Critical Evaluation
In this essay I am going to discuss and evaluate the process and final performance of our collaborative piece, ‘Ingot’. The idea was brought to us by three artists, Sarah Hopkins, Tracey Moberly and Martyn Ware. They have been creating an art exhibition entitled ‘Power’, it is a unique immersive experience and a celebration of the visual sonic beauty and legacy of steel and the heavy industry of Sheffield and Port Talbot. Power is a series of collaborative works including 3D soundscapes, textile banners, screen prints, photography, dance and projection. It has been said of collaboration that “Each group must strike its own balance between the productive engagement of artistic egos and the generosity of the collaborative spirit” (Schirle 2005: 92, cited in Butterworth, 2009, p. 189) with this being said, I felt that there was more generosity from us dancers and Gwyn than one of the artists, who’s artistic ego limited our amount of time in the performance space. 
When meeting the artists, we asked a number of questions to get a better understanding of what they expected for their exhibition. We asked some questions such as why they wanted to explore the steel works and why they wanted dance as part of the project. Their answers were full of passion and I agreed that dance was a perfect way to express the strength and struggle that came with working in the steelworks. Dance can give a creative, physical, representation of the movements relating to the workers, and after speaking with the artists, it gave me a better understanding of their work and the industry. However, I knew I needed to do more research.
I started to develop some costume ideas after seeing the pictures taken by the artists, personally the most inspirational element of the pictures was the molten steel, its bright colour drew my eye and stuck with me throughout that process. We began to work physically, exploring movement and methods of working using improvisation. We started to devise some material in collaboration with Gwyn and created three phrases based upon what the artists had said and their ideas. Once we were confident with the material, we were set a task with a partner. When doing this task, I felt very uncomfortable as I am not used to dancing in such close proximity to another person. Due to the difference in the two phrases we chose, I didn’t think the task was going to work, but with some exploration it became easier to fit the two phrases together. It was as if we were moulding into each other’s space just like the molten steel being placed into the moulds to be shaped. The group shared each other’s material and we gave peer feedback. This was helpful as the feedback could determine whether or not our phrases projected the meaning we wanted, some of the class interpreted the phrase differently, which was not intended, but it was still relevant to the theme we wanted to portray and gave us each more to think about when performing them. That week we refined two phrases paying attention to detail such as the technique of movements, the planes of movements and, also, the intention behind each movement. We were given a thesis to read by Bleddyn Penny, we were asked to read the introduction, and in particular chapters three and five as they contained a lot of detail regarding the workmen’s personal stories. This could help us build our own characters who would then carry emotion through the piece. To build more movement we watched steel-workers in action but due to not being able to visit the steelworks, we needed to research and identify video source material of steel-workers physical habits.  This would then help us to create more of a visual representation of the steel works.

The following week we expanded the phrases from the first week, digging deeper into the improvisation based on our research, I found that I sometimes stopped myself from creating great movements by not allowing my body to just move. I struggled with this but really tried to break my habits. After sharing our findings from the video task, we generated more phrases, trying to make them less gestural. The video task was helpful as it gave us the basic movements to work with. We met with an ex-steelworker, who spoke to us about the social aspect of the job, shift patterns, women’s positions and the names of positions on the production line. This helped us with characterisation and gave us something to think about to add realism to the performance. We created four duets in which the woman was the dominant force. Again, I struggled with this as I am not usually one to be lifted but with some practice the duet became easier each time. This week we also met with Bleddyn Penny, the writer of the thesis. We had a question and answer session with him to get more knowledge of the steelworks. Meeting and talking to Bleddyn helped me to connect more with the theme of our piece and I felt more connected with it and able to give more input into the process. 
Our third week was a continuation of the previous weeks, recapping all the movement phrases. We used the phrases thinking about the operation of machinery and manipulated them to resemble a machine, this formed a big section of the piece. We thought about the smell, sound, weight and speed of the machinery and chose two components that counterbalanced each other. I chose cold and molten steel because I wanted to explore movement relating to the image that was etched in my memory from the artists. We created solos from this and shared work for peer feedback. Gwyn wanted me to dig deeper into the movement and leave any habitual movement behind, which was difficult because no matter how much I tried to improvise I repeated movements. However, by visualising the journey of molten steel through its cooling process I was able to improvise effectively, finding the fluidity and the rigidity necessary. We also did more improvisation tasks using eight words for one and also experimented with the hierarchy of the workplace for another. We then created a trio that explored working, middle and upper-class relationships.
During the following week we deepened our practical understanding and embodied narrative aspects. We spend a lot of time on self-rehearsal, thinking about all the aspects we had discussed in previous weeks. We had a sharing with the artists and through this we experienced ‘positive dislocation’ which “can sometimes be experienced within one’s surroundings through the ‘intervention’ of a visiting artist.” (Stock, 2009, p. 285) 
In the final weeks we continued to refine and develop each section, developing an initial structure for the piece. We also thought how costume related to workers and office workers.  We worked with the structure, finding which sections organically developed and had to shorten the main performance for Sheffield. Once the structure had been set, we practiced continuously and got feedback from Gwyn. We learnt a song that we would sing while the duets were being performed.

Overall, I felt the performance was successful as some of the audience cried, particularly at what I thought was the most effective part of the performance, the song. From a dancer’s point of view, this might be hard to understand, but for the audience, it had an impact and meant something to them.  
Every formal element was built upon factual research that we manipulated in a creative and physically expressive way. The costume spoke volumes as people knew what steel workers wore. The sound was taken from the steel works but was formed into a musical piece. “When music inspires a dance, the result is not an entirely new creation but a reproduction, in a different medium, of something that has existed before” (H’Doubler, 1940, p. 156) the movements we performed, then, made visual representations of the machinery sounds that were recorded for the music. Due to the nature of the movements, this made us genuinely feel like we were struggling, but as we spoke about community and the unity of the workers we used each other as the energy and the strength of the workforce. “Three of more dancers can sustain much greater length” (Cooper, 1998, p. 28), and this is what we found when performing unison sections, we fed off each other’s energy levels. 
After the performance many of the audience members I interacted with explained how impressive the performance was, they could not believe that our generation, who hadn’t experienced the industry, could express the working environment so successfully. I believe I performed at my best and demonstrated that I understood the intention behind the piece. Due to this, I am overwhelmed with pride and privilege that I was able to share this piece with the spectators. I particularly liked the group unison section because, regardless of any disagreement, it was the moment in the piece where we would all be connected, in this way Sawyer’s (2003, p. 97) statement that “a group performance is created in the moment, on stage” was what I experienced. If I had to repeat the process I would change my way of working from the beginning. Ribbers & van Herpt (2009, pp. 229-230) say that “Collaboration between professional and amateur dancers could be an inspiration to both groups and may broaden their outlook” and, in this way, I am now willing to delve into movements, breaking my habitual movements and widening my dance vocabulary, which I would like to have been able to do from the start.
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