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(Introduction: Renée Bellamy speaking in 2021 over spare guitar chords)   
 
Welcome to Independent Dance. This talk is part of our digital library, which houses an extensive collection of material to 
read, watch and listen to, drawn from ID’s programme over the past decades. This talk is part of the Crossing Borders 
series, which ran between 2008 and 2018 and featured dance artists in conversation with people from other fields, including 
philosophers, scientists, geographers, and architects. The entire library is free to access at independentdance.co.uk/library.  
 
(2010 audio file begins)  
 
Gill Clarke   
So let's start, welcome back to many of you welcome to those of you who haven't been to a Crossing Borders yet. Tonight, I 
have to say is a, they're always a pleasure, but particular personal pleasure, because I've invited to have my favourite 
performers, a nd it feels all too rare that one hears the perspective of performers. So I'm delighted to be doing that tonight 
and I was trying to think for myself. It feels in terms of physicality, you're both really different as performers, I was thinking, 
okay, what is it that I'm drawn to? And I was thinking it was something about somebody's words we were talking last week 
about. Scott, I haven't experienced so much of his career. But nevertheless, in different situations, contexts, it feels to me 
that there's something about - I'm drawn to watching - seeing the performer through the material, rather than me seeing the 
material, the language, and that feels something about ownership or agency. Something about not that they're imposing 
themselves on whatever that language is, necessarily, but that it feels the language isn't hiding them. It feels to me perhaps 
one main topic of tonight might be something to do with a continuum of agency. In terms of the performance role, so I 
wanted, especially for people who weren't here last week, to kind of also draw a thread. I love how in this series, often the 
threads that feel like they get passed from one talk to the next, and it felt very much last week, what we were hearing about 
was the authorship of the choreographer. Even to the degree that Barak Marshall who was very interested in reclaiming for 
himself something of his Yemenite tradition in terms of movement language, was proposing that perhaps we're in danger of 
us losing the uniqueness of different movement languages in choreography. By moving towards a process where the dancer 
is the generator of material. So, we had some lively discussion about that, but it feels it takes us on also nicely into this 
week. There was one thing that Barak said in response to that sort of provocation, which I didn't quite pick up on in the 
moment, that seemed really key to me. That a choreographer is always responding to a situation that they find themselves 
in. So, I really noted that he talked about, he set a proposition for his dancers, a task. Then what he saw come back to him 
was very known, predictable languages, of other styles, of other techniques. And I thought, well, then as a choreographer, 
you would need to think, well, I need a different strategy then to get to what interests me. And that, to me also raised 
interesting questions about how we educate dancers so that they're not only offering us perhaps one language that we've 
seen before, but that feels like it comes later. We wanted to have this evening very much as a conversation and that that 
conversation includes you. So, If you have a question to clarify or question that's curiosity at any point then chip in. And we 
thought, how do we allow each of their rich experiences to be laid out as the territory for us without getting somehow bogged 
down in them as being what we were here to hear about. So, we made ourselves a little game structure that is that each of 
them will kind of chart us to a map of about eight landmarks in that journey for them that were key, or were staging posts 
somehow along the way. And from there, we'll move on into a conversation, and we just tossed a coin. I think Scott lost. 
 
Scott Smith   
Well, I said, heads. 



 
Lauren Potter   
I've just got lots of scribblings here, I'm going to try and make sense out of trying to find eight points, I've sort of gone 
chronologically, because that seemed to make sense at the time. And I'm not sure sort of tell me if I'm going off course or 
too much detail that's not necessary at this point, or coming back into the here and now and I should stay in wherever I was. 
Okay, it's my first port of call, I guess, was with a repertory company, London Contemporary Dance Theatre. The sort of 
work that we did was very muscular and theatrical, very strong imagery. It was quite spectacular in terms of its staging quite 
often and so as a performer, you were very much part of this big grand thing. It felt very much that as a performer, you were 
very much the tools of the choreographers that were working with you. Or that that varied a little depending on which 
choreographers you're working with at the time, but it was very much a case of very quickly having to shift from inhabiting 
one particular style or aesthetic at that time, and then two hours later, switching to something another studio that could be 
like chalk and cheese. So, you're very, very often having to go almost like turning the controls in your body and in your brain. 
I felt like I got very good, I think I said this earlier on being a sort of like a chameleon. So, I felt like I could sort of sort of 
ascertain what it was that was being asked of me and sort of try and slide into that way of being. We did a huge amount of 
touring. So, the amount of performance experience that I garnered at that point was quite huge. But it was something that 
was never, the act of performance was something that was never even discussed or thought about or looked at or 
entertained, really it was the main sort of meat of what went on was in the studio, creating loads of stuff. And then somehow, 
by default, you were put in a space with lights and costumes and audience. And you knew what to do with that stuff. Which 
was sort of learning by default, in a way you sort of learnt how to deal with all of that. And also because of the shape of the 
company you had some you had a sort of mentoring system in place, which actually was really, really useful. So, I was sort 
of the new kid on the block and then there were some people that had been there for decades. So, you you really learn from 
those people and they've really supported you and helped you. So, that actually was quite lovely, that that sort of sharing of 
experience and being able to observe and see and learn from experience. I'm going on too much on time. So, what I really 
gained from that was a huge amount of practical performance experience lots of different styles with with a big group of 
performance, so it was quite a large company of people, it was about 25, something like that, around that number, which in 
today's terms is quite big, I guess. Then my next, that's number one, my next pointer was at some point, I took a sabbatical 
and I did something that, I don't know what that would be called, it was sort of playing with a new technology. So, it was a 
company called Dance Lines that had just set up. I don't know if some of you know lighting designer, Peter Mumford, he was 
one of the directors alongside with a guy called Terry Braun. And they, they sort of were playing with all these what felt like 
toys, of technology, which nowadays were quiet, when you look back at some of the footage, it was quite prehistoric some of 
the things that we were doing, but what I really loved about that was that we were doing all these little sketches and 
experiments. I'd never encountered anything like that before, we were sketching with the with the camera, and then instantly 
having a look at what we'd done. And so you could actually see, and remember what had been going on in your body and 
then immediately see it and think - 'oh, wow so that's, that's what it is, that how it comes across?' And it was working with a 
lot of different choreographers that I hadn't really come across before people like Ian Spink, whose work was very, very 
different to the sort of work that I'd encountered with London contemporary. So, for me, that was a sort of a very different 
way of working, which I really started to enjoy. And, and sort of link to that, I think, is the idea of working with, with film and 
cameras, and how you sort of sort of understanding the different sort of sensibility that that creates in your body. I can feel 
I'm veering off but actually, I find it really interesting, when you see something that's been filmed, how clear it is, what's going 
on, in the mind of the person. I always found that really shocking and I would watch the playback of something,  
 
Gill Clarke   
The mind of the performer?  
 
Lauren Potter   
Yeah, huge. Sorry, I don't know whether it's because of the close up or because everything is sort of magnified such a huge 
degree. An example I can think of is a film of a piece that was staged that was then filmed, it was a DV8 piece, and there's 
all this movement going on and then there's this one shot of Wendy, and you just see her face looking at something. And 
you know what she's been looking at, and you just see her face. It's just sort of huge, the impact of just that, it's visible. Her 
thought is so hugely visible and it's I found that quite amazing and very exciting. 
 
Gill Clarke   
That's Wendy Houston, I feel like radio four presenters just adding in the surname. 
 
Lauren Potter   
So, I guess my third pointer is when I work with Siobhan Davies, she was actually a choreographer I'd worked with with 
London contemporary, but then she decided to create her own company, and I was a member of that for a while. And that 



shift, that change from working in a repertory situation, with a huge amount of different information every day, every hour 
shifting, changing, to then sort of have this luxury of working with one mode of physicality, and with a small group of people 
and sort of quite intensively just sort of drawing material together and finding a way of working together. I think it was at that 
point that I started to understand much more clearly about the information in the body, and how my training up until that 
point had been a training. I had no understanding of my practice at all. And so what was huge then was actually sort of 
recognising the sort of imprint that the training had on my body and how actually unuseful that was and so not to negate 
what I done but it felt like I needed to sort of unpick a lot of things to be able to then be open to take in new information. And 
then it was working with people like Scott Clark who was a Feldenkrais is a Feldenkrais practitioner, and he was giving us a 
lot of a huge amount of information with Jill as well, we were working together. So, it felt like a big, again, it wasn't even 
talked about, I don't think the word practice was in the ether. But looking back, I think that's what was beginning to happen. 
But there was a practice beginning, developing for myself anyway, I felt like a personal practice was developing. 
 
Gill Clarke (15 minutes) 
Something about that being something about a bodily practice, but also, that material would come from exploration.  
 
Lauren Potter   
Yeah, absolutely. Yeah.  
 
Gill Clarke   
Other than from imprinting or? 
 
Lauren Potter   
Yeah and I guess it was still very much that it's the there was, when you were making the work, there was a vision. So that 
Sue was very much the vision, but in a way there was that there was more authorship amongst us, the participants, the 
performance going on, as we were developing material, huge amounts of material. But coming from quite a different place, it 
felt, at that time. Yeah and trying to develop a vocabulary that sort of felt more personal to each of us, I think and through 
that, having more ownership and personal authorship of that material. That's a way of putting it, but still the idea of making, 
making, making in the studio, and then putting it in the space, and you know what to do with it off you go. And so just sort of 
learning, trial and error, gradually, sort of instinctively, getting a sense of what it is, wh en you have people looking at you 
what you're going to do with this with your body with the material, what are you gonna do with it? Where do you want to take 
it? And actually, yeah, I don't know, if they were ever really clear guidelines about - ooh you don't go there. In terms of 
performance wise? Yeah 
 
Gill Clarke   
I think that became something about in a way, as we went to more regularly to bigger theatres, there was a sense of the 
censorship of a real fascination with detail, but actually, it won't read in this space.  
 
Lauren Potter   
Right?  
 
Gill Clarke   
I feel very aware of noting that in a way and it felt a shame, that somehow one had got to be aware of this distance that one 
was trying to speak through. 
 
Lauren Potter   
I think, I don't know if it was the same for you, but I felt because it was a smaller number of people, you became very familiar 
with, with that small number of people on a daily basis, you were just constantly working with each other, knowing each 
other's bodies. And so when it got into the arena of being seen. It felt like there was an ease of familiarity. So, I felt like I 
could be more playful. And I felt like I could as well as being interested in all these bits of the body. That I felt like I wanted to 
play a little with my relationships with other people in space, and it's been really interesting, something I've done really 
recently observing other people working with another choreographer, who has been talking a lot about how you use not just 
your inner world, but how you actually use as well, the space, you're in the architecture of the room, how you use the other 
people how you use the audience out there. So, all this information we're just batting back and forth and how you utilise all of 
that. I think even though it wasn't talked about I think we were doing that, but it's so weird that it was just sort of all in here 
and not really not laid out, not discussed, really going around in my brain, it wasn't going, but it was sort of there in some 
weird way. So that's that. So, I should move on. Next number, my number four is, when I then took a break from work with 
Sue, and I worked with a woman, Rosemary Butcher, who worked in a very, very different way, and actually, I found her way 



of working just really, really exciting, because I felt like I was almost a collaborator. Although I wasn't but the process that 
you went through, felt that you were much more sort of let into where it was leading. Quite often with Sue, I would feel like 
she had all this stuff in her mind, but she wasn't telling us. We weren't part of that big, the bigger plan, or maybe she didn't 
have a big plan, I don't know. But with Rosemary it really felt like you were much more involved in that and then what I also 
quite enjoyed was the distillation. So, you'd create a huge, no, you wouldn't create a huge amount of movement, per se but 
the the sensibility of what you were working with, sort of kept narrowing. So, the parameters kept narrowing, until what you 
ended up with was this sort of nub of something that was it. So, you really had to enjoy that nub. Otherwise, you were 
stuffed. But yeah, I really, I don't know, because you worked with rosemary as well..? 
 
Gill Clarke   
Something of that sense of collaboration. Was that quite often, Rosemary works very intuitively, actually. So, it feels like she 
wouldn't necessarily be talking about where you were headed for. But she would be in the moment making decisions with 
you about material. Yeah. So, it was something about a dialogue that's going on to make the material emerge.  
 
Lauren Potter   
Yeah, thank you Gill.  
 
Gill Clarke   
And we were saying earlier, it feels, it's interesting, that different way that choreographers choose to communicate or maybe 
that's not always a conscious choice about how much they let you in or they don't let you in. But we could come back to that. 
 
Lauren Potter   
Maybe this is sort of a little aside, but I think it's quite interesting, maybe that we can come back to. I think Rosemary also 
felt very strongly that even though she worked with you very closely, that the dancers themselves weren't it. So it was the 
work itself? That was it. So, it wouldn't really matter. If those dancers or those dancers were involved in the work, because 
the power of the work itself as what was integral. 
 
Scott Smith   
How did she choose dancers? 
 
Lauren Potter   
I mean, she chose dancers because they very clearly, yeah they appealed to her. Yeah, but then I think she she would feel 
quite, I know, there were discussions amongst, about certain pieces that people say, ' oh put those people together, oh 
wonderful.' Which she would respond, 'oh no, no, no, no, no, it could be those people, it doesn't matter - the work would be 
wonderful'. You know, I just find that quite interesting maybe it can be an interesting discussion. Number five, moving swiftly 
on was when I worked with DV8 which was a very different again, for me a very different process. Scott's got a really lovely 
way that he spoke about this dipping into different worlds. Do you want to save that for when you go through yours? 
 
Scott Smith   
I can't remember. Different epochs in my life of, there's a proposition that I don't have an experience with and I have an 
appetite for it and engage in it and there will be a period where I'm nourishing myself with that and then I will eventually, it 
seems reach a period where it's time to go to another room and instigate another group of experiences or another epoch in 
my own desire, creative life, what I desire. 
 
Lauren Potter   
That sort of sounds quite a lot with me, I think I feel quite similar, there have been these experiences which have felt quite 
different, but connected. With the DV8 experience for me, what I really felt shifted for me was there was a lot of observation. 
So I felt up to that point, I've been doing, doing, doing, doing physically a lot. Then what I really loved about that situation 
was a lot of the time, there'd be a huge amount of improvisation around certain ideas, tasks, a sentence or word. You'd not 
always be doing so you'd be observing the improvisations and see where they'd take you. Not just physically but emotionally 
and theatrically. So it could take many shapes and forms and I found that so interesting to be sitting and watching and 
observing and seeing how people interacted with each other. Seeing how I perceived things depending on very different 
aspects and ideas, I perceived something quite differently and I found that really, really exciting. 
 
Gill Clarke   
So that was what you felt you had more time in rehearsal? To watch Lloyd at work? 
 



Lauren Potter   
Not necessarily Lloyd. I mean, it might be Wendy Houston and Nigel Charnock, they've been given this task, off you go... An 
hour later I'm still watching, you know, and it's, I just found that so interesting. I felt like I learned a huge amount, because 
the group of people, I think it's quite good, Lloyd's quite good at putting groups of people together that can sort of spark 
things off possibly. And the particular group, when I did Strange Fish was really, it felt very sort of exciting it just felt like a 
good mix of people. And so there was a lot of interesting improvisations to learn from and to be part of. And in terms of the 
performing, again, it felt very different, I felt like I was sort of in a different sort of world, in terms of suddenly, movement 
didn't feel like the be all and end all. It was something else. So, it really was about your sort of inner world. How you use, and 
how you express that and how you bounce off against other people in space. Not really, it wasn't really talked about how you 
use an audience or you that wasn't ever really thought about then I think. A much more sort of emotional world, investigated 
and played with. But also, I felt like that you you could you could offer up you were in those improvisations, you were offering 
up a lot of ideas that could then be sort of picked up and used, utilised and not that you were trying to say, 'okay, this idea, 
this idea,' but it's sort of naturally come out of an improvisation, an idea would come out of it and it would either be used or 
not. 
 
Gill Clarke   
I'm having a question about performance, because I remember watching Lloyd giving notes on the second night of a 
performance at one point. And I was amazed by the degree of detail and specificity of his notes about how you do this and 
that and, and on the one hand, that was admirable. At the same time, I thought was a performer - how can I ingest this and 
digest it? In the hour and a half I've got before I perform again, and not be so self-conscious in each moment that I'm no 
longer within what I'm doing. 
 
Lauren Potter   
I think yeah, he was very specific and very detailed in all his notes and I think it's the timing of when you give those notes as 
well, that maybe is either useful or has a negative impact. 
 
Gill Clarke (30 minutes) 
But in terms of your own ownership of what you were doing, how was that? 
 
Lauren Potter   
I always found it quite useful, I think. And actually, you know, what I, what I enjoyed was the fact that he was noticing all 
these things that he was, you know, he was there constantly noticing every little detail. I quite enjoyed the fact that he would 
pick up on something that hadn't been there the night before and he would sort of mull it around and or not, or he would hate 
it, or he would love it, we would you know, so I quite enjoyed that.  
 
Gill Clarke   
So it was still in movement, the piece, it wasn't that he was trying to keep it in a certain way or? 
 
Lauren Potter   
No, he could. It could be it could be 'don't do that angle of your head,' that it can be something as specific as that, you know, 
what are you thinking? What, what is it? What's going on, to, to enable that to happen? Or what's stopping you from, from 
being able to do this? What's what's going on in there to, to allow that to happen. But I think for Lloyd, it was quite often seen 
as an outside detail. I think I was able to then what I felt I wanted to do was the detail that he would give me, I would then try 
and say, well, that's happening because I'm thinking of it this way, and maybe I just - 'oh how would it be if maybe I, you 
know that, I don't want to go over there and so that's because that and that's happening emotionall.' So I'd sort of create a 
storyline for myself, I don't know how other people dealt with it. But I did actually find it quite interesting. 
 
Scott Smith   
I might wonder also, in my experience, if, like my sense of personal organisation, is just one thing in the scheme of I don't 
know the values that might be present in the proposition of performance. I might have wondered in the past, if a director 
causing me to be disorganised might even be desirable on their part, at certain points? Rather than settled and confident 
and sure that possibly there would be a value, this a bit of a projection, but that possibly there would actually be a value in 
me being a little discombobulated somehow perversely. 
 
Lauren Potter   
So, do you think maybe that was a tactic? 
 



Scott Smith   
Yeah I don't know, I wasn't speaking to that particular situation, but it has crossed my mind that my sense of well being or 
organisation is not always the imperative measure. 
 
Gill Clarke   
Or something can become comfortable or too known 
 
Scott Smith   
Something like that, complacent? I don't know. 
 
Lauren Potter   
Next, another thing that stands out to my mind, for me was working with a choreographer called Jonathan Lunn, who worked 
quite a lot with text and language. And through working with him, I also worked with an actress, and what I found really 
interesting, there was just our different approaches. It was so clear that she needed to know all the background, she wanted 
to know where she was, why she was there, what she was doing, what she was thinking, who was I? What was our 
relationship? And I suddenly thought, oh, my God, I've just got material and I'm not even thinking about it. And I'm not asking 
any of these questions, why aren't I asking these questions? And it was quite a sort of mind blowing moment where I thought 
I'm just an automatic pilot. I've just haven't thought any of these things. So, for me, that was quite a good moment to think of. 
This is sort of another aside, but having children I think, had a huge shift for me. Up until this point, I felt like performing, 
dancing, all of this have been my main obsessions in my life. That had just taken me over and it sort of meant everything 
and that's what I was doing and there was room for a little bit of other stuff, but it was all this was it. I used to watch things 
and see things and if I would see something, and I'd want to do it, because I just loved watching it and I wanted to be it. And 
so it was very strange this sort of need I had, and then having children, it was like everything was turned upside down and 
priorities completely changed, and it was actually really useful to, not not be able to input so much to sort of have to really 
look at how, how I worked and how I lived and have a lot less thinking time for what I've been involved in, and just having to 
change the way I worked, I had to earn money in a different way, I had to have a different routine, I had to find a routine, and 
that's what was important then. So, I had to really change my working life really, and actually, it took the edge off my 
obsession, and I actually felt like I relaxed, a lot more. And through through that I felt like maybe things changed, and I 
actually grew a bit more as a performer. Yeah, so that's another thing. Then lastly, the most recent thing I've been involved 
in was as rehearsal director with a performing group. So, up until that point, I'd always been doing, doing involved physically 
part of it, and then actually shifting and becoming the spectator and the observer. And the person giving feedback was quite 
huge and quite immense and really I feel like I learned a huge amount, just from that, change that reversal, and just noticing, 
and learning from students learning from the sort of on reflection, then recognising what I'd, where I'd got to and what I'd 
learned, and realising all the unsaid things were now being said. Really understanding a lot more about the development of 
a practice, and how, how strong and clear that that is becoming now, and in terms of performance, as well. So the practice 
of performance, just clearly how valuable that can become, and sort of playing around with the difference between a training 
and a practice. So all those sort of ideas where maybe that can be a longer conversation. End 
 
Gill Clarke   
Great, thank you. 
 
Scott Smith   
So, Lauren, yeah. Can I ask a couple questions? The one was right, at the end, because you had mentioned this early on, 
and it was the first and the unsaid things and as I clocked earlier, it was something to do with performance or quality, or how 
do you measure performance as a measure or quotient of certain how do you value it as being better or worse? And then to 
and you said, as a rehearsal director, you, I thought I heard you say that maybe that said, things were being said - and I 
wondered what they were? For instance, as an example... 
 
Lauren Potter   
Just because the course I was working with the students on is a performance course, and so it's exactly that you're sort of in 
the studio, and you're making work, but you're also really looking at what it is to perform that work. So, for example, it could 
be that you just look at what it is to enter the space. How do you perceive that? I can say a million trillion, zillion different 
things. 
 
Scott Smith   
But because you're making a context to ask about that or have a dialogue about that. Well, that was my another question 
that formed it was and it was about performance, because that seems to be the context in the writers about, how one knows 



better in your case? How would you know that something was going better or worse? As regards that notion? Or that 
question, how does one know that performance is either progressive or some progressive notion to my performing in some 
way? And then what are the measures that I'm actually looking at, to give me that feedback, or worse, what are they? 
 
Lauren Potter   
I don't know exactly, I can't name them 1 to 50. I guess it is becoming more aware of utilising feedback from your own body 
feedback from your own body and feedback, as you use an audience and feedback from the people that you're in space 
with, recognising feedback from the architecture around you, recognising how you're using your inner world, and so it's 
something that you can start to get an understanding of and then play with. 
 
Scott Smith   
Is it pleasurable? 
 
Lauren Potter   
Yeah. 
 
Gill Clarke   
Something and you talked about it, about opening up one sense of relationship, in a way to all these different aspects to 
other people. And that may be there's a more complex kind of communication going on. That's not only about, me and you, 
I'm saying this to you and I want you to understand. 
 
Lauren Potter   
I guess another huge thing that I didn't mention, which sort of happened around the same time as when I did the Deborah 
Hay, sort of performing thing. A lot of the mantras and the ideas that she works with, are exactly that the practice of 
performance, and I think it was a real eye opener for me doing that, that particular event, just realising how you can practice 
it, that that practice can happen sort of anywhere. We don't sort of we don't utilise that. Some of those mantras relate to 
noticing the feedback, Absolutely. Although it's just sort of opening, unlocking the brain, the mind, your your awareness, you 
know, your ability to notice your body 
 
Gill Clarke   
It feels another important one is to invite being seen, yes. Which is different from saying something, but to invite being seen, 
and she talks a lot about the gaze. So, her latest thing this year is move your fucking head. Just that thing of how our 
thinking brain can get us stuck. Yeah, so previously, it was more about eyes, but now it's become about the head. 
 
Lauren Potter   
But also, I think that's connected to another character that can work with me recently that I think is highly influenced from 
Deborah Hay was a guy called Wally Cardona who sort of worked a lot with all the similar ideas, and was constantly trying to 
address this idea that you don't, that sort of singular intention, can really sort of take you down a narrow path. So, if you can 
allow your intention to be there, but also have your attention open. So, then you're open to the feedback of what's potentially 
there, to bounce back with.  I think it's, it's sometimes an anxiety thing when you're performing is that you get very intense 
and you can become very fixed. 
 
Scott Smith   
I might even wonder if there's something in the dance culture, in terms of training that actually through some mechanism 
that's maybe not even spoken about, that just causes a kind of a fixation, sort of concentration dancers in a way and that 
there's so people are so focused on shape, or duration, or height, or measures like this, that the actual function of the organs 
of eyeballs in the skull never get and that they get fixed through kind of a martial determination. 
 
Lauren Potter   
Although it sometimes feels like when you perform, I know I do it, I can recognise it in myself that, I see but I don't see. You 
know, you sort of go into this sort of weird romantic, 
 
Scott Smith (45 minutes) 
Looking at the balcony, instead of being on stage with me. 
 
Gill Clarke   
Lay out your territory. 



 
Scott Smith   
Well, I also it struck me to go chronologically and then I thought, well, when I first start dancing, and start dancing at 
universities where everything was really important, because I didn't know anything, so just everything that came in was, you 
know, take a dance class, this is a Martha Graham, technique class, really? But what I boiled that down to at university was, 
for me was whether or not I felt like I was being allowed to dance as I understood that experience, or whether I felt like that 
the technical propositions of what was appropriate, proper given whether it's José Limón, or Graham, or Maddix, or Luigi or 
RAD, there's RAD teacher there. And so much of it, to me at the time felt quite fixed, it was almost like that I would have to 
pay my dues a bit and get my ass in the right sort of circumstance, literally, before I would be allowed to express myself in a 
way and there'd be little bits and bobs and moving across the floor. But then, " those are not very good sparkles, you may 
have been having a good time crossing the floor but actually, you know, your foot was not right." That sort of stuff. And I 
found I went off campus to a local ballet school, and I found a woman there named June I was also there's another event, I 
was realising it's kind of a series of mentoring in a lot of ways. Anyways, woman named June, and she had a little local ballet 
company load of nutcrackers, and had guests and to do ballets a couple times a year. And she was really romantic, and she 
did what she termed Russian ballet Cecchetti, and it was like, she let me dance, even if I was dancing poorly. There was 
music, there's waltzing, and she would, she just advocated people to move. Even if you take your singing, it's in a way, and 
it wasn't like you're still supposed to get it together and keep training and do things right and do all those measures of 
straightening your knees and what your demi pointe looks like and your plié and whether your ass is sticking out and all of 
that I don't mean to be dismissive and all that in any way, but sometimes I would feel a bit caged in by all of that. So that was 
significant to find a circumstance where I felt like I was actually dancing. But again, as I said, In the beginning, since I didn't 
know anything, everything was what 
 
Gill Clarke   
What had got you there? 
 
Scott Smith   
I needed a physical education credit, I was doing a Social Studies degree and I had enrolled for a tennis class. And you had 
a second choice, in case your first choice was full and it was modern dance class, a Graham class and I think I had a 
girlfriend whose family was really into theatre. And I was compelled by that family circumstance and how they'd all go off to 
the community theatre, and some of them would be building sets and some of them would be in the production and there 
was something about I think, the community of that and that they were doing something in the theatre, and for some reason, 
my second choice was a dance class, I took that dance class and I never looked back, I just never really stopped dancing, 
and eventually changed my major to dancing, and all that good stuff. Then I left university and joined a little dance company. 
And there again, there was another there's a woman named Susan. You won't know any of these people. This is the 
American Midwest, this is taking place in Kansas. I joined a little small dance company in Kansas City, and this woman she 
just made she proposed creative things and methods for authoring work that I just hadn't had any sort of contact with and it 
was improvisation. For instance, rather than being taught steps as this is the dance and it exists as a syllabus, and your job 
as a dancer is to undertake learning the syllabus and will tell you how you doing yeah and fitting oneself into that, which 
again, I don't mean to be this dismissive of that as a proposition. Any way we would actually improvise that would have 
something to do with how the pieces were made and being in a dance company, I think is a proposition as an economic 
proposition, you know, like that this would be a job, it wasn't very much money. But it was a community of people, and that 
was important and it was, maybe you said this earlier, it was a group of people would come together every day and keep at 
it. There was something significant, just about that context. During that period, I was introduced to things like the notion of 
the work of Jerzy Grotowski. So, we'd have reading assignments from theatre stuff, and then we try and translate that into 
studio behaviours, and practices of some sort, again, I'm not sure we use that word back then. But Peter Brook folks like that 
reading about theatre and getting psyched and engaged, I think, and cultivating an appetite for the notion of the theatre as a 
place for something to happen. At some point, I was there for a while in the Midwest, or mainly the Midwest, as well scared 
probably to leave the Midwest. Somebody went to the East Coast to do some studies and came back with something that 
somebody turned them on to and it was contact improvisation and that became important that became significant in my life 
somehow, I always had a big appetite for it and started seeking out that. There was a woman named Marsha Paludan that 
was close by teaching at a university. We sought her out because we heard she had something to do with this and she had 
worked with John Rowland, I think who worked here at Dartington, maybe for a while. Yeah, Steve Paxton. So, she was sort 
of a connection to kind of a world. So, I'm just moving through these. Yeah, I went to New York City. Because, again, 
because that's the myth, where I come from, that you go to New York, and that's the proving ground of some sort, for if 
you're a dancer of some sort. And it was! It was a significant thing to do and to move to New York and to decide to stay and 
to be introduced to the downtown, you know, below 14th Street in New York dance scene and the venues and culture the 
scene of that the company's who was hot, you know, you got to go check out, you know, Stephen Petronio's company, 



because they're what's happening, check that out. All of that stuff, going to auditions and trying to you know, get a leg up 
somewhere and find some place to work, or under study as the case might be and feeling my way through that and all of 
those informations and trying to balance that out with what, how I was actually feeling about things, my well being or 
confidence or ego or whatever, in relationship to being confronted with, you know, learn a bunch of material, how fast can 
you learn this material? Can you keep up with these Cunningham dancers? 
 
Gill Clarke   
There's something interesting about that. So, at one level, you were really following your appetite, you had cultivated this 
appetite 
 
Scott Smith   
Mmmm it was coming along, but you know, 
 
Gill Clarke   
But you were also in a way really, not empowered in the way that you were. 
 
Scott Smith   
Not necessarily, I was trying to do the standard dance mapping of a career in dance, go to New York try and get a job in a 
dance company. 
 
Gill Clarke   
Here's another one of those things that that's not said in a way, when just it's part of a kind of culture. 
 
Scott Smith   
What certainly was where I came from, you know, I think there's still probably people I started dancing with that maybe didn't 
leave the Midwest, that there's still that kind of the, you know, their lives or quantum careers are still qualified by that. 
Staying in Kansas City, probably in the larger scale and even the local art scene in places like that. Have a kind of a chip on 
its shoulder about it not being New York or at least San Francisco or at least Minneapolis. You know, that sort of thing. So, I 
was engaged in trying to prove myself was the first line that came into my head just then that, you know, I could have had 
the wherewithal to be a dancer, as I understood it at that point. And yes, I was curious about other, I would go to contact 
jams on Sundays. And then on Monday morning, and go to rehearse a dance for many years with again, I don't know, if 
people even know these people, Bebe Miller, for instance, was within her company for quite some time. And then that was 
being a dancer. And that was things like going on tour. You know, that was a signifier going on to go to the airport, you 
know, we're going to this college town that content, that thing. You have heard of that theatre? And then oh, you know, the 
author's reviews, newspapers, is my name and how do we do you know, that kind of stuff, trying to get feedback that way 
about how I was doing or how the organisation I was associated with was doing, you know, there's a commissioning ban, 
you know, and you have a residency of Jacob's Pillow. All of those things were significant in their way signifiers of some sort. 
In New York in the 80s, at the time, getting enough weeks of employment from a dance company, so that you could go on 
unemployment, defence, that was a practical measure of being able to survive in New York at the time, getting 27 weeks of 
work so that you could get 20 of my employment benefits. Am I supposed to say stuff like? 
 
Gill Clarke   
Yeah and Bebe's process?  
 
Scott Smith   
Ahh Bebe's process. Lots of duets, I almost might wonder if that was the beginning of doing a lot of duets. And that I started 
becoming associated with oh, he's got a bit of dance training he's done his José Limon and his ballet a bit. You know, it's not 
fantastic, probably wouldn't be in the Cunningham company or anything like that, or even Paul Taylor. But he is useful to 
come in and help in the authorship of duets where people are touching each other and weight sharing and it's probably a 
combination of things, I was a boy, well I was as a young man, but that probably was. If you want to talk about the reasons 
why, probably being male was a huge leg up in that community in terms of who was looking for work yeah, we made 
material with Bebe for Bebe. Sure, and then she would sort of appropriate it or reappropriat it, contextualise it as a director, 
you know, sequence of events. You to do that first and then bugger off stage left and then this group of people will come in 
and do that unison thing, choreography. Stages even backing up a little bit the Kansas City Bebe there was this introduction 
through these people with Bebe, in particular she was at a point where she could commission musics from people like Fred 
Frith and Christian Marclay. And so I was being introduced to new musics along the way in Kansas City. There's a 



proposition of Steve Reich, Pauline Oliveros, Penderecki, John Cage, the introduction to the notio n John Cage and Merce 
Cunningham as a method for lack of a better word of how to think about how things go together. Composition . 
 
Gill Clarke   
Sounds like your encounter with the music was methodologically kind of more adventurous than with dance 
 
Scott Smith   
I think that's true. I would venture to say is a knee jerk reaction. I think that's still true. I think music offers more I think that 
dance culture is quite conservative let's put it that way. If that's okay. 
 
Gill Clarke   
Do you want to say more about that? 
 
Scott Smith (1 hour) 
Well, you know, I am engaged in musical activities, and in music, these questions of authorship, the question of 
improvisation as a way of authoring or even as a way of deporting the work from night to night, that's not even talked about, 
that's just accepted as the way it is. That's what musicians do. And that's what makes them happy. And it's often not, at least 
in the kinds of circumstances, I'm engaged in more and more, this is true of my dancing as well. It's not a hierarchical 
structure, or dictatorial structure is not assumed in the same way of how to compose things, basically. So how's that? 
 
Gill Clarke   
But that's also about different cultures or mini cultures, isn't it? 
 
Scott Smith   
I'm sure that's not true of the symphony, necessarily. 
 
Gill Clarke   
But even contemporary classical composers kind of come into a dance rehearsal, and they say, Oh, how wonderful. I spend 
my time sitting over my desk, sort of chewing them into the pen. 
 
Scott Smith   
And this composer gets to work with human beings all day. Do you mean, you know, 
 
Gill Clarke   
or just the different domains of music just as there are in dance. 
 
Scott Smith   
Yeah. Well, you know, my reflections are, they're subjective, to my experiences. And my experiences have been me 
following my nose through the decades, at this point about what is going to keep me engaged, I suppose and can't do 
everything apparently. I started, I don't know what to call them, I started becoming engaged in for lack of a better I'm gonna 
call them soft techniques. And I was much less likely to go to Cunningham classes or ballet classes, I started pitching up 
with Barbara Mahler, at a little loft down in Tribeca to incline technique. And that was the kind of a revelation about how to 
keep an eye in my body, or some kind of process going, that was about my relationship to my own body. And my own form 
that wasn't about, was a bit less about, we can debate these points in detail, but let's just say wasn't about learning a style 
from a certain school of modern dance or choreography. It was more about again, the word the first word that comes to my 
mind is somatics. Rather than and my unique condition, to my own form, not as it relates to a style, or something that's 
prescribed and proposed, from outside of my body, and again, not to be distance. Yeah, bla bla bla bla bla bla, New York, 
from Kansas performance art. The notion of different kinds of theatre that were would be considered relatively radical, or 
political or off from where I come from, where I was coming from, in terms of aesthetics. And somewhere in that time, I put 
this down and it was Ronald Reagan was in the White House at that time, there was a man named Jesse Helms, and this is 
significant in another spectrum. And Jesse Helms became aware of a exhibition of Robert Maplethorpe's work, and it came 
to light, Jesse Helms is a reactionary, conservative representative, or was and that a war on public funding started about 
whether what the appropriate use of public funds for arts were in the United States at that time. 
 
Gill Clarke   
That even came over here, the Maplethorpe thing 
 



Scott Smith   
That was the thin end of a wedge that has led to the destruction of the national endowment funds and funding of dance 
companies. And you know, I think some of the best dancers and choreographers in my world are in New York and that that 
was sort of my life for a long time. And you know, they're bartending and they can't keep really find dancers together and 
really find work going because of economic difficulties. So just wanted to put that in there as a significant moment of some 
sort. Oh, I went to a workshop, a summer workshop that was is called Acapellamotion in Northampton, Massachusetts and it 
was Steve Paxton and Lisa Nelson. People were teaching authentic movement. And people were doing movement with 
mixed abilities groups, people with physical, people with cerebral palsy and spinal cord injuries. And that was a real eye 
opener for on just a lot of different levels, about going forward with movement as material when a proposition. And I burned 
out on New York to burn down. And I moved to the west coast to a little shack in the woods on an island in the Puget Sound. 
And I stopped assuming I was burnt out, I think I just come to the end of some kind of rope about achieving a dance career 
in New York City. I don't feel like that was because, I want to say it's not because I felt like I was failing at it. I felt like 
actually, a lot of the right buttons are getting pushed. And I was meeting the right people and things being you know, 
popping up in the right venues and some of the right companies and all that kind of stuff. But I wasn't digging it after a while 
 
Gill Clarke   
That feels a little bit like something I mean that Lauren was identifying something of that as well. But it's not necessarily that 
you can't get something that makes you want to go into another room but more like that you have got it in a way that you 
need a different taste or you need a different stimulus. 
 
Scott Smith   
stimulus is interesting word, appetite, desire, well-being, time. 
 
Gill Clarke   
I think your own personal tastes and ideas, aesthetic choices, they also shift around as you just as you get older, 
 
Scott Smith   
Well absolutely just change 
 
Gill Clarke   
feels sometimes perhaps as a young performer anyway, that you're in this world and your little bit kind of tossed here and 
there and that you're not all through of your own journey. But actually, of course you are because of the decisions you make 
to stay somewhere to go somewhere else. 
 
Lauren Potter   
But they don't necessarily always feel like their decisions. I feel like you sort of go down that path and then wow, you go that 
way, and you go that way and then you go. So, it's not you say, okay, that's it. Well, maybe some people do, but I feel like 
it's sort of a guided by choices, but they happen for different reasons at different points. 
 
Scott Smith   
I'm sure there are performance that do go down to very strict realm and you know, I have a lot of respect for that Carolyn 
Brown, or ballerinas that become prima ballerinas through a single organisation or the classical romantic repertory. And, you 
know, that's their world, it just wasn't for me. Didn't want to be or did I? But, you know, you know, they do. But it's an 
individual thing, I think.  
 
Gill Clarke   
So, were you dancing? 
 
Scott Smith   
Well, I was but it was more, the 90s were spent recovering like moving to the woods and, you know, doing a lot of 
improvising and things like authentic movement. Working with Steve Paxton, and then also starting to work with a woman 
named Lisa Nelson, who I still work with and forming a group with her and K.J. Holmes, and Karen Nelson and myself and 
Lisa sort of, Lisa was sort of our, the genius of a lot of the ideas but we would research her ideas. A group called Image Lab 
around activities that we call tuning scores and in many ways it was, how do I say it. I'll probably paraphrase something, but 
it's working with the senses, like your own individual senses, how you see, how you hear, how your body responds 
reflexively to the environment. Questions like these propositions like these as a compositional proposition, basically. So 
rather than being prescribed a shape, that the form was a function of some other activity that the form followed the function 



of the dancers, composers process or practice in a way, and that the dance making or would arise out of that process 
amongst these individuals, somehow, significantly different proposition for authoring, performance work or choreography, for 
lack of a better word.  
 
Gill Clarke   
And something about were you at that stage even verbalising, your choice making that part of the score already? I once saw 
an Image Lab when it came first to Chisenhale I think, and what I loved as an audience member was I was allowed into the 
game. Because as they were improvising, the dancers would call out instruction or would verbalise their desire, then their 
proposition at any point, with these calls, like begin, end pause. 
 
Scott Smith   
I'm almost thinking just as a kind of measure, in a way, for me, it was a way of getting into the notion of composition and 
authorship, choreography, you know, creating durations of movement and tone and numbers in time in a given space, that 
wasn't, 'oh, now you're done being a dancer. Now you have to be a choreographer. And to be a choreographer, you have to 
do blah, blah, blah, and get some dancers and figure out how to pay them and stuff like that.' So as a way of being able to 
work with computational materials, that wasn't that proposition. Exactly. Which kind of has never appealed to 
 
Gill Clarke   
And was still a very communal experience 
 
Scott Smith   
Yeah, it's a democratic process, let's say, yeah. I did. However, during this time, I would go to Berlin once a year, and do a 
project at a place called Tanzfabrik, where there was a choreographer there who wanted to utilise me in the productions. I 
would go there, for two or three months, and I'd make a lot of marks because it was not American, and then I cashed them 
into dollars and go back home and it still happens. Yeah, absolutely. And I could live for a while. So, I was going and doing 
productions in Berlin, and making a bit of money and then going back home again, and I could still sort of, you know, look 
like a dancer. Maybe or behave like a dancer and dancing enough to get the gig and be asked back so that's just economic. 
We should keep moving shouldn't we. Steve, Steve and Lisa Latter Day mentorship again, you know, a lot of this was 
people that came to mind that came into my life that were, that had something I wanted to know about. So, I keep seeking 
them out. And in many cases, eventually, maybe become the collaborator in the event after a while as well. However, there's 
always that started space to blah, blah, blah, blah, blah, blah, blah, blah, blah. Okay, I got bored in the woods, and I moved 
to the UK and I moved to the UK and I got a job with Finn Walker pretty soon after I arrived and I was a contemporary 
dancer again in a way, you know, I was doing choreographies. And, you know, that was a whole other process about how 
work is made. But anyway, I was in a dance company again and sort of, you know, putting on, lycra again kind of stuff and 
seeing how successful you could be in the London dance environment. As an individual, and as, again, in terms of the back 
of the company, the group of people, your choreographer you're associated with, and begin to again, and moving to Europe, 
moving to moving to Britain, moving to Europe, and, and kind of being in a subsidised environment, in a way. Because when 
I was living in the woods, I was working as a landscaper, gardener also, as well as doing dance and arts things and playing 
music and other things. Like, our job with Finn and then I felt like all of a sudden, I was a contemporary dancer again, in a 
way, and I was happy to do that it was good to have a gig and I liked Finn and I liked the company, she kept and, and it may 
be also in terms of epochs of my dance life, it was time to be engaged again. And to like spend time in an urban 
environment London, and as a scene that way, you know on the scene again, the kind of company scene and try it on. See 
how it went and I started teaching in earnest. Thank you, Gill. Thank you Independent Dance.  
 
Gill Clarke (1 hour 15 minutes) 
I'm not sure about the earnest  
 
Scott Smith   
Well, I had been teaching in bits and drabs and bobs. Before that, probably for years. Like when I was in Bebe's company, 
you'd be asked to do an educational thing at a residency. But I don't think I always felt like I was supposed to be doing 
something about Bebe's thing, which I never actually never related to. So much in terms of what I didn't like going to Bebe's 
classes. And so there was always this kind of discrepancy about probably what I needed to be doing eventually, as a 
teacher and a bit of a assumption that if I was with the Bebe Miller Company, I would be teaching Bebe Miller's stuff that 
would help you as a young dancer, maybe get into the Bebe Miller Company someday, if that's what you desire, you know, 
all of that kind of assumptive behaviours about how that stuff works. And so I started teaching that that's been very important 
as a again, as a way of, you know, helping me engage in a process and the context that helps me define what my values are 
somehow. And so I'm just gonna keep moving along and this there's actually two more in there little flip, but the bet it's, it's 



coming and it's getting fat. My body changing, nobody laughed at that, but ageing, ageing oh my god and I'm going to 
project into the future little bit to the 20th of October and what the spending review is going to be coming up about austerity 
and allocations in arts and how that will, how effective that will be in the real world of trying to get along and have jobs 
whether that be as a teacher or a composer or performer or any of that 
 
Gill Clarke   
That subsidised world will shrink 
 
Scott Smith   
So, but again, that's a projection about something that might or might not be more or less significant say 
 
Gill Clarke   
But can you say a little bit about music? It feels really a whole other side of your working and non working life. It feels to me 
one of the pleasures of watching you and performances a musicality it feels it's something that's there in you but it's now 
more and more what you spend your time with. Yeah, 
 
Scott Smith   
Yeah it is in my appetites are there but you know often it's in, not always, I play in pubs and things like that and I do kind of 
American roots music. However, you know, there will be a dance thing. I mean, how you know reaching do you want to get? 
Those kinds of musics are British Isles, music a lot of those mixed with African and things like that. But they were, you know, 
Irish and Scots reels and jigs and things like that originally, and now they've been morphed into a sort of American roots, 
music. But a lot of things that pay will be that somebody that's coming out of the dance field will ask me to do sound to 
picture to their screen dance video. Or Wendy Houston is showing a piece that York dance commissioned next week, I think 
it's at the Place. It's often through the auspices or the context of the dance world. But I'm still trying to, I did a show, I was 
with the Charlotte Vincent company from Sheffield last year, on tour and I was speaking, I did a bit of movement not a lot, 
and I played a bit of music. And so I think people are, I sort of had a little bit of a little bit flipping mark that, you know, for 
years, I was a utility dancer. But then, like, you know, what, then how do people utilise you. And, you know, I'm being utilised 
more and more for the prospect of other aspects than that. 
 
Lauren Potter   
So, was that a decision you made from the beginning with Charlotte? 
 
Scott Smith   
Yeah we had a little bit of, we had a little bit of a battle about it, she really wanted me to, she wanted me to put white hot 
tents on take the piss out of certain kinds of dancing, and I started singing, I can't do that. And I so if there was a little bit, 
and that's maybe a feature of my life is I feel much more free these days. To have questions in the process about you want 
me to show you why things like that. Explain that to me, rather than assume. If it's something you know, maybe it'll be 
something I'll have an appetite for, and really want to jump into and other times. I don't know, that's kind of loaded in a way 
for me because I also feel like, there's something in my I can't dance like I used to. And that's not bad. However, if the 
proposition is to dance like I used to, then it might not be so great. 
 
Gill Clarke   
That's interesting, because I was thinking, as you were talking about, it feels to me the culture is so different now than when 
you both set out as a young dancers 
 
Scott Smith   
mid 70s. For me, I mean, just to put that in chronological context 
 
Gill Clarke   
But the culture of what one might expect to take place within a creative process, or what the role of the performer might be in 
that feels like it's changed so much. But then again, you have also through your journey, changed so much in terms of your 
desires and appetites and feeling of being in perhaps more control of your decision making or I'm just wondering how those 
two things play out. So your questioning is partly to do with the propositions you've been given and perhaps to do with age 
and experience in the sense but it also is a different culture, it feels where I mean, I can't imagine with Bob Cohen in 
contemporary that one would say you want me to do what or feels that that culture is very different. 
 
Lauren Potter   



Absolutely. I guess used you start to understand what the reasons or your motivations are for your interests in being drawn 
to things or not. I really now realise very strongly that I want to work with a group of people that I really like being with that 
feels sort of really integral nowadays to me, what is the point of being in a room all those weeks with people that you don't 
really get on with that well, and that you, I feel like I'm, again, I'm drawn to things that I don't always have a huge amount of 
experience of. So, I feel like, if I could live my dance life again, knowing what I know, now, I feel like I would go in a very 
different direction, if I had that choice. And I feel like now I'm at a point where maybe I can maybe play with some of those 
ideas that I would like to play with that I haven't had the opportunity to play with. So much. So, I'm sort of really interested in 
doing little bits and pieces now that have a different resonance for me in terms of what my experiences are so I don't know, 
but the music for you as well as well, is that another room? 
 
Scott Smith   
Okay, so let's say what academically or anthropologically don't have what have I not read in the past that action? Well, 
there's there would be people that's that I've heard scholarly things or read scholarly things that says the dance is not even 
an independent art form dance is a bastard child of music. That's how,  
 
Gill Clarke   
Or the other way around. 
 
Scott Smith   
Yeah well, how far back as documented even that way in terms of what what history, what constitutes history that way.  
 
Gill Clarke   
So, it's about a different toolkit that you have that enables you to 
 
Scott Smith   
they're both durational events that deal with dynamics, and I'm sure they're connected. Somehow.  
 
Gill Clarke   
Let's open to questions 
 
Audience   
I just wondered about the question of dance and music, and someone told me that in Africa they actually have one word for 
dance and music. 
 
Scott Smith   
Same activity. Yeah, I've heard that as well, somewhere. Maybe not all over Africa? West Africa. Yeah. 
 
Gill Clarke   
I have a question, which relates, perhaps to some of you as well, no, you're not all going down a performance kind of route. 
But what you see is your role in that creative environment where something is being made, where or it's maybe to do with 
your own appetites as well, about it feels to me something about even when one is involved in a really quite democratic 
process, that there's a degree of authorship one could say perhaps that's not that goes beyond being useful. So what am I 
saying about that? It feels to me that there's a value in different people having different roles and something about how one 
is in readiness to play with anything, but not to somehow impose something that becomes an obstacle in the way of the flow 
of the play, in a way by too much in posing. 
 
Scott Smith   
Do you mean, any one of those individuals? Whether that's the director or the dancers etc? 
 
Gill Clarke (1 hour 30 minutes) 
An improvisational kind of practice, I suppose. 
 
Scott Smith   
Yeah, I think even just socially as a model, there has to be a sort of chain of responsibility. And it's probably not something 
that has to be an organising principle, and people are persons or something need to take responsibility for 
 
Gill Clarke   



or that the role of choreographer is, is an organising? 
 
Scott Smith   
Absolutely, yeah, absolutely. I've wondered if choreography was, like a, this terrible, unnecessary evil, so that dancing could 
take place, so there'd be a context for dancing to take place. And then there has to be choreography and you know, in the 
same way, 
 
Gill Clarke   
In order that the dancing can be seen and not.  
 
Scott Smith   
both seen and experienced, if the dancers want to engage in that kind of, you know, behaviour and movement and stuff like 
that, you want to say, there has to be there have to be formal propositions don't there? So that we can deform things 
 
Lauren Potter   
I think it's really lovely, the way you were talking about sort of the democratic process of sort of organ and also the idea of 
sort of organising it sort of demystifies it for me, I know, when I was training, and we did choreography, it was sort of it was 
not said, but it was just taken as read that you were born with this innate magical thing that made you a choreographer. And 
if you didn't have this thing inside you, then you weren't a choreographer. And and so what feels really sort of liberating in 
this world now is that it can't be just as clear as organising, having a very simple score, and organising something. And your 
choreography 
 
Scott Smith   
That really makes me think of propositions as I understand it from things like the Judson movement as the propositions for 
fire making dance, that are other models than artistic genius.  
 
Lauren Potter   
I think that's what I've really enjoyed on my peculiar pathway is the fact that I've sort of now reached that place where I 
understand that were sort of in the beginning, when I was just starting out, but I really believe that you had this vision. And I 
didn't, so I wasn't a choreographer, I was something else. 
 
Gill Clarke   
So, something when you were talking about working with Rosemary something about actually, the thing, or the vision might 
only arise out of the working, doing the activity that's engaged in. 
 
Audience   
Just because of this idea of the choreographer, or the leadership or artistic genius, also changing in the image arts recently, 
still changing. We kind of saw that change happening in terms of different processes and practice as a process as a creative 
process instead of this leadership outside somewhere, because they may have had this kind of distance between leadership 
and then met processes later on. To observe this change, also, politically, in terms of creative process, was it really clear in 
terms of experience that the field was getting?  
 
Scott Smith   
Do you mean, personally, or and or my take culturally, or?  Yeah, I think I would get feedback as it went along, both in the 
sense of what I desired to do, what I was seeking out as as practice and the notion of training. And the circumstances, I 
don't know which what comes first. 
 
Audience   
Were you aware of these changes. Political changes across the board? 
 
Scott Smith   
Yeah, when I first started dancing, I it was, these are the steps you learn the steps, the steps exist. The choreographers 
made the steps or it's piece of repertory that the choreographer made. This is it, here's one of the one of the principal 
dancers that already knows that they're going to come in and they'll be the rehearsal director and they'll teach you the steps 
and then the choreographer comes. That was what it was. And now over the last several years, I haven't learned a step in 
ages. So now that I can't remember the last circumstance I've been in, where somebody said, here's a phrase in material, 



could you learn this because we're going to put this in at the 32nd measure sort of thing. That's just not a part of my world 
anymore at all. 
 
Audience   
In terms of opening, for example, with Lauren's spoke about Rosemary, and Siobhan, ultimately, more or less what they're 
thinking, in terms of knowing where's the power across the creative process, and how is to be a lot more or less open? 
There is a bigger need now, with a lot of choreographers to make it clear what is going to be? What are the limits and scores 
of decidable that we're going to have as far as what are these rules? 
 
Gill Clarke   
That's interesting, because I experience sometimes clusters of people who get together where the roles may be aren't clear. 
 
Lauren Potter   
And does that become confusing as a collective? Or is that liberating? Do you think as a collective? 
 
Gill Clarke   
I think it could be either. 
 
Audience   
I think that's the responsibility of that social gathering and how you operate and how you work together in that sense. Yeah, 
you're there for because you respect each other, but there's also a shared notion. 
 
Lauren Potter   
Yeah and I guess what, what can happen is that the responsibilities can just keep automating and shifting around or not. 
 
Audience   
It's like a conversation isn't Yeah. So then becomes the etiquette of when do you need to listen? When do you need to learn 
the penny's worth? When do you need to?  
 
Scott Smith   
AsI understood, you sort of made a proposition of a working circumstance with people. And then as I understood that, you 
would begin, and you begin some sort of process. And then the choreographer, the person that, you know, organised that 
and brought that together, we get feedback from the actual events in the studio, and then they would respond to those 
events about saying, well, no, that needs to be we need to be clear about what the boundaries are about this, or, you know, 
based on the actual experience of what was going on in the rehearsal process in a way and then they would, you know, 
they're there to try and fulfil their vision or desire something. And then they, you know, to try and find what the appropriate 
methods as much as possible, and dialogue, and we're communicating with the performers. And 
 
Gill Clarke   
what's really interesting, though, I heard Bill Forsythe talking this morning, then he talked about differentiating choreography 
from dance, and that the choreographer was the person who was the organising, organised events, organised movements. 
But he very organically then went on to talk about his role, I'm not going to say it as eloquently as he did about proposing 
ideas or bringing ideas to his performance. And although as though part of his responsibility was then to excite their interest 
in these ideas, somehow in the knowledge that if they didn't get interested, then he wouldn't get back what he needed to get 
back. So there was a real sense of conversation there that wasn't about hierarchy, but it was about different roles that one 
has in this process of trying to make this thing. And really acknowledging how he was obviously fed only if the performance 
interest was excited. 
 
Lauren Potter   
I think it can, it can operate on another level as well where the performers that are working with a choreographer can be 
choreographers themselves, and they're working with that choreographer to feed their own art as a choreographer, and 
certain instances where that's really clearly happening. And so everyone's sort of being fed from each other. It's not to say, 
as a performer, you're not fed by that group, 
 
Gill Clarke   
And maybe that's something the culture that feels to me that it's changed that there's more permeability in those roles in a 
way that this this notion of the dance artists that could move to, will have many different goals all at once, rather than you 



have to set yourself off to be a choreographer who's going to have a company named after you and who has this structure it 
feels more fluid, maybe financially, necessarily that it's more fluid, but it feels creatively more liberating potentially. 
 
Audience   
If I follow some part of your career pathways that has been really pleasurable moments of being able to watch you as 
performance, and the art of that as a performance, is, in a way, it's now been articulated, but we still live with some mystery. 
Isn't there to call what makes? What makes it so enriching to watch? And is it about the power of the moment? Or is it the 
power of awareness of the audience in relation to how you deliver something? For me?  
 
Lauren Potter   
That's sort of it really isn't it? And for me, I know when I watch something, when I'm spectating something, it's when I feel 
recognition. When I sort of feel like I've seen something, novel, recognise something, and it's, they know me. They're doing 
this and they know me. They know me, and they recognise me, and I recognise them. And sometimes you get a sense of it, 
like in a performing space that everyone feels like everyone's record recognised each other, because they will recognise that 
 
Audience   
The art of it almost doesn't stop, or it doesn't. It's not just about being in the studio, it feels, it feels like it's or does, it doesn't 
just stop when you come out the studio or is it an ongoing process of then what? 
 
Scott Smith   
Wonder if the different individuals will have different appetites or relationships to that question, and that their experiences will 
be different? Or that they'll, they'll want to go no, you know, what, I really like performing in lofts. That's what I can handle. 
And there'll be other people that you know, I really want to perform for like 3000 people. And yeah, and the different tastes 
for what leads them on. I you know, I have basic measure, about wondering about like, perform a proposition, you know, 
university go into dance, dance, you dance, you could go on stage, that say this, like that. In the beginning, there was my 
own narcissism and then it's been a process of what to do about that. And that may be like something there's been 
something chipping away at that as the imperative motivation in a way and maybe little by little, there's just tiny glimpses 
through the years of something else. And I don't even I'm not sure what it is that is possible to take the place of narcissism 
as mine. 
 
Audience   
What are your current appetites? Because you just spoke about all your life history. Where are you now? How does it 
connect to your path? 
 
Lauren Potter   
I'm really into gardening, but also really being motivated by what I find really interesting and drawn to that maybe it's very 
insubstantial I don't know. I'm just sort of mulling that over actually 
 
Scott Smith   
I don't know my tastes are to remain in the realm of dance for lack of a better word things that generate themselves through 
this context of dance performance movement. I know it when I see it, I kind of feel like my tastes are becoming more and 
more perverse as I get older in terms of what room really interests me. Like I didn't have any experience. I don't go to the 
theatre so much anymore, to tell you truth. But there was I went through this whole phase where it wouldn't be there I go 
through an evening or dance. And wouldn't be till the curtain calls that were often slightly, you know, not choreographed to 
within an inch of its life that I would actually go, there's some people there they are. I've been watching them for the last 
hour, just go through all kinds of crazy artifice and stuff like that. And so it's little things like that are leading me on to kind of 
keep looking for something but often these days, it's like, like, well look at the musician, you know what's he wearing 
 
Lauren Potter   
I think that's what's really interesting is you make your own frame. So, you decide what you want your frame to be. And that 
becomes a really interesting performance for you or not. And there was something I was looking at the other day is I can't 
remember what it's called 'Crumbling First'. And it was a performance with a glass of water, and she just dropped a biscuit, 
half-eaten biscuits into it but it was beautiful. And it is sort of hung around a little bit, and then it sort of sunk down. And it 
started floating back up again, it's just beautiful sort of things like that. I think I'm really interested.  
 
Gill Clarke   
That's what a career in dance is. 



 
Scott Smith   
Wet biscuits, that's living  
 
Gill Clarke   
Wet biscuits, gardening and ... 
 
Audience   
Well I think it was Lauren, you're distilling what you're really interested in. 
 
Lauren Potter   
But also it's sort of the culture of our times, isn't it that a lot of things that are happening now in terms of performances. 
There's not a lot of movement going on. So, and actually, I really enjoy that. I don't know, whether it's because of where I am 
now myself, or whether I'm just appreciating what's happening now. 
 
Gill Clarke   
Or the other side of the coin is that more galleries are finding movement? Yeah. So, it's kind of going to different places 
 
Lauren Potter   
The idea of formance and dance is sort of coming together. I think it was John Ashford was talking about how originally, it 
used to be all funded all together. And then they took performance out and they did it separately. And whereas in France, it's 
still funded as one thing and so there's more maybe sort of breeding back and forth, where now it feels like there's more 
breeding happening as well. I 
 
Gill Clarke   
We should stop. Thank you very much. 
 
Lauren Potter   
Thank you, Gill. 
 
Gill Clarke   
So, to say next week is Ross Warby who's an Australian performer and choreographer so maybe we're linking the threads 
and bringing them together. And she talks very clearly about her making practice coming from a performance practice. She 
also has worked great deal with Deborah hay, but it feels like it might be brings the last two weeks together somehow. 
Great. Thank you. 
 
(Outro: Renée Bellamy speaking in 2021) 
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