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EMBODIED REIATIONAL PROCESS IN P. MEGAN ANDREW SO
THE DISORIENTATION PROJECT

ANGELA JOOSSE

This article offers embdied, phe- Cet article popose des descriptions incar-
nomenological descriptions ofhe neps et phpomepologiques du pojet de
disorientation poject, a solo vork degorientation une Tuvr e en solo de l'ar-
by dance artist PMegan Andews. tiste de la danse PMegan Andews. Du
From the position of an ongoing point de vue d'un tgoin permanent de la
witness of MeganOs practjtie au- pratique de Megan, l'auteureflephit sur la
thor reflects on hav experiences of manigfe dont les @pefiences de dgorien-
perceptual disorientation can @ tation perceptuelle puvent gre puissantes
potent and poductive, opening et productives, ouvrant ainsi la oie gdes
space for elations of cae. relations de sollicitude

INTRODUCTION

he disorientation mject is a solo work by dance artist P

Megan Andews. The ppject premiered publicly as part of

the ODance in ahcouerO shecase in Neemter Giud,
though Megan had &en cultivating the work as an embdied prac-
tice for over four years prior to this date Though gegraphical dis-
tance and CQ®ID-06 pandemic conditions prented me from at-
tending this public engagement of the pie | had keen witnessing
MeganOs eekly rehearsals via Zom for six months leading up to
the public pesentation. Mdiated in this way, | would OjoinO Megan
each Friday at the Dance Cesmtiin Vancou\er to discuss the piee
and witness her practice



THE DISORIENATION PROJECT

This paper focuses sgcifically on situations surounding moments
in the disorientation mject when Megan pompts the question
OWhee am | nav?O While the mject contains many other phenom-
ena worthy of discussion, | dwll on these Owheram | navO situa-
tions to descrile some of the ptent disorientation &periences made
present in the vork. Specifically, some of the phenomena held gr
sent in these moments include somatic empatkpatial levels, ges-
tural sedimentations, ogning to otherness, andding held in ela-

tion.

| come to this work through the Baly Hermeneutic methd, an em-
bodied style of phenomenology which was first @eloped by Samuel
Mallin and has since thenden taken up and adapteby a range of
scholars! Through this methal, one works on questions though e-
tended, temporal studies of artvarks, learning fom the ways sp-
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cific artworks madify oneQs gestas, rceptions, affets, and cog-
nitiv e-linguistic capabilities. Bdy Hermeneutics starts &m experi-
enceand accepts that alb@erience is embdied. Artworks hawe the
capacity to entwine the prceiver and perceived in potent experi-
ences. By holding us in theseotent, emlodied situations, artvorks
can also help depen our understandings of some of the mostgsss-
ing and challenging issues of our timé remain true to the Bdy
Hermeneutic methd by spending many hours with the artwrk and
only working from writing that was done in the pesence of the art-
work. | also continue to gtend this non-eductive methal in this pa-
per by reflecting on the highly meliated experience of witnessinghe
disorientation prject through a rtal of video streaming.

Additionally, | come tothe disorientation mject with a history of
scholarly and ceative collatoration with Megan Andews. Thus, |
enter the work already in relation, but also calle to witness this
work in its transition from a mazement practice to a public @senta-
tion and installation. In this papr | heed the reminder that Fielding
draws out fom IrigarayO3o0 Be Wo that @ultivating perception re-
quires attending not only to Owhat iemeivedO but also to Othe one
who perceivesOO (Fielding 0g3.1/im to demonstratgthe disorien-
tation pmoject unfolds through emlwdied relational piocess, and &
ing held in relation is a k¢ phenomenon of the wrk. My phenom-
enological descriptions, written in the first grson, foeground my
own contributions to the elational unfolding of the vork. However,
the phenomena includzin this paper are those that emainal strong
and present though many epeatel sessions with the wrk, and ae
those that | think many others wuld agee are prominent eperi-
ences of the wrk.

Upon entering a studio at the Dance CerfrMegan first sets up her
space by arranging any furnitug; setting up her camera, and laying
out the set of objets she uses for her @rk. The objets include a
set of cads on which Megan has written mement pompts as vell
as quotes fom theorists including Sara Ahma, Jane Bennet, Erin
Manning, and Martin Bulkr. Megan then gets into the ark, which
consists of mgement, spken word, and wcal sounding. Though
the different prompts and practices of the erk can layer in varying



ways and fow in any order, Megan always bgins with an emiod-
ied land acknevledgement. Each time this pcess is imbue with
the question of hav to do so authenticallyHow can one acknwl-
edge a settler psition without merly paying lip sewvice? Can this
ever actually ke a transformatie process? A a moement practition-
er, Megan turns to her bdy to ask and verk out these questions.
Rather than ecite an acknavledgement, she mmpts herself to ty
to Ofac® the Indigenous nation or community that she is naming
with some part of her lody, building a kind of todily mapping. Ac-
cepting that often this will fail, she seks an honest action of learn-
ing and working alongside pocesses ofestoration. She invites the
process to vrk on her to change her ttough emergent gestes.

The disorientation piect is an emlodied practice The work is as
much interior as it is &terior. This means that it is not firstly a dance
or even a performance That is, Megan is not ther only to be looked
at, but rather to enter into ethicalelation with her situation, includ-
ing with other people objects, light, sound, spacend the mlitical
structures that habituate us in so many ways. Megan comes to the
practice with a commitment to enteringgeriences of disorienta-
tion. She also commits to emergenaghich is to say that the wrk

is never the same one time to the mé both in form and tempral
duration. The diffeent practices within the vork overlap and inter-
rupt each other alloving for new permutations to emergeRelatel

to this, Megan brings a commitment to waiting. If one disorientation
module has eachel a closeand another has notgt emerge, Megan
waits until a nev module dees pesent itself. This pavents rushing
into something or falling into epeating something that is knan or
well-worn.

Many of us can easilyalate to experiencing disorientation at the his-
torical moment of the writing of this tetNspecifically spring Giiai
to summer Gddu. Our dailyoutines and habits @ continually keing
disrupted and adjustd by the conditions of the ongoing C@D-06
pandemic. Ex@me weather eents assoiated with climate change
are displacing pople and changing our familiar landscep. The
events of the Black Lies Matter meement hae provoked acute
reckoning with the systemic racism whichamains stubbrnly pre-
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sent in our institutions. And hee in Canada, the diseery of over a
thousand unmarkd burials of Indigenous childin at the sites ofes-
idential schmls, with estimates that thousands mercould ke found,

is awaking trauma and grief in many Indigenous communities while
simultaneously demonstrating that Canada must neotruthfully tell

its history and find nev, more ethical ways foward. These a& just a
few of the ways we may curently be finding oursel\es disorientatd

in our lives and communities. Our familiar ways oélating saially
and politically, but also prceptually and gesturallyhawe shifted.

We must adjust and eorient, but can ve pause bfore we do so?
Throughthe disorientation mject, Megan gently asks us to linger in
the experiences of disorientation without to quickly trying to put
things back the way thg were. By acti\ely entering disorienting &-
periences andemaining thee for as long as canésustaine, Megan
leads us to eplore the insightful and poductive asgcts of disori-
entation. Only after Megan has fullyx@lored a particular malule
of disorientation d@s she pause and ask, OWham | nav?0O With
this question she tentatiely and gradually mees into reorienting to
her situation, carying with her the richness of her @endel expe-
riences of disorientation. She senses outrhber relationships with
self, objets, envionment, saial situation, and plitical positioning
may ha\e shifted. Through the public pesentation of this verk, she
invites and guides us to do the same

BACKWARDS WALKING AND LEVELS OF EXPERIENCE

she cuts a Owake though the spaceHer arms ae gently

stretchal out, simultaneusly receiving and letting go of the
past, the trail, theafterto which she is nav oriented. Megan spaks
as she walks, @mow, between, kehind, eside over, beyond EO and |
experience hav all these orientation verds shift their meanings as
she maes in time and spacerThis is to say| feel time moving as |
witness Megan facing what is usuallyelhind her; the meanings of
the words she spaks shift contgtually as she lows through the
space-time of this situation. Slight concern that Megan may walk in-

I witness Megan walking backwas. Her meements ae fluid as



THE DISORIENATION PROJECT

Figure 2: P. Megan Andr ews performing the disorientation pr oject, at the Roundhouse
Community Arts & Recreation Centre as part of the ODance in Vancouv erO shavcase in

November 2021. © P . Megan Andr ews, 2021. Photograph by Alexandra Pickrell.

to a chair or a wall vells up in my lody as | sense that she is giving
up some of her agency by imrting her orientation to walking. ¥t
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her movements emain swift and fowing and thee is even a tilt and
torque to her meement as she leans into the winding paths she in-
scribes in the oom.

Ewven through the layers of cameras and sens, | &perience a
strong sense of somatic empathy with Megan as shevesthiough
the madule Her movements instill a fodily disequilibrium in me.
The eploratory nature and &en vulnerability of her embdied pres-
ence ae felt in my interior even as | emain seatd at my desk. At
the same timel regad her as an imagean inky black form, and | am
impressel by her capacity and ability to mee with such lucid agility
What | am trying to descrile is hov | am almost paradeically held
in flux between concernd caie for her vulnerability and espectful
regad for the virtuosity of her emlodied articulations. A question
emerges for me: H@ can one maintain ca¥ for oneself and others
while holding open encounters with the unknon?

Megan pauses and asks, OWham | nav?0 This question snaps me
out of my somatic connetion with her. | begin to obseve and listen
to her space with herwhile simultan@usly becoming awae of my
own space and sugunding sounds hex in southern Ontarip so far
away from the studio | feel the distance and sense out the &g of
mediation between our spaces as | notice the sounds of a caving

by my home Along with Megan, | eorient to my spaceher space
and the audio-visual prtal that connets us. | find myself split b-
tween, oth here at my desk in my chair and therthrough the portal

of the computer saen. My ownn frontal orientation to the soeen be-
comes palpably msent. My elation with both the space of MeganOs
studio and my home office @ change following my perceptual and
affective connetion with MeganOs mement thiough the malule.

With the question OWheram | nav?O | am carridalong with Megan
as she mdulates fom one erceptual level to another To further
explicate the phenomenon of @O ve can turn to Merleau-Pon-
tyOs phenomenologicatftection on one of Max VeértheimerOsxe
periments with spatial orientation. In the xperiment, a subjet is
placal in a situation whee they perceive their room reflected in a
mirror at a g+-degge angle At first the room appears obliquetilt-
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ed, but after a fev minutes, gerception of the oblique angle straight-
ens out and the subje and eperiences a @distribution of up and
downO (0+0). Tlyebegin to perceive and mae with ease again. With
this adjustment, the subje has enteed a nev spatial level. As Mer-
leau-Ponty works to descrile this situation phenomenologicallyhe
demonstrates he the senses @& not meely passie receptors but
are OgeadO into the wrld, working to fully inhabit the givenness
of the situation. The adjustment éim one spatial leel to another is
not a choice not something that can &turned on or off. Ratherthis
adjustment demonstrates the way thedy is integratel with its sit-
uation. As Merleau-Ponty writes,

OMy body is geared into the w orld when my per ception pr o-
vides me with the mos tvaried and the mos t clearly ar ticulated
spectacle possible, and when my mo tor intentions , as they un-
fold, receive the responses they anticipate fr om the w orld. This
maximum o f clarity in perception and ac tion specifies a per-

ceptual ground, a background for my life, a general milieu f or
the coexistence of my body and the w orld.O (261)

Phenomenologicaleflection on the adjustment to a ne spatial level
brings Merleau-Ponty to descrébhow the body wants to gain as
clear a grasp asgssible on its situation and he the body is con-
stantly maximizing its integration into the wrld. This perceptual
movement of the lody is integratel closely with the materiality of
the world, while at the same time the arld demands these sorts of
integrations. The way the bdy adjusts to a ne/ spatial lesel allows
us to descrile the primodial pact the lody has with the world, how
the body is always aleady theke trying to make sense of its situation.

As a ceative practice the disorientation mject foregrounds and at-
tenuates pocesses of adjustment, of rdolationNthose in-etweens
as the lody inevitably works to integrate as fully as @ssible into its
situation. The concept of QlelsO helps us articulate Wwothe per-
ceptual ldy, without conscious choigawill work to OeorientO itself
as fully as mssible when it is thown into a new level. Peceptual
disorientation is challenging to maintain. Ithe disorientation ymject
Megan is not grforming or representing disorientation but commit-
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ting to entering and emaining in disorientation for as long as it can
be sustaind. As | witness Megan mee through different modules
of the practice | witness the emergence of diffent perceptual le-
els through her The pausd and interruptive question OWheram |
now?0 offers a gap for palpable awaess of andeflection on the
potency of disorientation, the way thedzly both opens to alterity
and gathers itself together as it mes ketween levels of experience

SPINNING/COUNTER-SPINNING AND SEDIMENTATIONS

tation. | witness Megan spinning and counter-spinning her
torso while her feet remain plantel. Her arms ae flowing in
sgquences of gestas; a defind set of gestues made with her left
arm phase with a diffegnt set of gestugs made with her right arm.
| see her cawing out space with her arms,deawingO or OpaintingO
lines in spaceSimultan@usly she is spaking rhythmic phrases that
flow and interset with each other OField ofxgerience / cleaving /

I et me kegin again to further describ the ptency of disorien-
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depth of the water / time of the wind / field of the ack / surface
of the wind / field of the wateEO Though the collusion of MeganOs
gestues, the lilt of her wice the set of wcabulay, and the togue
of her spinning/counter-spinning meements, | fel Megan conjur-
ing up a OmagicalO landseapbegin to sense an imagingrlocale
emerge all anund her This is a petic landscap where ancient lay-
ers of time and space arawakend, layering over a curent place
| witness Megan as entrandein a vivid perceptual experience of a
vast and distant landscapand | can almostégin to se it with her.
Certainly, | feel this landscap as etically and imaginatiely pre-
sent. Megan pauses and asks, OWen | nav?O With those wrds,
I am yankel out of the faraway place | was with Megan andturned
to the present. | fel a separation fom Megan as shedgins to &-
plore the actual space of the dance studidegan ogns herself to a
reneved perceptual eperience of the studipattending to the light,
sounds, shades, and surfaces of the space

Prior to this interruptive question, | was thexr with Megan, drawn
into the OspllO of her meements. The elasticity of the conoton
remains, but it is nav noticeably stetched through differing sceens
and rooms. | feel displacement with this abrupt shift, and | alsodke
resistance to MeganOsptoration of her studio spacel feel there
is nothing to se; it is a neutral spacedesigne to be backgound.
Rather than filling the spaceMegan foegrounds it, attends to it. |
am accustome to perceiving this space as neutral, theto accom-
modate diffeent activities the way a claseom dces. But though
MeganOs tentaty exploratory movements into the spaceand een
the vulnerability she shwrs in doing sq | begin to experience the in-
adeguacy of the logic of neutralityl sense this out as anxeension
of Western idelogies, a kind of attempt at spatial olgjvity. | donOt
want to explore this space; it is not ther to be seen. The dissonance
between my habitual elation to this space and the way Megan is
inviting me to relate to the spacedsomes palpable

A pair of quotes fom Sarah AhmdOQuesr Fhenomenologare help-
ful in further describing the ptency of disorientation encounted in
the disorientation mject, and hav experiences of disorientation can
help us attend to what commonlyamains backgvund. These quotes
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are often spken by Megan fom within her emtndied practice par-
ticularly when she engages in Ointezading) a practice whershe
interweawes multiple theretical passages while mong. Here | ex-
tract these quotes to helpxplicate some of the phenomena encoun-
tered in the disorientation jject.

We could say that his tory Ohappeng in the ‘ery repetition o f

gestures, which is what giv es bodies their tendencies . [E]

Olt is important that w e think not only about what is r epeated,
but also about ho w the r epetition o f actions tak es us in certain
directions: w e are also orientating our selves toward some ob-
jects mor e than others, including no t only phy sical objects [E]
but also objects of thought , feeling, and judgment , as well
as objects in the sense of aims, aspirations, and objectives.O

(Ahmed 56)

The idea that histoy happens in the epetition of gestues, in what
becomes habitual though repetition, is descriled in the language of
phenomenology as skmentation. That is, though repeated experi-
ences, our bdies derelop habitual ways of dealing with similar situ-
ations and these habits or tendenciescome sdimented in our bod-
ies. These simentations help us deal quickly and easily with similar
situations over timeNthink of how the gestues of writing with a pen
become easy with epetition over time. However, when we encounter
novel situations, ve still tend to draw on our sdimented habits, @en
though these sdimentations emain partial and inadguate for deal-
ing with the newness of the situation. A Helen Fielding descrés,
Olmpsing past structues gives us the sense of planningaaely for
the future, but it does not on the future to creative possibilities
that might break those structues onO (Fielding +). This helps de-
scribe haw, though we may want to changewe find oursehes re-
peating past kehaviours. At the institutional scalesalimented struc-
tures such as racism, patriely, and classismdrome emlbdied and
engrainel and deply challenging to beak open and unlearn. Our
emiodied gestues cary and repeat s@limented ways of orienting to
others, objets, and the world. Follaving Ahmed, we can consider
how our sedimented concepts and struct@s orient us to the werld
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and impact the elative ease or difficulty with which ve move in
the worlds we inhabit. A Ahmed states, OWhenevare orientatel,
we might not even notice that ve are orientatel: we might not ezen
think Oto thinkO abt this point. When we experience disorientation,
we might notice orientation as somethingavdo not haeO (+8). Bm
here, we can further compehend disorientation as somethingpent
and productive, a male of experience that can help us grapple with
what othemwise tends to emain hidden and backgund to the ways
we organize the wrld. Witnessing Megan, | sense out some of the
ways |tendto orient to the studio space and to my computer een
and interfacel also withess Meganending and drawing out gpe-
riences of disorientation allwing gaps for emergent gestes.

SHAKING: AN ART LINE OF OPENING © ALTERITY AND
GATHERING BACK

vulse through her tody, and | feel a loss of contol or agency take

over her lody. She appars to e at the mecy of the shaking. It
looks like fear and it looks like anxiety | also hear the tembling in
her woice as she says, @\afe vital materialityO This quote &m Jane
Bennett takes on conette, contingent meaning as it is ripptewith
the fleshiness of MeganQOs erdled state The shaking shags her
emihodied and linguistic &pression. A she lends and eaches with
her arms, the shaking limits and sculpts thesgsibilities of her ges-
tures. Een though | knav Megan is capable ofidid, highly articu-
late, and compsel movement, | feel myself lbund in an affetive ex-
perience of cae for her | want to samth and comfort her while simul-
taneously becoming increasingly awae of the physical and ndiated
distance letween us. | am a witness, a wieer, and in this psition, |
notice hav my desire to comfort Megan is wrapgd up in a desie to
ease my wn discomfort of watching a practice of something so un-
like @ancingd That is, | alsodzome a vigver of my own expecta-
tions. Perhaps | can learn to sehis as &pression; grhaps this is a
movement of shaking fee of selimentel, habituatel gestues. /s
Megan pauses and asks, OWham | nav?0 | am pulié into a nav
present, and | fel myself adjusting to this n& present. The shaking

I withess Megan standing, shakingrdmbling maoements con-
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has stopgd, but | feel its residue shaping the field ofxperience
around me hee at my desk and @aund Megan as she @ns herself
to the space of the studio with palpable vulnerabilityam led to ask,
OHev does the vorld appear differently after crying? After suffer-
ing?0

As with the madules describd alove, | withess Megan bth giving
up agency andemaining highly adept in her practices of disorienta-
tion. Samuel MallinOs concept of an Oariman help articulate this
phenomenon, which, at first, | paraddaally descrile as Megan bth
losing and fully in control. How can she le both in possession and
dispossession of agency?sAMallin demonstrates in multiple ways
in Art Line Thought describing an artwrkOs OlinesO helps sustain
the confuence of suppseally contradictory concepts (Mallin u+u).
Each malule inthe disorientation mject helps depen its maditation
on (dis)orientation, which | offer is a mditation on hov one might
open oneself to alteration while simultarmisly maintaining espect-
ful care for self and otherDeepening the concept of Qlel® Mallin
articulates the mgement of an art ling how it holds its own integri-

ty while also malulating and leing madulated by its situation.

OGivel® helps us undestand a lit tle better how the line mus t
hold to itself e ven while it is outside itself . Its level, which is its
orienting shape or dir ection, is not only a mark er or OmeasueO
for its capacit y to encounter o ther beings but also f or the w ay
it can de velop or evolve within itself and r emain itself . That is
to say, a line sets its own le vels of futur e delineation, and its
traits as much k eep it bound to itself as open it to alterit y.O
(Mallin 250)

Through the ac of this madule, | witness MeganOs shakingesging,
gesturing lody being shagd and malulated by the strangeness and
alterity of the situation. At the same time witness her holding her
self her integrity, through encountering alteritysetting a nev lev-

el that flows into the future. The pause and question OWaem |
now?0O makes phenomenologicallyepent the fux between opening

to otherness and gathering back into the wholeness and integrity of
the situatel body.
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A'HIS IS THE KITTHENO CULTIVATING PERCEPTION

make a spcific gestue, and delare, OThis is the kitche®.| note

a slight burst of joy in me; | hawe witnessé this madule kefore,
and esen though it varies each timel recognize my enjgment of
both the familiarity and eploratory nature of the malule. Megan
walks to another part of the dom, makes a distinct gestar and
states, OThis is thednt doorO She is conjuring up a domestic space
OThis is the feeplaced With each dgaration of a bom in the house
she takes up a sgific posture and gestue. OThis is the diningpomO
Each distinct gestur becomes assmated with each distinct pom.
OStairs going denO A Megan states, OThis is the kitct@n, note
that she epeats the same gesteras when she first ddared the
kitchen. Thus, | also fel Megan designating a gesturabgabulay
where each domesticaom is assoiated with a specific, repeatable
gestue. OThis is a diffent kitchenO She intiduces et another dis-
tinctive gestue, now indexed to this different kitchen. | witness
Megan walking though and eploring the different rooms of this
imagined house OThis is a diffemt living roomO A the @ifferentO
spaces & introduced amidst the first set of ooms, | kegin to per-
ceive a mash-up of tw different domestic spaces. OThis is thenir
doorO OThis is a diffemt front doorO The pace of MeganOs gestur
begins to sged up, and the intonations in her gice kecome frantic.
| witness Megan tying to find her way through a collision of tvo
familiar spaces. She apprs disorientd between the moms and ges-
tures of the initial house that she conjad up, and the discete moms
and gestues of the diffeent house | feel the two domesticities lay-
ered or mapped on top of each otherand Megan bcomes inceas-
ingly frantic as she tries to navigate the dizzying disruption of a
space that was originally so clearly diared and assigne. | also wit-
ness Megan lostdtween the concete emlndied realm of the situa-
tion, and the imaginatie-cognitive realm. Her set of emtrlied ges-
tures keeps her in the material prsent, but it emains indgically tied
to imagineal places though each linguistic assertion.

I witness Megan walk purpsefully into the cente of the 1oom,
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Many of us can elate to the ways our gesteas kecome habitual with-
in our familiar, domestic spaces. &\tan each for objets without
looking and walk without paying conscious attention to the contours
of the spacelf we move to a diffeent domestic spaceve may find
our sadimented, habitual gestugs failing us. V& can lecome disori-
ented, reaching or lmking for objects in the wrong places, and me
ing with less easeThe habitual gestws cultivatel by one domestic
space a@ made strange and unfitting in another domestic spalre
this module, Megan uses this kind of disorientation of habitual, fa-
miliar, @omesticatdO gestws as ceative material. Each time sher
peats the mdule, the gestues assoiated with the distinctive spaces
are different and thus collide and natulate each other in differing
ways, but the slippage and failarof specified gestues to fittingly
hold their claims continually emerges.

One of the situations whey we can &perience sustaing potent
@isorientationO is tlough encounters with artwrks. As our bodies
work to integrate with the unique situations of artarks, we can &-
perience the inadguacy of our sdimentations and bgin to expand
our habitual ways of elating to others and our wrlds. As Helen
Fielding demonstrates irCultivating Peception Though Atworks
perception itself can b cultivated:

ORrception is the making sense o f a sensible w orld; it tak es
place in the gap be tween the sensible and sensing wher e
meaning is made in the ac t of perceiving. This gap , which pr o-
vides the possibilit y of making sense in ne w w ays, is where, as
we shall see, the political, e thical, and cultur al possibilities o f
perception can be f ound.O (Fielding 5).

Through detailel phenomenological descriptions of arbaks, Field-
ing goes on to demonstrate o artworks can vork on the perceiver,
cultivating perception and ogning it up to newv creative possibilities.

By continually returning to and &panding her avn capacities for
perceptual disorientation, | offer that trough the disorientation -
ject Megan has deeloped a practice of prceptual cultivation.
MeganOsxperience of disorientation lingers in the gapebveen the
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sensible and sensing. By tging here, the inadeuacies of certain
salimented meanings can égin to shav themseles, while strange
perhaps ¥t unnamel meanings can &gin to emerge Furthermoe,
by entering into relation with Megan as shexplores and &pands
the art lines of the m@ement practicemy own perception ta is cul-
tivated. As mentionel alove, my owvn expectations lecome part of
what | witness in the poject. Even in my witness msition, Megan
carries me into the gap étween the sensible and sensing, though it
may be subtle and quiet.

STICK AND MARBLE: RELATIONAL PRACTICE

BN
e®O Megan says, and | witness her place a stick on the
r. She walks to another g in the room and says
OtheeO as she places dvsticks in an OxO on thiedr.

The process continues;, Megan mes to diffeent OheesO and
OtheesO in theaom, marking discete lines and OxOsO with sticks and
vocal designations. | notice Megan we out of the frame of my vies
through the laptop camera, but | can stilleder in the studio miror.
She comes back into framand | se two of her, though for me loth
are flat images on my monitarMegan places a stick indnt of my
Ostand-if) the laptop in the studj@nd says, OheD | fel the gestue
as a gift and an invitation to playAnd yet, even as my lody longs to
step into the studio and mee amidst all the designateOhezsO and
Othees) | am loked in my own OhegO in my chair at the other end
of the Zacom call.

Now | witness Megan take a gstal marble and say Olefd as she
brings it to the floor; a warbled sound of the marblealling across the
wooden floor then fills the spaceOThesO Megan says as it nears the
end of its trajectory. Her movements lecome playful as she animates
multiple marbles, olling them out along interseting pathways le-
tween OhaO and Othe® For methe translucent marbles arbae-

ly visible on the pale wod floor, and so the gperience is moe au-
ral than visual. | spculate that the vebcam algorithm is biase to
provide cleaer detailal representation of human faces and figes
rather than backgound planes like lbors and walls. Aain, | want to

IVPNCILVNRNIOINEY [SSUE 14-2, 2023 4 142



be there and play with Megan; een sq through the layers of meli-
ation, | can fel a lively charge in my evn body. | begin to witness
how the spatial game Megan plays with the marbles, alstdmes
a play with time. Each trajetory of a rolling marble lecomes a path
forward not only in space but also in timeThus, | fel the ©bjectiveO
of the game is to play with spatial-tengral lines, ceating webs of
paths that shift and fade in time

OWhee am | nav?O Megan asks, and suddengleases im the
world of the game She legins mwing slowly and caefully through
the space verbalizing her aploratory process. OOrienting to the
shadavE orienting to the sound of the space E orienting to light E
orienting to breath E orienting to sound outside the space E orient-
ing to pulse E orienting to gravityO | find myself orienting with her
allowing her to lead, allaving her to be my perceptual avatar in the
spacel recognize she is in agrceptually unique statgyet | am invit-
ed in and invited along thiough her gentle gploratory movements
and articulations. A Megan steps aund and ketween the marbles
and sticks, | fel we hawe nowv entered a newv temporal present. The
situation of the game has sligol away e/en though the objets of
play remain on the foor. The meaning of the obfs has shifte.
They hawe lost the animatd presence thg held while caught up in
play, yet they are transformel, holding a kind of agential integrity in
the Owak® of the gameAs | witness Megan emergedm this mad-
ule, I recall another iteration of the same nalule where she wcalizel

a quote fom Jane Bennett®@rant Matter OThe ethical task at hand
here is to cultivate the ability to discern nonhuman vitalityO ((@).

Witnessing this malule brings me to a mditation on cae. The culti-
vation of perception | encounter irthe disorientation mject expands
in care-full ways, helping me gperience and descrédisorientation
as tent and poductive. While many lived experiences of disorien-
tation can te distressing and een traumatic, | &perience disorien-
tation with Megan in this artistic practice as a kind of tender ep-
ing. Throughout development ofthe disorientation mject Megan in-
tegrates practices of carwhich help cultivate opning to otherness
through disorientation without doing harm. Those who aiinvited
in to witness the piee ae given a OScerfor Practicé a cat con-



taining textual invitations and pompts for encountering the wrk.
The first phrase in the scer reads, énter when eady leae when
neededO Though this gentle invitation and thoughout the vulnera-
bility Megan exposes in the work, cate is generatd for self and other
by cultivating perception in non-appopriative ways and espectfully
relational ways.

Let me describ this relational piocess further and descréhow it is
imbued with care. In her essayO® Paint the Invisiblg Irigaray de-
scribes hav perception is alteed when it is shaed with an other Our
body is always intertwinel with other bodies and our prceptions al-
ter and ae alteed by the other mdies with whom we shae experi-
ences (guu). Erobdied perception is always in elation. Irigaray ges
on to descrile this as @ being-in-relation-with which is madulated
differently accoding to whether the elation is with an other human,
an other living keing or a fabricatd thing, ke it material or mentalO
(s00). Helen Fielding desceb the phenomenological psence of b-
ing with and being in relation that she encounters in the paintings
of Joan Mitchell. OHer [MitchellOsprks reveal the expansiveness of
perception to the ssibilities of these alternate and invisible metab-
olisms for ogening up our elation to natue. They reveal hov she
bends into the lines of natuwr and hav nature opens her up to ne
and generatie forms of expression. It is not just a way of &ng; it
is a relational practic® (Fielding 80).

As | witness, | am prceiving-with Megan and | enter into aglational
process with herMegan is not tying to capture my attention. She is
not trying to perform for or impress meRather she is holding opn
a perceptually unigue pesent and inviting me in. The goal is not for
me to lose myself in the @pformanced but rather that | enter as my-
self and contribute as a self just byelmg thele as a witness in the
multiple layers of disorientation.

Following Fielding, we can understand this as cultivation oepep-
tion with the @oparticipationO of what isgrceived: OCultivating pr-
ception requires not only deeloping an ability to eflect upon sesing
as well as hearing and touching, but it als@quires the coparticipa-
tion of that which is perceivedO (Fielding 68). Inde, the sticks, the
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marbles, the studio spaceand | all participate with Megan in the un-
folding of the madule. Even amidst my evn sedimentations that set
me up to overlook the space of the studio as OneutralO bamku,
and evzen amidst the Zom algorithms that vork to dismiss the sticks
and marbles as non-figurataly inconsguential as the loors and
walls, Megan gently holds all this in the vitality of the situation. De-
veloping our capacities for coparticipation, for codking, and co-
perceiving opens up space for alterity andesists the apppriation
of others (Irigaray OPaint the Invisilleu6d; Fielding 86-66). In the
case ofthe disorientation miject, its procedures work to resist our
Western tendency to appriate all things and kings into a singular
perspective while simultan@usly working to open a space wherwe
bend to and alter each other without attempting to incaspate the
other into our avn. In this way, | experiencethe disorientation -
jectas an embdied relational piocess imbud with care, where cae
is understad as erceiving-with, altering and leing alteed without
appropriating the other lodies with whom | am situate.
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IMAGE NOTES

Figure 0: P Megan Andews performing the disorientation mject, at the
Roundhouse Community Arts & Reeation Cente as part of the
ODance in &hcouerO shwcase in Neember Giad. © PMegan An-
drews, utud. Rotograph by Alegandra Pickell.

Figure G: P Megan Andews performing the disorientation mject, at the
Roundhouse Community Arts & Reeation Cente as part of the
ODance in &hcouerO shwcase in Neember Giad. © PMegan An-
drews, utud. Rotograph by Alegandra Pickell.

Figure u: P Megan Andews working on the disorientation mjectin studio at
The Dance Ceng, Vancouer. © P Megan Andews, Gdud. Image cap-
tured from Zoom video.

Figure g: PMegan Andews working onthe disorientation mjectin studio at
The Dance Ceng, Vancouer. © P Megan Andews, Gaud. Image cap-
tured from Zoom video.

NOTES

u. For moe on Baly Hermeneutics se Fielding, King, Mallin, Marshall,
Miller, Svarnyk, Wnn.

U. The set of gestues Megan uses in this ndule were choeographel by
Canadian indepndent dancer and cheographer Sarah Chasd-or an
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https://yorkspace.library.yorku.ca/items/98ed61fa-4553-48c2-8f28-8e2be6c5efd2
https://yorkspace.library.yorku.ca/items/98ed61fa-4553-48c2-8f28-8e2be6c5efd2

ANGELA JOOSSE

example of Chas®s use of phasing in dansee ChasgSarah. OSarah
Chase film Bridges July Giiau shogrgionOVimen, uploadel by Susan
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