. Vertical dance is not a habitual mode of dance for Kovac, La France or Preljocaj, indeed each has perhaps created only one work using harnesses, but these works have been influential and ground-breaking. 

			2.1.4 Choreographic Choices

			The equipment and surfaces that a choreographer employs will determine to some extent the choreography that is produced. Choreographic choices in vertical dance are inextricably intertwined with the rigging choices and the space in which the dance is to be created, alongside confronting, managing and resolving risks in order to ensure the safety of the dancers. This is the area where vertical dance choreographers have shown ingenuity to expand the fairly limited space and movement available to them. The technical knowledge of the choreographer in relation to available tools and materials contributes to the choreography they create. These include pulleys (to create zip lines or counterweight), swivels, ascenders, bungee rope, a range of harnesses with different pick up points, mechanical or motorised winches (allowing ascent and descent). Brenda Angiel has developed aerial tango works using bungee, the companies Motus Module from Belgium and Fidget Feet from Ireland use side pick harnesses and pulleys extensively. They use counterweight with ‘off-stage’ systems to fly the dancers, either using ladders or ballast. In contrast, other choreographers have worked with counterbalance, where two dancers are connected to the same rope with an overhead pulley between them. In this way they counterbalance each other.

			Other artists have augmented their creations by incorporating objects into their choreography. Jo Kreiter for example has used multiple objects such as ladders and umbrellas and recently a bespoke circular rocking and rotating stage to tell stories about important social issues. Lindsey Butcher has worked with objects such as flying planks as a dance partner and Wanda Moretti has reversed the image of the dancers by dressing them back to front and placing masks on the back of their heads. In recent years, some artists have engaged dramaturgically with video projection in their choreography, for example, choreographer Kate Lawrence and the vertical theatre company Eventi Verticali.

			2.1.5 Doorways into Vertical dance

			Vertical dance movers come from diverse backgrounds with a shared motive to fly and a very human desire to escape the pull of gravity and experience weightlessness. The figure of Icarus for example, in mythology, symbolises this unique desire to escape gravity through flight. Similarly, the Gothic architectural style represents the spiritual connection humans have made between the heavens and earth through its towering spires. Religious iconography has referred continually to this desire through the Christian figure of the angel, the ancient Egyptian goddess Iside who was portrayed with wings and the flying chariots in Hindu epic poetry. The long history of the study of flying machines, from early tower jumpers with wings, to the drawings of Leonardo da Vinci in the 15th Century, to the Zeppelin flights, to the early successful flights in the 1900s, again attests to this deep desire. The exploration of flying in the twentieth century has taken humans away from the earth into space, where, paradoxically, there is little gravity.

			In the ritual ceremony of the Mexican Voladores de Papantla to appeal to the gods for rain, begun around 450 years ago, groups of four dancers descend upside down from a high pole attached to ropes tied around their waists. As they descend, the pole to which they are attached rotates and releases the rope slowly, bringing the dancers gradually to the ground whilst another member of the team stands at the top of the pole plays a drum and sings. Each dancer spins around the pole 13 times, their collective spins number 52, representing the 52-year cycle of Mexican calendars. Additionally, in the cultural initiation tradition of Nagol, or land diving in the Pacific Pentecost Island of Vanuatu, young men jump from a platform at the top of a thirty-metre-high structure of tree branches towards the ground. They are attached to the platform by vines tied to their ankles (like bungee jumping) and land on downward sloping land, the platform from which they jump snapping to absorb some of the effect of gravity. According to Neubauer, reporting for CNN, the practice originated when a woman wanted to escape from her dysfunctional marriage and climbed a tree, tied vines to her ankles and jumped. It was apparently a female practice for some time before it was taken over by boys and men and came to have religious significance for the success of the yarn harvest. The villagers are involved in this ceremony by attempting to soften the landing by continuously moving the earth.[11] As in Mexico, the tradition has evolved into a tourist spectacle.

			Research reveals that the majority of vertical dancers come from a dance background. Historically, the desire to escape gravity was explored in dance in a range of ways. Classical ballet developed pointe shoes to elevate the dancers, and in the romantic era, flew dancers through the air on wires. The exploration of the space of the body is evident in Loie Fuller’s use of light and fabric, Oscar Schlemmer’s unique spatial forms and Rudolf Laban’s dance in outdoor spaces and explorations of geometry and kinesphere. In recent years choreographers have explored and developed new relationships to space by dancing in the urban and natural environments. Vertical dance is therefore a natural evolution for dancers.

			Other pathways into vertical dance include climbers who want to dance, which in France evolved into a form called danse escalade. Climbers began to experiment with movement of ascent, developing new motivations away from the most efficient completion of sporting problems towards aesthetic goals. This move produced a large community of climbers who experimented with introducing performative aspects to their climbing. Circus artists (acrobats, gymnasts, aerialists), responding to a change in focus of circus away from animals to high levels of skills in human performance began to look at dance (amongst other disciplines) to expand the dramaturgy of their creations, leading to the development of aerial dance using traditional aerial apparatus (silks, rope, trapeze, etc.). In these ways, using the support of suspended objects, gymnasts were able to escape gravity for longer, and aerialists were able to find support in the air.

			
				
					[1] Rosenberg, S. (2017). Trisha Brown: Choreography as visual art. Wesleyan University Press.

				

				
					[2] Lachaude, M. (1996). Sortir-Danse-Roc in Lichen. L’Express, 4 April 1996. 

				

				
					[3] Zaccho Dance Theater (2021). Picture Powederhorn. [Online]. Zaccho Dance Theatre. Available at: www.zaccho.org/?event_powderhorn [Accessed 29 Deccember 2021].

				

				
					[4] Torrent, C. (2015). La danse comme réécriture « géopoétique » de l’espace? 96 Géographie de la danse. OpenEdition Journals.

				

				
					[5] Bernstein, G. (2009). Peregrine Dreams. [Online]. Available at: http://www.vimeo.com/3243948. [Accessed 29 December 2021]. 

				

				
					[6] Averiaerea (2008). Villa Villa (2001). [Online]. Available at: www.youtube.com/watch?v=mDgF9ep2Vus. [Accessed 29 December 2021].

				

				
					[7] Zaccho. Open Systems: An Aerial Perspective on Human Navigation. [Online]. Available at: www.youtube.com/watch?v=jfhjHaPUe0I&t=364s. [Accessed 29 December 2021]

				

				
					[8] Knapeci (2012). Dom Svobode. [Online]. Available at: www.youtube.com/watch?v=4_D-WheR3pM. [Accessed 29 December 2021].

				

				
					[9] Bora Yoon (2008). Rapture: Noemie Lafrance w/ Frank Gehry architecture. [Online]. Available at: www.youtube.com/watch?v=ojBHWbn-l2A. [Accessed 29 December 2021].
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