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Daniela Perazzo Domm’s growing body of research explores the convergence of aesthetics and the political in contemporary performance practices. Her writing roams the terrain of continental philosophy and political theory, which she applies to questions of po(i)etic, critical, and ethical potentialities within experimental performance practices. Her first monograph, Jonathan Burrows: Towards a Minor Dance, is the product of extensive observation, discussion, and fascination with the collaborative endeavors of British choreographer Jonathan Burrows and feeds into the current trend in dance scholarship to interrogate choreographic practices, and, in many ways, address what it means to write dance. 
Scholarly analysis of the intuitive decision-making process of choreography has largely been under-theorized
 or, owing to mistrust or misunderstanding of professional artistry at an institutional level, has often been circumvented.
 Nevertheless, over the past couple of decades there has been increased interest in the inner workings of contemporary performance practices that continue to gather traction. Previous research, by writers such as André Lepecki,
 Alys Longley,
 and Jasmine Ulmer,
 has criticized past attempts to confront the difficultly of expressing, in words, what others prefer to communicate through the body. This is problematized further by the traditional position of the writer as spectator, underpinned by the practice of writing about artistic practice rather than from it (see the work of Rosemary Butcher and Susan Melrose
, Rosemary Lee and Niki Pollard,
 and Niki Pollard
 for a critique of this viewpoint). What exists in this refreshing manuscript is writing that works alongside the choreographic enquiries of the artist-choreographer; writing that wishes to follow and unfold other potentialities within a dance-making process. 

As the title suggests, Perazzo Domm’s research skillfully familiarizes the reader with the range of ways in which Burrows’s oeuvre plays at the edges of normative structures. This endeavor drives the key argument of the book, which reflects on Burrows’s choreographic practice as a means of radically assessing dance’s current critical and political position. It does so from within the shifting patterns of knowledge found inside an artist’s choreographic enquiry. The book is formed of seven chapters each providing an accumulative unfolding, and provisional sense making, of how Burrows’s work contributes to a reconceptualization of choreography. 


The reader is taken through a series of encounters with Burrows’s oeuvre. The first is balanced between the opening two chapters, which provide the historical context within which Burrows is positioned. Here the reader is acquainted with the notion that Burrows’s choreography—often thought of as a layering of British ballet and English folk dance, British (and American) postmodern dance, and the experimental quality of European practices—be considered a minor practice. Perazzo Domm’s adoption of the Deleuzoguattarian notion of minor literature, understands Burrows’s disruption of these established forms as a practice of deterritorialization.
 As the chapters unfurl, the author suggests Burrows’s choreography is a “form of ‘minor dance,’ illuminating the entanglement between the linguistic/choreographic and political possibilities” (p. 9) extending from his manipulation of conventional dance codes. Through this standpoint, the reader is directed toward how Burrows’s practice can be considered an “interplay between life and art,” in which various regimes connect the art form to the wider social fabric (p. 53). 

The prominent relationship of art and life in Burrows’s work, is communicated in such a way as to demonstrate the predicament that an author can find themself in when undertaking a theoretical study of an artist’s work—that is, an artist’s practice and performance is near inseparable from the artist themself. It is important to understand, and make clear, the distinctions between author and subject that shape this manuscript. Perazzo Domm, as author, takes a writer-as-researcher stance, while Burrows and his work appear to have an (untraditional) artist-as-co-researcher presence within the text. This is not explicitly communicated, yet Perazzo Domm firmly acknowledges the significance of Burrows’s contribution to the research underpinning this volume, stating that he provided extensive access to personal (unarchived) documents and teaching materials and took part in several interviews and personal communications (p. 15). To this end, I would argue that Burrows might be considered co-author. 


Perazzo Domm’s standpoint acknowledges what is at stake in the act of lifting words from the page or words spoken inside/outside of process/studio/performance spaces. There is also an indication in Perazzo Domm’s observation of Lepecki’s
 critical discursive dialogue with creative material about what can be lost when there is a distance between words and the place of their origin (p. 11). As such, Perazzo Domm’s writing feels weighted in a consciousness based on this opinion, resisting points of reference that shut out readers unacquainted with performance practice. Her writing carefully avoids continuing to mystify artistic processes with discipline specific language that often does not translate to a nondance readership, rendering it “unhearable” among those of a deconstructionist schooling.


What Perazzo Domm demonstrates to us is that writing on, or with, a choreographer’s practice, is fraught with ethical implications. Reflecting this, chapter 3, “Reduction, Repetition, Returns: The Trouble of Minimalism,” steers the reader toward an encounter with various positions from which to consider Burrows’s minimalist aesthetic. In an effort to conceptualize Burrows’s process as deterritorialization, Perazzo Domm aligns the minimalist characteristic of his work with a rethinking of formalist tradition. While partially concluding that Burrows work ventures beyond categorizes of minimalism, she prefers instead to follow Lepecki's Foucauldian proposal of the body as archive—permanently in dialogue between the past, present and future,
 Perazzo Domm uses the metaphor of archaeology to convey ways in which Burrows’s work holds fragments of time, materiality, and memory within its construction. This idea takes Burrows’s work into the realms of the much-deliberated feature of performance—presence and absence. As Lepecki explains, simultaneously existing in the present and past is a feature not only reflective of performance, but of process, and obstructs the writer’s effort to explore “how movement and words can be placed under arrest.”


The exchange between writer and choreographer has the capacity to place the artist in a difficult position regarding their ability to describe the ever-evolving nature of process; as Burrows hints, “I feel in a terrible disadvantage doing this interview right now . . . [;] almost every day I’m looking at [the work] I see it completely differently.”
 Problems such as this lead the reader to question how the role of writer-as-researcher might more ethically navigate the situation of enquiring after an artist’s process without placing the choreographer at a disadvantage. 


Helping the reader to see the difficulty in pinning down choreographic process, Perazzo Domm achieves a demonstration of her ability to resist the compulsion within scholarly activities to address meaning and interpretation; rather, she understands her position of writer-as-researcher as one of enabler, as opposed to translator or interpreter. Perazzo Domm’s approach expands the activity of critical theoretical writing to include a fertile illustration, conveying artistic judgments, actions, and intelligibility, central to the way a practitioner conceives of their own work. To this end, this monograph could be considered a practice of writing alongside, in which both writer and artist are engaged in a labor of writing-as-practice (see Matthew Goulish
 and Ludivine Allegue, Simon Jones, Baz Kershaw, and Angela Piccini
 for a continuation of this concept). 


Illustrating this further, across the remaining chapters, 4–7, Perazzo Domm provides a critical encounter with the role of rhythm in Burrows’s choreography, collaboration, and life, . This investigation culminates in the idea that the relational aspect of Burrows’s work exists as rhythm as and through friendship—communicating the interconnectedness of forms, methods, and friends within the shared artistic practice with his long-term collaborator, Matteo Fargion. This enquiry edges the reader toward considering how Burrows’s choreography problematizes the issues of what dance is and what dance looks like, linking back, in part, to the critical examination of what constitutes choreography as found in chapter 2. This is achieved through a continuation of the investigation into how Burrows dismantles the normative structures of choreography and challenges the systemic condition of dance. This is presented not as an undoing of his training, but, rather, as Burrows’s preoccupation with the endurance of these structures and the various ways in which dance can exist. 

This brings Burrows’s work more solidly into an experimental dance context—that is, the radical expansion of choreography away from established ideas of dance and toward choreography as expanded practice.
 The poetic nature of Burrows’s choreography is posited as one of two converging worlds—the intersection of the creative with the theoretical. This distinct tussle between artistry and theory is considered the place in which Burrows’s practice warms to features of poetics. That is to say, Burrows’s choreography exists within a point of becoming realized. This, “labouring with [the] medium,” as Perazzo Domm points out, is the means by which Burrows and his collaborators think through practice (p. 212). Ric Allsopp, following Foucault, explains that creative practice should be considered “an endless practice.”


Allsopp’s invitation to “consider a poetics of dance as a creative practice that can be aligned with a poetic practice,”
 allows Perazzo Domm an opportunity to read dance as language, enabling her to explore the ways in which Burrows’s choreography can be considered a manipulation of the language of dance to form an alliance with poetics. It is common for performance practices between the disciplines of dance and poetry to operate relationally, for, as Felicia McCarren suggests, the union of dance and poetry is frequently a space in which poetry stimulates physical response in the dancer, or dance becomes the inspiration for poetry.
 Rarely are there performed instances where dance and poetry move between and within each other’s form, and rarer still are there instances where marginal poetic practices are valorized for their ability to engage with and comment upon the world.
 Perazzo Domm observes, “In this poetry, I see an articulation of their politics: their commitment to dance and music and to their mutual dialogue as an interstitial space from which to engage with thinking/doing that resists the dominant logic of exchange and value” (p. 214).

Continuing to think about this “mutual dialogue,” Perazzo Domm discusses the different positions that each collaborator brings to the work. Burrows’s questions relate to the self and the subjective, arising from a first-person perspective where the body is of central importance. Fargion, on the other hand, questions more widely the notion of co-composition. Commenting on their collaboration, Perazzo Domm notes how their practice “rethinks the relationship between dance and music and has inaugurated innovative ways through which the two art forms can communicate, interrupt and reframe one another” (p. 126). This relationship is mutually enabling, with each artist dependent upon the other to steer and negotiate the forms. The differences between dance and music allow the artists to reach across the gap that is left when disciplines are moved beyond their perceived boundaries. The capacity of the work to play between abstraction and personal material grounds it in human connection and, as Perazzo Domm argues, the collective (p. 151). 

In the concluding chapter, the reader is offered further space from which to contemplate three key aspects of Burrows’s practice framed as “possible entrances to and possible exits from the work” (p. 212). They are sensitively offered as additional opportunities for a continued reading in, through, on, and with Burrows, as Perazzo Domm returns the reader to dance and to the body.
In final thoughts, I find myself drawn to consider the potential of this manuscript to act as exemplar. The way in which Perazzo Domm theorizes Burrows’s work permits it to unfurl as companion of, or in proximity to, performance and performance-making processes. The academic endeavor to pursue innovative methods of embracing and communicating the multiplicities of artistic practice is still relatively undeveloped. Furthermore, enquiries related to articulating creative practices mainly extend from the writer’s pursuit of knowledge and reason, yet, however strongly connected to that of the artist-choreographer, these standpoints can never be the same. Nonetheless, what is demonstrated, within the pages of this latest contribution to the field of dance studies, is a method of articulation that demonstrates empathy and deep listening with respect to both the artist and the work—a quality often absent in theoretical publications.
GEMMA COLLARD-STOKES is a dance artist, educator, and a researcher of therapeutic arts at the University of Derby. Her artistic enquiry explores social interaction and the social history of place through a combination of environmentally responsive dance, creative writing, physical theater, and (eco)somatic movement practices. Her academic interest focuses on the function of dance as a route to prevention, management, and treatment of conditions affecting health and well-being. 
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