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Introduction

Nordic Forum for Dance Research

Nordic Forum for Dance Research (NOFOD) was established following a Nordic Culture Fund
initiative in 1987 to strengthen dance research and exchange in Northern Europe. Since its first
conference in Copenhagen in 1990, NOFOD has become a central meeting place for dance
researchers and practitioners across the Nordic region. In conjunction with the 17th NOFOD
Conference, chaired by Katrin Gunnarsdottir and hosted by the Iceland University of the Arts in
Reykjavik, a new NOFOD Working Group dedicated to screendance was established at the
initiative of Vice-Chair Ami Skanberg. The initiative responds to the growing significance of
choreographic work created specifically for the camera, the expanding role of digital platforms
and social media in dance education and dissemination, and the need to address these
developments within both dance practice and dance research. As digital technologies continue
to reshape how dance is created, experienced, documented, and shared, the Screendance
Working Group seeks to facilitate critical dialogue around these transformations. It also lays the
groundwork for the theme of embodiment and technology at the forthcoming NOFOD
Conference in Gothenburg, 19-22 June 2028.

The formation of the Screendance Working Group at NOFOD also represents the continuation of
a long-standing ambition to strengthen Nordic engagement with the international field of
screendance. This ambition dates back to the Director/Choreographer Dialectic — Dance for the
Camera Symposium (2000)!2, initiated by Doug Rosenberg, where Ami Sk&nberg first
encountered many of the pioneers of the field, including Amy Greenfield, Sally Banes, Silvina
Szperling, Ellen Bromberg, Elaine Summers, Elliot Kaplan, Pooh Kaye, Nuria Font, Deirdre Towers,
Li Chiao-Ping, and Laura Taler. That symposium proved formative, not only in shaping Skanberg's
own artistic and scholarly trajectory, but also in demonstrating the value of an international

INascimento, Claudia Tatinge, and Jessica Berson. "Dance for the Camera Symposium:(University of
Wisconsin-Madison, 9-13 February 2000)." Dance Research Journal32.1 (2000): 165-169.
https://doi.org/10.1017/5S014976770000588X

2 https://screendancesymposium.art.wisc.edu/archive/2000-symposium/
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© 2026 Skénberg & Kalyanasundaram. This article is published under a Creative

Commons Attribution 4.0 International License
(https://creativecommons.org/licenses/by/4.0/)

136


https://doi.org/10.18061/screendance.7756
https://creativecommons.org/licenses/by/4.0/
https://doi.org/10.1017/S014976770000588X
https://doi.org/10.1017/S014976770000588X
https://screendancesymposium.art.wisc.edu/archive/2000-symposium/

1JSD Volume 16: Feminist Perspectives in Screendance

community of practice. It highlighted the importance of creating spaces where artists and
researchers can recognise that they are part of a broader field, and where practices that may
appear peripheral in one context can emerge as central in another. This commitment was
renewed through participation in the State of the Art Screendance Symposium (2022), where
Skanberg reconnected with Silvina Szperling and met colleagues including Autumn Mist Belk,
Clare Schweitzer, Claudia Kappenberg, Sandhiya Kalyanasundaram, and Dominique Rivoal. These
encounters contributed to the development of the international network that now informs the
NOFOD Screendance Working Group and culminated in the initiative to gather researchers and
practitioners in Reykjavik.

Situated within the NOFOD conference theme, Centre & Periphery: Dance, Identity & the Politics
of Place, the inaugural meetings explored considerations of the place of screendance within
contemporary dance research. Although screendance has developed into a well-established
international field over several decades - supported by dedicated festivals, scholarly networks,
and the International Journal of Screendance since 2010 - it remains underrepresented within
broader dance research organizations and conferences. The establishment of the NOFOD
Screendance Working Group therefore marks an important step towards strengthening the
visibility of the field within Nordic dance research.

Beyond artistic and scholarly exchange, participants expressed a shared commitment to building
an active community through regular online meetings, the sharing and discussion of works in
progress, collaborative filmmaking, joint writing projects, and mutual support across artistic and
academic practices. Drawing on the diverse expertise of its members, the NOFOD Screendance
Working Group aims to develop collaborative artistic and scholarly outcomes for presentation at
the 2028 NOFOD Conference, potentially including a curated screendance program and an
experimental "screened book" that integrates moving image, research, and artistic practice.

The roundtable gathered six researchers and practitioners with extensive experience in
screendance, while the subsequent Working Group meeting attracted seven additional
participants, demonstrating strong interest in continued collaboration.

The ambition of the group is not only to support artists and scholars working explicitly within
screendance, but also to engage researchers whose work intersects with moving-image practices
in dance. This includes historiographic studies of dance archives documented on film,
investigations of dance companies’ use of AR, VR, and MR technologies, analyses of students’
presentation of artistic projects through social media platforms, and emerging research on the
growing role of artificial intelligence in dance creation, documentation, and education. In this
way, the group seeks to broaden the understanding of screendance as a critical framework for
examining the increasingly mediated and technologically embedded realities of contemporary
dance practice.

Screendance, Intermediality & Digital Presences in the Glocal
This screendance roundtable was convened by Ami Skanberg for the NOFOD dance conference

in Reykjavik, June 2026. The panelists were: Ami Skanberg, Autumn Mist Belk, Clare Schweitzer,
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Claudia Kappenberg, Dominique Rivoal and Silvina Szperling. The roundtable proposed the
following theme for debate: Screendance, Intermediality & Digital Presences in the Glocal and
investigated screendance as artistic research grounded in the glocal - the interplay between
global circulation and the specific politics of place. By focusing on how screen-based
choreographies responded to local environments, the panel examined how screendance can
operate as a strategy for visibility and resistance from the margins. The panel brought together
artists and researchers whose work engages with the camera as an interlocutor in situated
movement practices. Rather than treating screendance as a universal digital form, the discussion
centered on how embodied knowledge is shaped by local histories, ecologies, cultural traditions,
and uneven access to technological infrastructures. The questions posed were: How do mediated
bodies negotiate belonging and cultural specificity? How can screendance reposition peripheral
practices within global artistic circuits? The panel approached the screen not merely as a
recording surface but as a site where local gestures and environments are reinterpreted. Through
short presentations and dialogue, the panel explored intermedial strategies that foreground
locality-walking, sensing, filming, and editing as methods of attending to situated experience. By
sharpening the focus on glocal politics, the roundtable proposed screendance as a critical practice
for examining how place-based knowledge is transformed through mediation, and how artists
working from the margins develop choreographic and aesthetic strategies to navigate and
reshape global visibility.

Key themes which emerged during a first round of presentations by the six panelists are
described below:

1. Place as Choreographic Condition

Place emerged across the panel discussion as a creative choreographic collaborator shaping
movement, camera behavior, and spectatorship. Autumn Mist Belk described her practice as
being “embodied in the site,” encouraging students to develop long-term relationships with
place, and explaining how her editing choices aim to evoke a meditative, physiological response
in viewers. Belk’s site-responsive practice ensures that movement and editing emerge from lived
spatial experience rather than place as backdrop. Silvina Szperling discussed "islander
corporeality" in relation to life in the Parana Delta, arguing that everyday activities shape
movement practices and make it difficult to separate daily labor from dance. She posed the
question, "What is the difference between living and dancing?", exposing the close relationship
between environment, movement and everyday life.

The debates of the panel built on a discussion which has a long tail in the International Journal of
Screendance. Harmony Bench argued in an essay from 2010 that screendance often places
dancers in “anonymous, acontextual, blank spaces,”® which she names as no-place. In these
edited environments, bodies appear to “hover, glide, suspend, skim, and float,”* detached from

3 Bench, Harmony. “Anti-Gravitational Choreographies: Strategies of Mobility in Screendance.” The
International Journal of Screendance 1 (2010): 54 https://doi.org/10.18061/ijsd.v1i0.6138
*lbid., 53.
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any real ground. She also describes any-place—sites that could be anywhere at all, “not this
rainforest but a rainforest, not this island but an island, not this gas station but a gas station®>—
where dancers can be dropped in without forming any real relationship to the environment.
Bench argues that when dance is displaced into no-place or any-place, physical, cultural, and
ecological textures that shape embodied experience of place get lost. The panel’s focus on site-
specific work restores and reintroduces the particularities of place as core choreographic
material.

In 2014, Kyra Norman’s writing on site-based screendance provides another useful frame for the
panel's focus on place. Norman notes that screendance is often created and perceived through
multiple layers of space, from the physical site of filming to the space of the screen. Drawing on
Tim Ingold’s idea of place as a knot of intersecting lifelines rather than a fixed node, Norman
writes that place emerges through paths crossing, lingering, and dwelling®. Her reflections align
closely with the panelists’ shared interest in working with the textures, histories, and
atmospheres of real environments.

A

N

Fig.1. Our Perception of Depth video still, 2026 courtesy Autumn Mist Belk.

2. Materiality and Intermediality

In the panel discussion, materiality found parallels with the concept of interference in physics,
where two waves encounter and alter amplitude, direction, or pattern. Similarly, screendance's
materialities interfere with the screenic body, the filmmaker and environment. This encounter
produces a more tactile, and vulnerable experience of the work. Clare Schweitzer described her
analog practice through the chemistry of “silver nitrate and potassium bromide... painted on
film.” Her approach to screendance foregrounds the physicality of the medium. She allows
chemical emulsion and graininess to generate rhythm and texture. Schweitzer’s material
interventions on 16mm film and her insistence that the marks, scratches, and chemical blooms

® Ibid., 59.
6 Norman, Kyra. “In and Out of Place: Site-based Screendance.” The International Journal of
Screendance 5 (2014): 15.
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carry a choreographic presence echo Douglas Rosenberg’s call for screendance to foreground its
own material conditions.’

Fig. 2. Stills from handmade 16mm emulsion test by Clare Schweizer. Recipe from Robert Schaller;
Camera by Evelina Groll.

Claudia Kappenberg argued for making space for the imperfect, lumpen and difficult narratives
and experiences. By working with the screen as a site to be challenged and reimagined, she finds
ways to tell the stories of silenced bodies. Drawing on the history of experimental film, she
highlighted that film and digital media possess a technological body whose glitches, scratches,
and failures expose the medium’s vulnerability. Invoking Martin Heidegger’s argument that tools
reveal themselves through failure, she described how breakdowns in the visuality of the image
can speak to the fragility of archives and of the stories they hold.

Fig. 3. 1905 — 2001, Vienna — London — Bombay video still, Claudia Kappenberg, 2026

This panel discussion on materiality can be placed in dialogue with the work of other scholars
such as Katrina McPherson and Erin Brannigan. In Making Video Dance (2019), Katrina
McPherson explores the camera as an active, dynamic participant in choreography, describing
how the two-dimensional frame, lens choices, and post-production techniques physically alter

7 Rosenberg, Douglas. “Screendance: Inscribing the Ephemeral Image.” The International Journal of
Screendance 1 (2010):2 8-50.
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the viewer's perception of velocity, weight, and feeling in choreography.® For Brannigan
(Dancefilm, 2011) on the other hand, this manipulation of kinesthetic empathy is deeply
political®; it can reinforce idealized cultural norms or disrupt them by exposing human fallibilities.
Kappenberg also explored the archival material's visible wear in "The Logic of the Copy, from
Appropriation to Choreography" (2010). Reflecting on David Hinton and Rosemary Lee’s film1°
‘Snow’ (2003), she argues that grain and degraded texture function as a marker of historical
distance and fragility, made legible precisely through the contrast with the crisper contemporary
media they are embedded in. The panelists’ discussion made visible how material conditions
function as critical strategies in choreographic meaning making.

3. Embodied Camera and Witnessing

While embodied camera is one of the panel’s modes of making screendance, Dominique Rivoal
specifically described her “moving camera witness” method*! as a form of relational filmmaking.
In her dyadic approach, the filmmaker does not stand apart from the action but moves within it,
responding to breath, proximity, and the shifting motional dynamics of the encounter. Her
approach resonates with Katrina McPherson’s reflections on the camera as actively shaping and
being shaped by the movement it follows.*? Erin Brannigan’s adapted use of the dance term
gestural anacrusis to the camera in her book Dancefilm, deepens this perspective because it
describes the anticipatory, pre-movement sensitivity that informs camera operation and
editing.®3

8 McPherson, Katrina. Making Video Dance: A Step-by-Step Guide to Creating Dance for the Screen. 2nd
ed. (London: Routledge, 2019), 57-92, 119-158, 196—-224. https://doi.org/10.4324/9781315452654

% Brannigan, Erin. Dancefilm: Choreography and the Moving Image (New York: Oxford University Press,
2011), 25-48. https://doi.org/10.1093/acprof:0s0/9780195367232.001.0001

10 Kappenberg, Claudia. The Logic of the Copy, from Appropriation to Choreography. The International

Journal of Screendance 1 (2010):1 27- 40 https://doi.org/10.18061/ijsd.v1i0.6140

11 Rivoal, Dominique. "A Somatic Approach to Filming: The Moving Camera Witness."

Doctoral thesis Middlesex University, 2022. The mover in this image is Claire Loussouarn.

12 Katrina McPherson, Making Video Dance: A Step-by-Step Guide to Creating Dance for the Screen, 2nd
ed. (London: Routledge, 2019), 71-95. https://doi.org/10.4324/9781315452654

13 Brannigan, Erin. Dancefilm: Choreography and the Moving Image (New York: Oxford University Press,
2011), 133. https://doi.org/10.1093/acprof:0s0/9780195367232.001.0001
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Fig. 4. Claire Loussouarn at Hackney Marshes filmed by Dominique Rivoal.

This sensitivity allows the camera to be responsive to the dancer's movements in Rivoal's method
as a somatic, relational, and perceptual tool. Rivoal remains grounded in her deep interest in “the
space in between.” while drawing on Eila Goldhahn and Heike Salzer, to frame filming as a
perceptual and affective exchange.

This multi-directional web of embodied awareness and silent witnessing, where barriers between
the self and the other are broken down, can be read alongside classical Indian traditions. In
accounts of movement and perception in Kashmiri Shaivism, the notion of Spanda’#?° offers a

14 Singh, Jaideva. Spanda-Karikas: The Divine Creative Pulsation: The Karikds and the Spanda-nirnaya
(Delhi: Motilal Banarsidass, 1980), xvi.

15 1n Kashmiri Shaivism's non-dual framework, mind and body are not separate domains. While | discuss
Spanda analogically for understanding the spontaneous and responsive emergence of movement in
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useful conceptual parallel. By suspending pre-choreographed action and waiting in stillness, the
participants allow the kinetic dialogue to emerge from what is understood as Spanda—the
underlying, creative impulse of consciousness that gives rise to spontaneous, unchoreographed
movement within a state of embodied awareness. When contextualized with Rivoal's dyadic
practice, this concept helps explain how movement emerges responsively through the encounter
itself, as filmmaker and mover remain open to subtle shifts in awareness emerging between them
through attention to breath, gesture, and presence. The notion of the Sahrdaya’® Vis equally
useful for understanding witnessing in Rivoal's practice. While Spanda helps explain how
spontaneous movement emerges within the encounter, the notion of the Sahrdaya explains how
that emergence may be witnessed through empathetic attunement. The camera participates in
the unfolding encounter, becoming an extension within a shared, co-creative dyadic space.
Reading Rivoal's practice through these concepts broadens discussions of embodied
responsiveness and witnessing, interculturally, in this case by inviting a dialogue between
screendance scholarship and classical Indian thought.

Rivoal’s practice can also be productively understood through post-phenomenological
frameworks such as the work of Don Ihde®®. For instance, the filmmaker may sustain what lhde
calls a pure Embodiment Relation, when adopting the “moving camera witness,” a method based
on Authentic movement?'? (Janet Adler, 2002) where the filmmaker and dancer form a dyad. The
camera witness places their attention on both the mover and the self, while witnessing their own
impulses to move - without taking those up - until moved relationality by the dyadic encounter.
Yet the realities of filmmaking continually challenge staying in this mode while introducing other
relational modes that Ihde describes. Technical decision making such exposure, focus, battery,
audio demand may temporarily form a Hermeneutic Relation. Or when the physical weight,
balance, or resistance of the rig asserts themselves as a quasi-other that must be negotiated, an
Alterity Relation becomes foregrounded?°. Rivoal’s practice moves fluidly among these ‘situated
relationships’ filmmaker/mover; filmmaker/camera; filmmaker/self; using camera witnessing as
a way to continually be somatically responsive and relational.

4. Ecological and Amphibious Movement

Ecological modes of making screendance were discussed by the panel as a lived condition and
generative because the environment’s resistance actively sparks, co-creates, and shapes new
movement vocabularies. Silvina Szperling shared her work in the Delta of the Parana River. This

Rivoal's practice, Kashmiri Shaivism does not define Spanda as bodily movement. Spanda refers to the
subtle pulsation of a dynamic consciousness. Human perception, sensation, thought, and action emerge
as plural expressions in a field that includes the environment.

18 |bid., xiv.

17 Sahrdaya traditionally refers to a connoisseur of one heart with the performer, having developed a
cultivated capacity for aesthetic and affective resonance.

18 lhde, Don. Technology and the Lifeworld: From Garden to Earth. (Bloomington: Indiana University
Press, 1990). https://doi.org/10.2979/3108.0

19 Adler, Janet. 2002. Offering from the Conscious Body. Rochester, VT: Inner Traditions.

20 bid., 65-90.
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muddy, blemished landscape is forty kilometers from Buenos Aires. She introduced stills
from Territorio Expandido directed by Florencia Ferrero and Lucia Pérez, 2023 and her own in-
progress documentary Camalotal, both filmed in the riverside village of Itekoa. Camalotal is
additionally shot at Arglello Lagoon, Chaco, Argentina. She explained how the women who
appear in these films navigate the shifting terrain of water, soil, and aquatic plants. Her
description of women traversing mud, water, and plant life, “investing their bodies in everyday
tasks”, positioned the environment as an active choreographic agent. Szperling’s description of
women's bodies as “amphibians” outlined a porousness between body and environment,
capturing how these women move between land and water, and between the city and the delta,
developing what she called an “islander corporeality.”

Fig. 5. Still from Camalotal (work in progress) by Silvina Szperling.

In Szperling’s eco-screendance, the terrain of the Parana delta may be seen to perform Lepecki's
framework of choreopolicing?!, leading to choreography emerging from negotiating the political
and physical demands of this site. Szperling’s work also intersects richly with Melanie Kloetzel’s
argument that the body’s raw vulnerabilities are exposed outside the studio??. In the delta, these
vulnerabilities appear in bodies working, adjusting, and sometimes struggling against the site’s
shifting conditions. In addition, the everyday, task-based corporeal negotiation described by

21 Lepecki, André. “Choreopolice and Choreopolitics: or the task of the dancer”, TDR/The Drama
Review 2013; 57: 4 (220), 13-27. https://doi.org/10.1162/DRAM a 00300

22 Kloetzel, Melanie. 2015. “Bodies in Place: Location as Collaborator in Dance Film.” International
Journal of Performance Arts and Digital Media 11 (1): 18-41.
https://doi.org/10.1080/14794713.2014.927712
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Szperling reflects what philosopher Jane Bennett calls “vibrant matter.”?® When dancers perform
amphibious movement in shifting terrain, mud, water, and plant life assert their own agency, and
movement becomes a shared exchange between dancers and the material world. Screendance,
here, partners with the more-than-human world by foregrounding the shared agency that arises
through these entangled encounters. As Szperling noted, “l want my camera to care for, record,
or film, or mirror these bodies and | propose that intermediality could be intersubjective.”

5. Archival Excavation and Alternative Histories

The archive is a place where histories are constructed, obscured, and sometimes deliberately
erased. Therefore, the panel considered the archive as a contested terrain. Claire Schweitzer’s
search for “screendance sitting in corporate boxes” excavates forgotten, inaccessible, or
institutionally buried works. This aligns with Sherril Dodds' writing in 'On Watching Screendance'
(2019), where she notes that which is classified, named and made visible as screendance is closely
bound to marketing and funding systems.?* It also aligns with Ann Cooper Albright extensive
writings on institutional access to dance archives, whose gatekeeping dictates whose creative
labor is remembered or erased.?>

Claudia Kappenberg’s described her archival project on expressionist dancer, choreographer and
pedagogue Hilde Holger where she combines historical footage that shows signs of degradation
and new high-definition material. The composition foregrounds memory, absence, trauma, and
embodied history through material manipulation. This mode of filmmaking also features in Ann
Cooper Albright’s theoretical discussion of presence and absence. In 'Traces of Light' (2007),
Albright examines how ephemeral dance history can be reconstructed through fragmented,
imperfect media traces.?® Albright also argues for a dual commitment to dance as both political
- that is bound up with power and the politics of representation - and poetic, a creation of form
and sensation through movement itself. Kappenberg's approach to working with archival media
combines both those aspects, inviting the viewer to confront the physical decay of the media
including visual graininess as a visceral reminder of trauma, memory, loss, and the passing of the
somatic body. Together, the panelists proposed archival excavation as a choreographic and
political act by excavating material traces, and opening space for alternative histories to emerge.

23 Bennett, Jane. Vibrant Matter: A Political Ecology of Things. (Durham: Duke University Press, 2010),
vii-viii. https://doi.org/10.1215/9780822391623

24 Dodds, Sheril. “On Watching Screendance”, The International Journal of Screendance 2019:

10. https://doi.org/10.18061/ijsd.v10i0.6726

25 Albright, Ann Cooper. Engaging Bodies: The Politics and Poetics of Corporeality. (Middletown,

CT: Wesleyan University Press, 2013), 1-15.

26 Albright, Ann Cooper. Traces of Light: Absence and Presence in the Work of Loie Fuller (Middletown,
CT: Wesleyan University Press, 2007), 23-45.
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Prompt 1: How do intermedial screendance practices transform place from a background space
into a choreographic and political condition?

Claudia Kappenberg and Claire Schweitzer argued that intermedial screendance transforms place
from a passive backdrop into an active choreographic and political condition through attention
to the materiality of the medium itself. Kappenberg emphasised how film technologies such as
16mm make visible the processes of framing, recording and mediating place by discussing
Filmmaker Lucy Cash's 16mm film, How The Earth Must See Itself (A Thirling)
(https://lucycash.com/work/how-the-earth-must-see-itself-a-thirling) which was made as a
response to the writing of the Scottish poet and writer Nan Shepherd (1893-1981). Through a
further example of analogue film degradation in Alia Syed’s film Priya, 2011
(https://www.aliasyed.co.uk/priya), for which the artist temporarily buried the 16mm filmstock
amongst fruit and vegetable, Kappenberg suggested that place is produced not only through
what is represented on screen but also through the material qualities of film, which reveal
histories, temporalities and relations between bodies, landscapes and technologies. This
foregrounding of mediation draws attention to questions of inclusion, exclusion and perspective,
making place politically significant.

Similarly, Schweitzer drawing on practices such as manipulating film stock, using found footage
and camera-less filmmaking, argued that the physical properties of film create a tactile
relationship between body, image and environment. She further stressed the importance of site
specificity. Through her own work engaging with the colonial and ecological histories of invasive
plant species in California, Schweitzer demonstrated how material film processes can embed
historical, environmental and political narratives within the choreographic treatment of place.
For her film Battery Eupocalyptus (2025), shot on 16 mm at a former military site in the San
Francisco Bay Area, she used a phytographic process where she took pieces of eucalyptus and ice
plants and basically put them onto high contrast film to highlight the absurdity of a place built
for but never encountered combat and brought in invasive non-natives to California that are one
source of fires today. She also discussed Stan Brakhage's 16mm film Mothlight (1963) in the
context of how screen and materiality can reveal the fragility of the body.

Together, the speakers proposed that place emerges through the interaction of bodies,
technologies, environments and media processes, revealing its political and choreographic
dimensions.

Prompt 2: What does it mean to create screenings from the margins globally and digitally
circulating for? How is visibility negotiated, reframed or resisted?

The panel challenged the notion of fixed margins and provided different examples to show the
contingency of margins based on local contexts. Autumn Mist Belk noted that screendance itself
may occupy a marginal position in relation to dance, film and digital arts, while also containing
its own centers and peripheries. The panelists observed that online platforms increase access
and visibility to screendance works while simultaneously constraining works in their capacity to
stand out in the oversaturated space.
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Looking at film through a creative lens, Rivoal argued that directors are embedded within their
work, motivated by an artistic longing to connect with and be visible to their audience. Szperling
approaches filmmaking ethically. She advocated for directors to develop dialogic collaborations
with both human participants and the more-than-human worlds of nature. Ami Skanberg
critiqued the increasing influence of platform-driven aesthetics on screendance as adherence to
algorithms may reduce distinct dance traditions into marketable trends.

In closing, the panel noted that the visibility and reach of screendance have expanded globally
through digital platforms and international festivals. However, the screendance field sustains
itself largely through grassroots festivals and initiatives led by practitioners. The conversation
reinforced the importance of artistic decision-making, ethical responsibility and expanding the
practical networks through which work reaches audiences.

Synthesis/Discussion: Interference, Relationality, and the Work of Seeing

Fig. 6. Still from walkshop ‘Becoming Trees’ for OneByWalking-researchers at Thingvellir 2026 by
Ami Skanberg.

Across the panel, screendance emerged as a field defined by relationality between bodies,
places, materials, technologies, and histories. Each theme threaded through the panel discussion
revealed how movement becomes meaningful through its encounters with land, weather,
archives, the camera, the fragile surfaces of film and digital media and among the
dancers. Whether through Szperling’s amphibious bodies traversing mud and water or Belk’s
meditative editing shaped by breath and landscape, place emerged as a force that shapes
movement, perception, and spectatorship. Schweitzer’'s and Kappenberg’s interest in glitches
and ruptures revealed the raw film's materiality with its own vulnerability and history. Their work
revealed a way of seeing through the fragility of archives.

Rivoal’s “moving camera witness” method reframed filming as an embodied, intersubjective act.
Alongside broader shifts in screendance acknowledging the filmmaker’s presence, subjectivity,
and ethical responsibility, this method offered multiple aspects of self-aware witnessing by the
filmmaker. Szperling’s work foregrounded entanglement of human and more-than-human
worlds along with ecofeminist movements. Her framing recognized the precarity of
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environments and the need for the camera to “care for, record, or mirror” the bodies within
them. The panel’s engagement with archives opened the political stakes of remembering.
Methods of excavating absence, trauma, and embodied memory allowed alternative narratives
to emerge. Schweitzer’s critique of canonical myth-making and Kappenberg’s work with
degraded archival footage exposed the cracks in the archive, showing that institutional archives
may be highly curated and incomplete by leaving out marginalized voices, alternative viewpoints,
and inconvenient truths.

These panel revealed screendance as a practice of interference, relation, and attention where
movement is continually shaped by place, material, ecology, technology, and history. The panel’s
discussion explorations invite us to consider how screendance can cultivate ways of seeing that
linger, dwell, and remain attentive to the textures of environments and the delicate, fragile
nature of media records.

Screendance-as-you-go

As part of the conference, the workgroup participated in a 'screendance-as-you-go'-
afternoon initiated by Skanberg, who aims to develop collaborative methodologies for
screendance-making based on shared decision-making, collective authorship, and openness to
leadership emerging from within the group. Skanberg planned the route in dialogue with her
colleague Elva Bjorg Einarsdéttir, researcher in tourism studies at the University of Iceland.

Einarsdottir’s research focuses on place-making, employing relational and more-than-human
perspectives to foreground the multivocality and agencies of places. These perspectives resonate
strongly with recent developments in screendance, where questions of site, environment, and
more-than-human relations have become increasingly significant. While the route was planned,
the 'screendance-as-you-go'-method generated discussions around differing understandings and
experiences of nature. The Screendance Workgroup participants brought diverse cultural,
geographical, and professional experiences of working in and with environment. This raised
guestions about what is taken for granted when entering a place. Iceland’s climate and
environmental conditions, for example, shaped bodily experience in ways that may differ
substantially from other contexts.

Although the working methods had been negotiated in advance, unexpected encounters called
for further reflection. At one site, Raudhdlar (Red Hills), our presence coincided with a horse
excursion. Raudhdlar is a group of pseudo craters formed around 5,000 years ago when hot lava
flowed over wetlands, trapping water beneath the surface. The resulting steam explosions
created crater-like formations, even though they are not true volcanic craters. Their distinctive
red color comes from iron-rich volcanic scoria that has oxidized over time.

At this site, human presence within these pseudo craters, which also support a variety of small
plant species, raised questions about the impact of visitors on both the fragile soil and its
vegetation. It also prompted discussions about whether we were inadvertently transgressing
unwritten norms governing the use of landscapes that are experiencing increasing numbers of
visitors. These questions resonated with Iceland's growing tourism industry and the ongoing
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negotiation of how such places are inhabited and shared. Skanberg’s offering - a meditation
inviting participants to become and embody trees, while engaging with Iceland’s history of
deforestation and reforestation - raised new critical questions. Did this practice lead us to
overlook the actual site around us, or were we in fact engaging more deeply with the conspicuous
lack of trees present there?

Fig. 7. Tree Meditation and Narratives at Raudhdlar, Iceland, Ami Skanberg.

In another location, participants discussed how different grounds respond differently to human
activity: while some varieties can tolerate foot traffic, others may be damaged for decades by a
single step. Ecological knowledge is locally situated and cannot be assumed to travel seamlessly
between contexts. What may seem an unremarkable landscape practice in one country, such as
Sweden, may carry very different ecological implications in another. In Iceland, for example,
geothermal activity and the large number of visitors mean that many environmental features and
practices are explicitly marked and managed through signage.

Looking ahead, a key question for future collaborations is how methodologies can accommodate
such differences. How can screendance practitioners collaborate across diverse geographical,
ecological, and aesthetic contexts while remaining attentive to situated knowledge, unequal
familiarity with place, and differing embodied relationships to environments?

Future collaborative approaches may need to develop ways of working with difference as a
creative and methodological resource.
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Fig. 8. Landscape management through explicit signage in Iceland, Ami Skanberg
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