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ABSTRACT

Site-specific choreography is a dance show performed in a particular
location where it inspires the choreographic process. According to
Hunter (2015), site-specific choreography is a dance work influenced
by the choreographer’s response to a particular location. Space and
memory are elements of site-specific choreography. A selected
custom site or location has different shapes and sizes. Each site
has its own unique historical events, which are comprised of its
context, social activity, and environment. This paper focuses on
the relationship between space and memory in the site-specific
choreography process. Observation and interviews were applied to
obtain information on the site-specific choreographic process. This
study can help choreographers increase their knowledge in the field
of choreography, which leads to site-specific choreography and the
development of ideas in the creative process. It also contributes to the
understanding, knowledge, and interpretation of the meaning of the
term choreography site-specific.
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Introduction

According to Kloetzel and Pavlik (2009), site-specific is one of
the dance genres presented in a specially inspiring location and
prepared for a dance performance. Site-specific choreography
1s a dance work that site inspiration or environment formed
and implemented on a specific site through the site’s inspiration
(Gonzales, 2019). The terms site-specific used in the West,
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among them, dancing in the street (Bernhardt, 1984), site-
appropriate and site-adaptive (Blau, 1989), site-based, site-
oriented, site-inspired, or site-sympathetic. (Kloetzel, 2017).
Kloetzel and Pavlik (2009) state that site-specific works or
choreography began in the West in the 1950s and 1960s; in
this era, various artists of different dance genres resisted the
usual creative process and tried the boundaries between art
and everyday life. As the development of contemporary dance
multiplied, it prompted some choreographers to produce site-
specific contemporary dance works.

For example, a famous choreographer, Merce Cunningham,
collaborated with John Cage (music), William de Kooning
(painter artist) and Buckminster Fuller (architect) to produce
an experimental project at an institution, Black Mountain
College. The result of this collaboration prompted Cunningham
to produce a dance work performed outside of a stage or a
theatre. This event is related to a dance group which is Judson
Dance Theatre. According to Kloetzel (2017), in the 1970s, a
post-modern choreographer, Trisha Brown, began producing
site-specific dance works. In addition to Trisha, among the site-
specific choreographers are Eiko & Koma Otake, Ann Carlson,
Sara Pearson, Patrik Widrig and Stephan Koplowitz. Site-
specific performance develops through various ideas, concepts,
themes, and methods for producing works or site-specific
choreography.

Site-specific performances in the West are at festivals such as
Fringe Festival, Cultural Olympiads, Canada Dance Festival in
Ottawa, Impulstanz in Vienna, the Seattle International Dance
Festival, Dance Umbrella in London, and Kuopio Dance Festival
in Finland (Kloetzel, 2017). Among the site-specific dance works
presented such as Floor of the Forest (1970, 2013) and Roof
Piece (1971, 2013) by Trisha Brown, The Fall Dance and Season
March by Pina Bausch, A Body in a Station (2015), Water
(2011), Oftering (2002) and River (1995) by Eiko & Koma.
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Traditional and folk dances from Asian countries often
include site-specific elements into their performances. According
to Garcia (2018), site-specific performance is not a new
phenomenon in ASEAN nations, and it is one of the ASEAN
dance traditions’ specialties. According to Garcia, the origins
of ethnic performances and folk dances can be traced back to
religious rituals where performances are held outside, such as
“under the tree.” Nonetheless, it is obvious that the ASEAN
community’s site-specific performance is a performance with
specific functions, such as ritual ceremonies, entertainment, and
weddings. In contrast to the contemporary dance-shaped site-
specific performance that is based on a specific site or venue
selected by the choreographer or organiser as the performance
site. The piece is created using the material resources of its site
and environment.

Malaysians hold diverse perspectives and interpretations on
site-specific choreography and dance performances. According
to Suhaimi Magi (2019), site-specific performances in Malaysia
have been present in traditional societal performances and
long-standing practises. In addition to Suhaimi, the growth of
contemporary dance in Malaysia has led to the development
of a site-specific dance performance in which the performances
or works produced integrate the complete natural environment
of a site and the choreographer “borrows the site or location to
work.” Although it is related with the idea of traditional dance,
some choreographers contend that the ideas and concepts of this
site-specific choreography are not identical to those of traditional
dances. According to Azura (2019), site-specific choreography
is a dance work inspired by a site and created through the
exploration of choreographers and dancers’ bodies. Despite
differences in understanding and opinion regarding the concept
of site-specific dance, the evolution of these performances has
the potential to attract a larger audience. In the 1990s, this
new notion sparked the interest of a number of Malaysian
choreographers in making works, resulting in the emergence
of contemporary dance and site-specific dance performances.
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Lena Ang, Aida Redza, Marion D’ Cruz and many other
choreographers participated.

Site-Specific Dance Performance in Malaysia

The performing arts of dance in Malaysia consist of several
genres, namely classical dance, traditional dance, folk dance,
ethnic dance, ballet, and modern and contemporary. Dance
genres in Malaysia, such as classical, traditional, folk, and ethnic
dances, are well developed through the establishment of groups
and art departments. Each dance genre has evolved according
to the trends of culture, time, practitioners, and the life of the
people who practice it. As for the genre of ballet dance, modern
and contemporary dance, it developed in the 1960s, when
local dancers and choreographers began to migrate abroad to
pursue their studies in dance. Among them are Lee Lee Lan,
Wong Suet Lin, Frances Teoh, Yong Lai Peng, Peggy Lum, Lau
Ming Ying, Oh Eng Sim, Anna Kronenburg and Susan Manen,
who have studied classical ballet dance and some of them
have been pioneers of dance in Malaysia. (Gonzales, 2004).
Their return has helped the development of ballet, modern
and contemporary dance genres in Malaysia. One of the
achievements in this development was the formation of a ballet
academy, the Federal Academy of Ballet (FAB), established by
Lee Lee Lan in 1967. Through the development, various ballet
and contemporary dance works were created.

In 1994, the National Academy of Arts (ASK) established
Malaysia’s first art institution. The establishment of this
institution has helped the development of learning and
teaching the field of dance in Malaysia and produced
many excellent graduates. Among the instructors at ASK
are Mohd Anis Mohd Nor, Joseph Gonzales, Loke Sok
Kim, Aida Redza, Marion D’ Cruz, Suhaimi Magi and
many more. This educational institution helps Malaysia’s
traditional, ballet, modern and contemporary development.
The development of contemporary dance at ASK has
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prompted the introduction of site-specific performances.
Aida Redza, the instructor at the time, had already presented
this form to the students at ASK. According to Azura (2019)
(one of Aida Redza’s students at ASK), Aida Redza started
introducing site-specific choreography to her students in a
choreography course around 1993. In 2019, ASWARA’s dance
faculty held an annual production called JAMU, with a site-
specific performance. The choreographers have chosen a
particular space around the campus. (Gonzales, 2019). In 2021,
the production of JAMU presented site-specific dance works
where the choreographer consisted of young lecturers. Besides
that, several institutions of higher learning offer performing arts
programmes in the field of dance, namely Universiti Malaya
(UM) and Universiti Pendidikan Sultan Idris (UPSI). Both
universities offer choreographic courses in dance programs. Tan
(2019), in a choreography course at the Department of Dance,
University of Malaya, has revealed the teaching of site-specific
choreography, where students are allowed to produce site-specific
dance work and perform in the last week of the semester. In
addition, at UPSI, the Department of Performing Arts has also
highlighted site-specific choreography among students through
choreography courses as well as dance workshops held.

The development of contemporary dance has driven the
development of site-specific dance performances in Malaysia.
These site-specific dance works are performed at Central
Market, Langkawi beach area, hotels around Kuala Lumpur,
swimming pools, car parks and many more. Most of these works
are presented at the request of the client to promote the hotel
or company. Gonzales (2019) noted the various works of several
pioneers of site-specific performances in the mid-1990s. They
are Spurits are Closer at Twilight and Let’s Rock by Lena Ang, The
Story of Lotus Flower Dancing on Water, Kotak-Kotak, Tunjang and
Hyrah by Aida Redza and Pasang Suruts by Aida Redza and
Suhaimi Magi. Lena Ang, Aida Redza and Suhaimi Magi were
the earliest active choreographers in site-specific performances
in Malaysia. Around 2010, Aida Redza continued the legacy of
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this show through involvement in several significant productions
and festivals, such as the George Town Festival and Butterworth
Fringe Festival. Among the works produced by RiverLight
Project (2010), River Meets Light (2011), Bridges and Kaki Lima
(2013), Cross Waves & Morries Jetties (2015) and Moved by Padi
(2016).

The year 2000 witnessed
an increase of varied festivals
and cultural activities within
the Malaysian environment,
with  site-specific ~ dance
performances emerging as
a distinct category within
the performing arts. The
George Town Festival, the
Melaka Arts and Performance

; , : Festival (MAPFEST), the

Photo 1: Aida Redza in Move by Padi (2016) at Macallum B h Fri Festival

@ Street, George Town Festival 2016. (Sources: Aida utte‘rwort rln‘ge estival,
Redza). the Sibu International Dance

Festival, the Rainforest Fringe Festival, and the Kuala Lumpur
Urbanscape Festival stand out among these cultural events.
These festivals serve as platforms where a variety of artistic
expressions, including but not limited to visual arts, dance,
music, theatre, media, and photography, come together to
engage the audience. Initiatives such as “Dancing in Place” at
the tranquil enclave of Rimbun Dahan, the urban expanse
of “Dancing in Place City Site” at the Damansara Performing
Arts Centre (DPAC), the site-specific choreographies within the
scope of the “Dancing in Place” event as part of the Urbanscape
Festival in Kuala Lumpur, and the evocative “Dancing in Place”
extemporaneous performance at the UNESCO World Heritage.
Clearly, the landscape of site-specific choreographic offers in
Malaysia is through a period of expansion, as seen by a growing
number of choreographers and performers actively engaged in
these artistic activities. The increase in site-specific performances
in Malaysia can be ascribed to the emergence of a new
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generation that has enthusiastically embraced this distinct dance
style. The rising number of choreographers and dancers, whose
important contributions have been revealed through a variety of
fascinating renditions displayed throughout multiple festivals and
curated programmes, is a striking indication of the proliferation
of this artistic discipline. This increase in creative participation
has resulted in a variety of choreographic expressions, including
solos, duos, trios, quartets, and larger ensemble combinations.
Tony Yap, Azura Abal Abas, Rithaudin Abdul Kadir, Kathryn
Tan, Lee Ren Xin, Rathimalar Govindarajoo, Chai Vivan,
Nurulakmal Abdul Kadir, Tan Bee Hung, and many more began
actively developing site-specific performances.

Performance Site

A site-specific performance was performed outside the theatre,
proscenium or BlackBox stage. The organiser or choreographer
chose the performance site. Location selection is crucial in
site-specific choreography, where work formation requires a
source of inspiration from the location. Wilkie (2002) divides
the performance site into four categories: environment (such as
parks, playground and beaches, building (such as offices, places
of worship, galleries, theatre lobbies, museums, and tunnels),
sculpture art and monuments. This study categorised the
performance site into four categories: environment, building,
sculptural art, and monuments. Diagram 1 displays four
performing sites separated by category.

From Diagram 1, the environment consists of nature,
parking sites, paths or alleys and playgrounds. The buildings
consist of offices, hotels, museums, galleries, universities,
shopping complexes, hospitals, and houses. Meanwhile,
monuments consist of historical sites such as monuments,
historic buildings, and old fortifications with historical
backgrounds for a country. Next, the art of sculpture consists of
art artists have produced.
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The performance site for performance is chosen by the
choreographer or the organizer of a particular festival. The
choice of location depends on the theme set for a particular
festival. However, some organizers give the festival theme and
the choreographer the opportunity to choose his own location.
As for the choreographer, two methods are used to select the
performance site. The first is, depending on the ideas and
concepts that have been chosen or proposed. The second is to
choose a location first and research the background or find
a concept that fits the location. Although there are different
methods of location selection, the success of a site-specific dance
work depends on the choreographic process.

Nature
Playgrounds
Parking Site
Lanes/Roads

Enviroment

2
Hatel, Hotel Lobby, ! Historical Places

Museum, Home,  _____ it Performance o
Unirversity, Haspstahy | Buildings f«—— m ——  Monuments l }Forf;li;iiﬁﬂffﬂse

Bus and Train Station, ! e

Airport i J

Sculptural Arts |

1

: Sculpture Garden ]
i The sculpture artist's work |

Diagram 1: Four category of performance site. (Nurulakmal, 2021).

There are many exciting locations in Malaysia to serve as
performance sites. Nevertheless, every site or public place used
as a performance site needs to formally apply for permission
from the nearby City council. It cannot be used without
permission and must follow the established rules. An example
of the location used as a performance site is Prangin Canal
and Sia Boey Market in George Town, Penang, in conjunction
with the George Town Festival 2011. Private locations
such as Rimbun Dahan are also part of performance sites.
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This location has become one of the site-specific dance
performance sites in Kuang, Selangor, in conjunction with the

Dancing in Place program.

Space in Site-Specific Choreography

Space 1s one of the essential
elements of choreography.
Space is a  physical
environment wherever it
occurs or 1is located and
has various forms. Space
in the dance is divided into
two parts: the personal and
public  spaces.  Personal
space is located around the
body of an individual or
dancer. Public space, on
the other hand, exceeds the
personal space in which
the body moves from one
place to another. Gonzales
(2004) states that space is a
performance area filled with
dancers and dances around
it, and space 1is closely related
to a dancer’s body and is
important in creating a shape
or pattern for work.

Space in  the site-

i’hoto 2: Ruver Meets Light (2011) by Aida Redza at
Prangin Canal, George Town. Source: Lisa Foo.

specific choreography is available at each selected location or
performance site. A performance site has a variety of shapes
and sizes of usable space. For example, a house has several
main spaces, such as a living room, dining room, kitchen,
bedroom and bathroom. The use of this space is important in
the site-specific choreography process. Site-specific choreography
prioritizes the use of space in creative processes where space
on location gives a source of inspiration to choreographers.
The selected space becomes a source of material products

12/12/2023 9:33:10 PG



®

The International Journal of Arts, Culture & Heritage ((JACH)

such as motion motives, ideas, concepts, emotions, and energy.
The choreographer can shape ideas and concepts, and creativity
by exploring the space in the location. The space approach
by Hunter (2005) prioritizes four phases, namely experiencing
the site (experience), expressing the site (producing feelings),
embodying the site (incarnating movement), and receiving the
site (acceptance).

In Hunter’s work, Beneath’s (2004), Hunter has carried out
an improvised process to form motion motives and to refine the
appropriate content and movement in the concept of the work.
Beneath was performed in 2004 in the basement of the mansion
Bretton Hall, which is normally inaccessible to the public. The
piece was conceived and performed in a portion of the structure
with multiple chambers, which pre-production research revealed
to be an abandoned wine cellar connected to a lengthy service
corridor. The area was unheated, covered in a thick layer of
brick dust, and had become a breeding ground for mosquitoes.
The source of movement derived from choreographers and
performers through responses to space will be selected and
combined with being structured into a movement phrase for
the work. According to Hunter (2005), this phenomenologically
experienced notion of “lived space” presupposes by its very
definition a sense of “being” or “presence” on the part of the
subject. The individual absorbs and perceives the site on a
fundamental level through the process of experiencing the
space, becoming present, and receptive to the phenomenological
essences found inside the site.

Next, embodying the site (incarnating or representing the
location) leads to the deep awareness phase to enhance the
relationship between locations and the development of the
physical and mental training of the dancers towards the location.
Dancers and choreographers need regular on-site training to
enhance connectivity with the space to develop the environment,
shape, comfort, and energy available on site. The advantage
of this phrase is that it can increase kinaesthetic awareness and
enshrine the location environment and the concept of the work.
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Dancers are encouraged to revisit the location to refine the
phrase of the movement that has been structured. After these
three phases, Hunter emphasized the phase of acceptance or
receiving the site, which led to the audience’s acceptance of the
site-specific performance and the performers. The audience’s
response will help the choreographer and the concept of his
work. In the site-specific performance, the changing location’s
atmosphere depends on the work’s concept and the performers’
and choreographers’ carrier and appreciation. In Hunter’s work,
Beneath’s has conducted an on-site choreography process and
recorded every activity carried out. Hunter brings the dancers
to the site to conduct the rehearsal by initiating the site by giving
the dancers the task of recognizing, understanding, soul and
experiencing the location environment. The dancers begin the
exploration process by responding to the on-site space. Hunter
emphasizes that this process is not to find comfort alone but
to feel the texture of the wall and floor surfaces and the noise
obtained on site.

From Hunter’s space approach, which includes experiencing
the site, expressing the site, embodying the site, and receiving
the site, this study determined that each of these four processes
corresponds to the observation, research, exploration,
and improvisation processes in site-specific choreography.
Observation and research are tied to the first and second
phases, which involve experiencing and expressing the site.
Choreographers closely observe the site in question throughout
this phase. They focus on its physical characteristics, including
proportions, architecture, textures, and environmental variables
such as lighting and sound. Choreographers can understand
the traits and potential of a site through observant observation.
This step entails not just observing the space as it is, but also
examining its interaction with its surroundings, its historical
or cultural significance, and how people move organically
within it. Meanwhile, for research process, choreographers
explore deeper into the historical, cultural, and social context
of the selected venue during this phase. They may study the
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site’s previous uses, its significance, and any linked narratives.
Understanding the community that interacts with the area
and its role within the greater urban or natural landscape can
also be a component of research. This understanding enables
choreographers to create a dance that resonates with the soul of
the site and engages the audience on several levels.

The third and fourth phases, which are embodying
and receiving of the site, are tied to the exploration and
improvisation processes. Exploration involves physical contact
with the site. Together with their dancers, choreographers
explore with movement inside the space. This includes
evaluating the relationship between the site’s architectural
characteristics, curves, and spatial dynamics with the flow
of various movements and patterns. Exploring the site helps
choreographers discover new movement ideas, allowing them to
produce choreography that seems organic and harmonic with
the surrounding surroundings. This phase may also involve
experimenting with different perspectives by traversing the space
from a variety of angles and sizes. Improvisation, meanwhile, is
a dynamic and spontaneous part of site-specific choreography.
Choreographers and dancers engage in improvised sessions
once they have a thorough understanding of the site and
have explored its potential. During these sessions, dancers
intuitively respond to the energy, textures, and qualities of the
site. This technique frequently results in unanticipated, genuine
movements that emerge from the connection between dancers,
site, and moment. It is possible for improvisation to be a
collaborative and responsive process, allowing dancers to adapt
and modify their movements in response to rapid feedback from
the site.

By combining these four processes—observation, research,
exploration, and improvisation—choreographers are able to create
site-specific choreography that not only fits harmoniously within
the chosen space, but also tells a storey, evokes emotions, and
provides a unique experience that transcends traditional dance
stages. This strategy enables the audience to engage more closely
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with the performance, the dancers, and the space, so generating
a multimodal and immersive creative experience. Diagram 2
classifies space in site-specific choreography as performances.
Observation, research, exploration, and improvisation are the
four processes.

Each of these processes helps the choreographer in
the process of observation (form, size, life), the process of
research (background, life activity), the process of exploration
(experience), and the improvised process (response). Through
these four processes, various material resources can be generated
or formed not only for the motives of the movement but the
message of the work, emotions, sounds, lighting, and the level
of environmental awareness of the location of the performance
can also be used as a source of inspiration. It helps the
choreographer in the process of developing the proliferation of
ideas during the process of work.

———————————— -
~

—! L __ . Form, Size N
i ,O,B,SF B‘{‘{TI,O,N, R Enviroment A
I pEcEApra - /H—islt_o Back rou;1<i, S,
- RESEARCH -+ Neactivy

************ ~<_  Social life  _ -

SPACE IR

————————————

= EXPLORATION - . _ o

____________ 7" Body, Movement,
v Energy, Emotion

———————————— _

—— IMPROVISATION - D

Diagram 2: Four processes classify space in the site-specific choreography.

(Nurulakmal, 2021)

Memory in Site-Specific Choreography

Memory is the past or the old, and it can help us go on with
our lives by assisting us in determining our future. Real and
rational thought is fostered through the development of
memory. Memory also aids in the development of a person
’s unique thought processes. Memory also contributes to the
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development of a person’s more pure and rational thinking.
Memory has a significant role in education, teaching, and
learning. Everyone is better able to recall what he or she
has learnt and experienced. Additionally, it helps us recall
memories and events, whether pleasant or negative. According
to Baddeley (2014), memory is a unified system with both a
long-term and a short-term storage mechanism, both of which
are vital to survival. Memory, time, and metaphor, according
to Stock (2015), are the origins of ideas for every performer or
artist attempting to mould or develop creative works. Each site
has its own information, history or background, and memory-
related functions. Two sources have contributed to the formation
of memory: first, the background of the site (which is already
existing), and second, the choreographer and dancer. Diagram
3 illustrates the Memory Input and Output strategy adapted

MEMORY
Input Output
Site l l
| Choreography Dancers
i ; Idea Experi
History Enviroment Experience 5559 '(;':Jé‘r?;;?
Response Reflex
Life Activi
Social Y

Diagram 3: The input and output memory in site-specific choreography.
(Nurulakmal, 2021).

from the Ebbinghaus Learning Memory model.

Memory 1is divided in site-specific choreography into
Memory Input and Memory Output. Input memory refers
to an existing memory; in other words, it is an experience
or memory present in the site of the performance, such
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as its history and background, environmental life, and
social activities. The information inspires the work process.
Then, the choreographer’s memory is output via concepts
and experiences. During observation and research, the
choreographer’s thoughts and experience can be utilised to
generate new ideas. During the improvised process, the space
has an influence on the dancer’s output memory, which either
exists or appears. Additionally, the output memory of the dancer
1s related with the dancer’s experience and memories. The
technique and experience of a dancer’s own body, for instance,
might foster the process of exploration and improvisation during
the work process. Consequently, response and reflection of the
site and space occur during the process of body exploration and
improvisation.

Space and Memory Relationships in Site-Specific
Choreography Process

The performance of site-specific choreography outside of the
proscenium or BlackBox stage. It was performed in a specific
place that had been selected as the performance venue. Several
creative approaches are applied to the performance’s site to
produce the final product. As previously stated, each area has
a unique space and history or memory. Consequently, the site-
specific choreographic process incorporates space and memory
aspects present at the performance site. Before, during, and after
the work process, space and memory of the site are sources of
inspiration for developing ideas.

In the process of site-specific choreography, space and
memory are choreographic elements that undergo various
similar processes: Observation, research, exploration, and
improvisation. Both elements originate from a specific place.
Observation and research are the initial steps in the process.
Both elements must endure observation and research, which
1s the first step the choreographer must conduct. The process
of observing space elements considers space’s size, form,
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and environment. To organise a choreographic process,
the shape and size of the chosen area must be determined.
In addition, the conditions or atmosphere of the environment
must be observed and researched for the choreographic
process to go smoothly. For memory elements, the observation
and research processes are conducted concurrently, and the
performance site’s history and background are meticulously
explored to understand more about the site. In addition,
social or cultural events and life on-site (if any) should be
explored to enhance material. According to Aida (2019),
choreographers conduct in-depth observation and research in
order to comprehend and learn about the location’s history and
surroundings. In addition to Aida, the choreographer and every
member of the production should carry out these processes.

The procedure of exploring space and memory elements
follows. Exploration is one of the creative processes utilised in
the works, whether traditional, modern, or contemporary dance
works. Exploration is the process of reviewing potential sources
or materials for use in a dance creation. In the course of work,
the exploration phase consists of determining the motion and
floor patterns. In site-specific choreography, the exploration
of space via physical movement, energy, and emotion. In the
meantime, memory exploration is conducted on both types
of memory, input, and output memory. The choreographer
compiled a list of all the memories gleaned via observation and
research. The information retrieved from the input memory will
undergo an exploratory procedure to generate the work’s ideas
and concepts. Regarding the output memory, the choreographer
will initiate the process of exploration using the accessible
ideas and experiences, as well as the obtained response to the
input memory. The exploration process for dancers consists of
responses and reflections on output and input memories.

The following 1is the improvisational process that
choreographers and dancers undergo. Improvisation is
characterised by activities that are executed without mental
or physical preparation and on the spot. The improvisation
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of space and memory
occurs in two situations:
the choreographic process
and the performance itself.
Through responses and
thoughts on space and place
memory, choreographers and
dancers will improvise their
bodies in choreography. In
the meantime, the dancers
should be prepared to
improvise throughout the
site-specific  performance,
as it differs from a stage
performance due to the
influence  of  multiple
elements. Among these
are audience variables,
the environment, and the
climate. According to their
respective  positions, the
positions of artists and
audiences are restricted

for stage performances. Photo 3:ul;e Ren Xin in City of Entertainment di River
However, there are no of Life, KL. (Researcher Source).
restrictions for site-specific

performances; audience placement is determined by the setting

and the choreographer. Environmental and meteorological

aspects must also be considered, as there are no prohibited

locations. For example, Lee Ren Xin’s City of Entertainment

was exhibited at Dancing in Place, River of Life, Kuala Lumpur.

The work was presented in the construction zone, which is still

under construction as the show continues. The second day

of the performance is similarly threatened by the weather, as

torrential rains have pushed the Klang River to nearly reach the
performance area. According to Ren Xin (2019), she anticipated

and improvised choreography in order to handle the situation.
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In site-specific choreography, the improvised process is
one of the most essential systems or strategies for preparing
choreographers and dancers for the aforementioned conditions.
Nonetheless, improvisation can have a negative impact on
choreography if it is not implemented or structured properly.
The choreographer should emphasise to the dancers the
difference between structured and uncontrolled improvisation.
Structured i1mprovisation is an improvisation of motion
developed by choreographers or dancers themselves, and it
1s moulded into a single motion phrase through the dance
composition process. Meanwhile, unstructured improvisations
that are executed spontaneously are frequently utilised during
the performance. The link between space and memory in the
choreographic process is depicted in Diagram 4.

—  Space — Observation —
0
T N IR
}i —  Research —
T S VR I . o
SIE. — nspiration —{ | Compositon - Sitespeciic
| —— Exploration —|
I e T T
g
—  Memory — Improvisation—'

Diagram 4: Relationship between space and memory in site-specific choreography
process (Nurulakmal, 2021).

The development of a choreographic process for site-specific
dance works demonstrates the significance of the interaction
between the space and memory elements of a performance site
via this Diagram 4. Space and memory elements have a unique
relationship in site-specific choreography, which is inspired
by observation, research, exploration, and improvisation. This
figure illustrates how both elements influence one another in site-
specific choreography. These two elements served as the primary
inspiration for the site-specific choreography.

In addition, the relationship between space and memory in
the choreographic process of site-specific dance works might
aid the choreographer’s creative process. This study has derived
from Diagram 4 a site-specific choreographic model that
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Diagram 5: Modell of Site-specific Choreography (Nurulakmal, 2021).

will assist choreographers in creating site-specific works. The
utilisation of space and memory can spark a variety of inventive
processes. Diagram 3 illustrates how elements of space and
memory can assist choreographers in creating engaging site-
specific dance works.

This model begins with the site, followed by two fundamental
elements: Space and Memory. Space and Memory serve as
a source of inspiration for site-specific choreography. After
this initial phase, research, exploration, construction, and
improvisation follow. After completing the previous four phases,
the choreographer begins to compose the entire choreography
using the dance composition procedure. During the creative
process, these four phases aid the choreographer in the
development of the concept and idea. In this Diagram, the
highlighted construct may be seen. In the composition process,
the choreographer will construct all the material obtained
from other processes. The eventual occurrence of this process
is contingent upon the choreographer and the choreographer’s
idea.

Conclusion

The performance of site-specific choreography is one of a
kind since it has not been staged in a conventional venue; rather,
it is shown in an unusual setting, which was selected because of
the site’s invigorating particularity and’spirit’ in a performance
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(Azura, 2019). This statement provides further evidence that the
selection of the location is an essential component of site-specific
choreography. Each site has a distinct quality that sets it apart
from others, whether it be the form, size, atmosphere, or history.
Because the elements of space and memory at a particular site
influence each other during the choreography process, a site-
specific dance work should centre on the use of space rather
than memory alone. They will be able to construct a one-of-a-
kind piece of site-specific dance work with the assistance of a
new emerging site choreographer who will provide them with a
model for site-specific choreography.
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