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Abstract

This studio practice investigated the role that rhythmical pattern body movement has in
communicating connotation in a commemorative environment to an attending @udldmc
projectds inspiration was the Australian War N
which transmits the Cult of Anzac.

There is an interactive relationship in an environment between architectural structures and people.
Stephens argued thatchitectural structures act as focus points that transform and communicate
knowledge by bodily affecting moods, feelings and emotions. Kelly theorised that performances
all ow for the O0correctod6 knowl edge oemonicadlyl i ef t
associated with specific locations in the environment to give purpose. However, the role of the

performance element of rhythmical pattern body movement is unknown.

For this exploration, the principle instrument was me using my Hilal Danceqaaethich was
recorded through performanaatoethnographgnd video. Howeveil, h r indntrepresentational
theory (i.e., written text inadequately communicates msdtinsual practices and experiences)

applies here.

Through myAnzac Paradeseries WreathlLaying Seriesand art exhibition, rhythmical pattern

body movement communi cated a commemorative m
Combined with the ceremonial objécthe red poppy wreaththis significance is translated

through movement quality arflythm to provide solemnity and gravitesthe remembrance of

sacrifice and hope for the future. At the Reconciliation Place, the red poppy wreath lying on the
mound located physically on the AWNRRarliamentary land axis meant the mound was the central

point for remembrance to all those who died for their country. Through the repetitive red poppy
wreathlaying performance and the LPC, the exhibition explored the idea of how not only a
particular commemorative connotation is given to a space but alscetlisfpor mance ds f r €
has religious associations. The project demonstrated how rhythmical pattern body movement

communicates connotations in a performance.



Addendum

COVID 19 Statementelating to Exhibition

September 2020

Due to the COVID19 pandemicthe Australian National University has ruled that a normal
exhibition of my work for examination purposes will not be shown. This means that only the
exhibition documentation will be available. This statement addresses how this decision affects this

thesis(i.e., the exegesis and exhibition).

Overall, his is a substantial loss forigtthesis The exhibition was an opportunity to move from
the constraints imposed by written metliasT h r indnrepresentational theodiscusse'® to
video work The video work used in this exhibition will be available for the examitsiever
an importantelement of this work is missing (i.e., tim@portantkinaesthetic empathy or felt
experience of the audience that comes from watching live wreasimd poppyaying

performances).

One of theaimsof this exhibition wago createa commemorative domain of the dead within the
space enclosed lglevisiord sircular structurghrough repetitive performed activitipue to the
exhibition notbeing shownthe possibilty of achieving this ainhas been substantially reduced.
As discussedh this thesisgach of these television screens mostly depietiébetra wreath layer
advancingtowards the viewer or the repetititest Post Ceremongach day of theveek. An
important contribution here was the vievprysically witnessinghis commemorative connotation
being createdn a gallery environmerthrough the actudying down of red poppy wreaths and
single poppiesConsequently,rmimportant element for ththesis will now beithersubstantially

reduced in character or lost.

! Thrift, Nigel, Non-Representational Theory: Space, Politics, Affecndon and New York: Routledge, 2008j, 1
26.
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Definitions and Concepts

1 Knowledge dacts, information and skills acquired through experience or education;
theoretical or practical understanding of a subject

1 Emotion & strong feeling deriveddrm oneds <circumstances, mo o
others@®
Rhythm dregularmovemenbr patternof movements
Movement quality G particular way of executing the shape of a movement, concerning its
dynamic, affective or expressive contént.

1 Processiongberformanceda means of progressing to a geographicalgmat in ways that
have ceremonial and symbolic importance thatemphasist he dest i n®&ti onds
Structued performanceevent a series of acts in public and/or religious occasion.
Rhythmical pattern body movemeran act comprising a series of rhythmical physical
actions of known meaning in a repeatable consistetdr by one or more people possibly
interacting®

1 Performativity not a singular act, but a repetition and ritual, which achieves its effects
through its naturagation in the context of a body, understood, in part, as a culturally
sustained temporal dationd®

1 Entrainment éa group of people automatic spatiotemporal coordination resulting from
rhythmic responsiveness to a perceived rhythmic sighal.

1 Synchronicity:@a group of people sonscious spatiotemporal coordination to a perceived

rhythmic sigral .6

2 Oxford Dictionary https://www.lexico.com/en/definition/ceremony (accessed December 2019).

% Ibid.

4 Cambridge Dictionaryhttps://dictionary.cambridge.org/us/dictionary/english/rhythm (accessed December 2019)

5 Contemporary Dance Terms, https://www.contempedanyce.org/dnceterms.html (accessed May 2020).

6 Barbara Kirshenblatti mb|l ett and Brooks McNamar a, 0 PrTberasna i on al |
Review?29, no. 3 (1985):i5.

My own term.

8 My own term.

% Butler, J, Gender Trouble, Feminism and the Seitsion of IdentitfRoutledge, New York, 1999), 7.

10 Jessica Phillip§i | ver, C. Athena Aktipis and Gregory A. Bryan
Coordinat ed Rh yMusic®erceptivho Andnterdincipléhary Journ28, no 1 (20Q): 4.

11 bid, 5.
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https://dictionary.cambridge.org/us/dictionary/english/regular
https://dictionary.cambridge.org/us/dictionary/english/movement
https://dictionary.cambridge.org/us/dictionary/english/pattern
https://dictionary.cambridge.org/us/dictionary/english/movement

Commemorationdhe action or fact of remembering a dead person or past@&vent.
Worship dhe feeling or expression of reverence and adoration for adfeity.

Ceremonial objectgmediatory devices between the divine and the humans in the profane
realmgt*

7 Cult of Anzac @ religionlike faith with a Christian heritage that has evolweith the
central ideas of mourning for war sacrifice, trauma and krsdwith the AWM being a
major temple for this Cuf As Inglis statd, Thé Australian War Mewrial and other
repositories of the ANZAC tradition do enjoy not just respect but an awareness of the
hol%y 6.

1 Thebeautiful death Gsuch a death that elevates and imbues a fallen warrior with a set of
qualities and values while representing his greatext@é

1 A catafalque G raised structure supporting a stand that usually holds a coffin to allow
mourners to file past and pay their last resp@®éts.

1 A catafalque partydraditionally, this wasa military watch mounted arouralcoffin to
ensure the safetyf the body while it lay in staté. N g mvembers of thAustralianDefence
Force mount catafalque parties around coffins or memorials as a sign of @$pect.
Processionalvay. (@ monumental roadway for ritual processions in an anciendgity.

Spatialenvironmentan experienceelating to the occupying, or the character of space.

12 Oxford Dictionary, https://www.lexico.com/definition/commemoration (accessed 20 May 2020).

13 Oxford Dictionary, https://www.lexico.com/definition/worship (accessed 20 May 2020).

“ Jeannine Auboyer, 0 Cer Enuyclopaaiia Bri@mnjcaeacdessed R eMay @02@ n 6 ,
https://www.britannica.com/topic/ceremonaject.

15K.S. Inglis,Sacred Places: War Memorials in the Australian Lands¢&ebourne University Press, 2008), 434.

16 Ibid., 436.

17 Jean Pierr&ernantand Fronra | .  Z e t | i ABeautiful Deatlp ane the D&figured Corpse in the Homeric

E p i cMortalsiamd Immortal: Collected EssagRrinceton: Princeton University Press, 1991),50

¥ The Australian Ar my, 6Cat af al gqu etps:/Navratmy.goy.au/olr c C € S S € (
history/traditions/catafalquparty.

19 1bid.

20 McGrawH i | 1 . 0 P r o chictiomaryooh ArdhiteciMee yarid , ConstructiqivicGraw-Hill Companies, Inc,

2003).

21 My own term.

Xiii



Chapter 1: Introduction

This project assertthat the prominent points in the environment, often marked by significant
architectural structures, are given cotationsof prominencethrough interactivepracticesand
performance. These prominent geographic points acquire an oral memory mnemonic in the
environmentthrough these influencé$.However the role of the performance elemeot

rhythmical pattern bodgnovement in this transmission is unknown.

Using the example of the Australian War Memorial (AWNHe Last Post Ceremony (LPC)
transmits the Cult of Anzac through body movement and gesture, the performance loeation (
the AWM forecourt) and sounde(g, music and the spoken word) to an attending audience on a
daily basis. Since the daily LPRegan in2014 the AWM has acquired renewed prominence

through this commemorative intensification.

This project explores the role of commemorative body movemengestdre in transmitting that
connotation.| assertthat a major element ithe LPC Cult of Anzac communication is
commemorative rhythmical body movement and gesture. This rhythmical body movement
transmissiorusesformal patterns thadrerepeatedn eachLPC. The movemenbf these patterns
emotionally and rhythmically communicates public griefind the importance of Anzac with

solemnity and gravitas. The research questions are

1 What is the relationship between rhythmical pattern body movement and the
commaenorative architecture?

1 What role does rhythmical pattern body movement play in communicating the essence of
the Cult of Anzac to an audience?

The written exegesis outlines the studio practice research background, research questions and my
researcloverall My visual art exhibitionaddressespecific questions thatrose fronthe studio

practice research.

22 | ynne Kelly, Knowledge and Power in Prehistoric SdgieOrality, Memory and the Transmission of Culture
(Cambridge University Press, 2015), 185.



The nature of the following sixhapters will be discussebriefly. Chapter2 discusses the
backgrounaf the aboveesearch questions. Chapsatetails ny research methodologkirst, the
chapterdiscusses what investigative instruments were used andSebgnd, thel@pterdetails
my Hilal Danceand theautoethnographic as well asdeo practice.Third, my investigative
methodology and how this researalas conducteds described The order of Chapters4i 6
attemps to reflectmy order of thinking in this project. This is knowsthe serial ordeeffectand

describesiow concepts are developed as time paSses.

Chapter4 attempts to answer the reseaqelestion 6 \Wat is the relationship between rhythmical
pattern body movement and the commemorative architeéfline?chapter examindgke synergy
between performance location and rhythmical pattern body movement using some memorials on
Anzac Parade. Thiwsasmotivated bythe LPC being locatedn the forecourt of the AWMwhich

is notspatially neutrabecause the aremmmunicates war sacrifice even before the daily LPC is
performed.A series of performance works were conducted on Anzac Parade Atighalian
Hellenic Memorial, theAustralianArmy Memorial and théAustralian Vietnam Forces National
Memorialusing my Hilal Dance practic&dapting the performance with the spatial intent of the
architectural structure magnified the performance. Howekemwork shows thahe elements of
rhythmical body movement and gesture actively communicate. In this instheagork showed
how different aspects of Anzamuld be communicatethrough different body movement and
gesture. As Stephens asedrthese argitectural structures can act as a focus by bodily affecting
moods, feelings and emotioffddowever what is important here is tleeucialrole particular body
movement and gestures played in activating this hasaton.

The aim in Chapter5 is to re-examine the rol¢hat rhythmical patterrbody movement plays in
communicating the Cult of Anzac in this more complex LPC environm@htapter4 6 s
demonstration of rather simple relationship between two main facfoes, commemorative
architecture ath movement elemernjtprovided the basis for considering the riflat rhythmical

patternbody movement plays in a more complex situation like the LPC. Communicative elements

Zpaul R. Christensen, J. P. Guil ford and P.C. Wil son,
I nst r ulournal of Exgpérimental Psycholo§® (1%7), 82 88, doi:10.1037/h0045461; Roger E. Beaty and Paul
J. Silvia, OWhy do I deas get More Creative Across Ti me

Di ver gent T Hsyohblogyaf AeStlzetick, €réativity, and the Art30.4 (2012): 309.
#%John R. Stephens, 6Circuits of Memor SocietieRhrm. 3\(2812): Me mor y
96.



at the LPC include not only commemorative architecture and rhythmical pattermeragebut
also music and the spokevord. This work showed that the commemorative environment and
formal rhythmical pattern movement provided thendationon which other element{s.g.,music
and the spoken woyduild to magnify the message. my view, the formal rhythmicabody

pattern movement that appeared to have the most emotional significance at thadtiROwreath

laying.

In Chapteb, some propertiesf wreath layingare inferred that contribute to making it noteworthy.
My second research question is examingd t h i s hatihoke pgaeseriythmical\Wwatteoody
movement play in communicating the essence of the Cult of Anzac to an aud@hapf2i6 has
two parts.Part1 addresseklying the symbolic red poppy wreadh selected sites to infeertain
properties. The regoppy wreath has beconzesymbol of Anzac sacrifice. The sites selected
include two memorials siteshat commemorated ndmvar related deaths, the mound in
Reconciliation Place that has a direct phylsiektionship with the Parliament Hous&WM land
axis and a vacant site for a future war memorial on Anzac Pdaradmigh rhythm and movement
quality, the redpoppy wreath connotations were translated at each of these sites with solemnity
and gravitadlt also showed that tHallen Anzacs are held in greater esteéonother forms of death
astheir deatk are publicly remembered through the daily LPC. Through my stagitige mound

at Reconciliation Placehe commemorative properties of Anzac sacdfiwere conferred on this
central geographic locatipnvhich changedthe nature of thé&New Parliament Housé AWM
Canberra axis. The staging on the vacant site on Anzac Paradly disscciatedhis site with the
fallen Anzacs. The rhythmical pattern body movemefitayinga red poppy wreath communicates
a connotation associated withnzac at all these sites. Howey@io withessing audienceas
present at any stagingo these connotations were |losimediately aftethe performance An

audience would remember and possibly associate a mnemonic with the site.

Part2 of Chapter6 is my exhibition. The exhibition shape and spatial environwmwenginspired
by archaeological ideas of Pollard and Paikearson et ain their study othe Neolithic Avebury

circle inWiltshire, United Kingdont® They suggested that the Avebury circle was designed to be

M. Parker Pearson and Ramilisonina, 6St onelAgiquigye f or
72, no. 276 (1998): 3026.
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physically separate from the everyday so that the circle could contain the domain of tfviead.
exhibition comprisd a similar circlestructure. Th@imwasto createacommemorative domain of
the dead within the circular structune a gallery art space through repetitweperformed
rhythmical pattern body movement his activity demonstragehow repetitive performansghat

haveknown connotations can cread@ew, even religioustelevance.

As can be seen iKdken Ergu® sideo work Ashura (2010, there is no difference between
commemoration and religiod’” Ashura is a holy day for Muslims during which people observing
the dayperform an emotive act of remembrance for HushgrAli 2and the values he died 6.

In his 2016 dawn service speeElr Brendon NelsonDirector of the AWM discussedhe values
the Anzacglied for and how thesealuesare Australian qualitie¥. As in theAshurawork, does

thee x h i b repetitivgeraétigity create the same religious relevance?

In Chapter7, the results and conclusions for this project are discussed. This project was able to
demonstratehe active communicative ability of a riwbical pattern body movement with a
particular connotation in different environmental circumstamecé3anberraThe major findings
suggestdthat this form of active communication not only conveys knowledge but also can become

part of religious devotionactivity. Such activity also implies that the nature of a space can also

be influenced by such rhythmical pattern body movement

%Joshua Pollard, O6From Ahu to Avebury: MArhaeolgybfterl i ty, t
Interpretation: Returning Material to Archaeological Thepeg. Benjamin Alberti, Andrew Meirion Jones alaghua

Pollard (Abingdon: Routledge, 2013), 190; PaitRee ar son and Ramili sonina, &édStonehe
’Koken Ergun's Texts and Writings, 6K°ken Ergun, Mar i :
Young Tur ks 6, h2016ehttpg:fkekanergubsivritiMya.woedpress.com/.

28 Alibhai, Fayaz S. "Twelver Shia in Edinburgh: marking Muharram, mourning Hus@gntemporary Islam3,

no. 3 (2019): 328

22Who is Hussian? Accessed 20August 202s://whoishussain.org/wkie-hussain/

%Brendan Nel son, 6Anzac Day 2016: Dawn Service Commen
https://www.awm.gov.au/commemoration/speeches/Aulzgedawn serviceaddres2016dr-brendannelson.



Chapter 2: Research Questions

My intention in thischapter is to briefl}contextualisehis research project in the current debates
andto discuss the evolution of my research question. As is common ihasesl researcimy
research practice has an interdisciplinary contestahmy approach does not belong to any one
discipline and has the intention capiadg on the synergies betee various disciplines-or this

researchdisciplinesincluded historical research, neuroscience and memory reséarch

By using the AWM as an examphhjs chapterdemonstrateBow thesacrechature otthe Anzacs

at thisinstitutionhaschanged since was establisheith the 1940sThis changes due to not only
peopl edbs and p e mteractiven actionshanging,areating a resv @ral memory
mnemonic in the environmebut also new architectural structures being constriététe role

of rhythmical pattern body movement in communicating this new knowledge is unknown and is

the subject of my research questions.
2.1 The Evolving Australian War Memorial

My historical research hatemonstratethat the nature of the AWM is evolvinin my view is
sacrednat ure from Beands ti me héahe livd spinfjiretthe f r o m
surrounding environment tonly the dead in a churelike building that feed associated with a

Christiartlike god.

Charles Bean was appointed the Official War Cqmoeslent for the Australian Imperial Force
(AIF) and experienced the wikom 1915 to 19182 In November 1918, Bean publishidYour
Hands Australiansa vision for a future Australia. Bean likely wrote this document in the last
weeks of the war, surrouad by the sights and sounds of war and death. Understandably, this is

guite an emotional, jingoistic book that not only attempts to make sense of all the sacrifices that

81 Gioia Chiltonand Pat r i c iBa sleeda VRye,s e@@Arcths Practice: Merging Soci
in The Oxford Handbook of Qualitative Researeth. Patricia Leavy (Oxford University Press, 2014), 406.

32 Kelly, Knowledge and Powgl85.

33 Peter ReesBear i ng Wi tness: The Remarkable Life of Charles
(Sydney: Allen & Unwin, 2015), 160%5207. Kindle edition.



were made but also sets a future vision for Austfalidne emotional nature of thigbk provides

a clue as to why Bean felt it necessary to cr
the building to be a museum, memorial, temple and shrine for his white male-3argo

Anzacs® and a national war memorial to preserve the Austradigperiences of World War 1.
Beands <cl assical background may have | ed him
possibly suggesting similar strucksitp e r f or mance events in the for:i

performed by the ancient Athenians (seguFe 2.1).
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Figure21: Char l es Beanés 1919 WM3%posal sketcl
Note: Beands de s Angient Geeelarchiteotird uenced by
Mikalson assedd that Greek temples or sanctuaries were often situated in locations that had a

natural beauty. However, tifencient Greeks were pragmatic andtfieir temples or sanctuaries

into larger urban desigri’ The 1940s AWM site was certainly in natural surrongdi

%K. S. Il nglis, O6C. E. W. Bean, Australian Histoiverstynd ( The
of Queensland, 24 June 1969), 19.

35 AWM Heritage RegisteiRegister Campbell Precinct FindjumberCH100(June 2008), 5.

36 Photograph courtesy of the AWM: AWM, https://www.awm.gov.au/articles/blog/cHagl@sandthe-art-of-nation

(accessed 27uly 2018).

Jon D. Mikalson, d6Chapter 2 An OvAedentGeeak Religigrladeed., Sanct u
ed. Jon D. Mikalson (Hoboken, New Jersey: Widgckwell, 2009), 45.



AUSTRALIAN WAR MEMORIAL ~ P01313.002

Figure 2.2: Canberra, 1941.

l;lgﬁ:s,g\erial view of the AVM from the northwest, probably just before the official opening on 11 November

The centrabectionof the sanctuary was the opam altarbecause the deity was thought to dwell

in the earth and under the sky. The top of the altar was flat because offerings placed upon it had
not only tobevisible to the deity in the skyut alschave the didy name inscribed on $#.An area
deemed sacredr@nd the altar was demarcated and dedicated to the deity known as the
6 t e mé%Buoildiniys constructed in this area, known as temples, were dedications to the deity
and not intended asain places of worshif! This reflectsthe early 1940s AWM and the nearby
openair Stone of Remembrance, which was the point of commemorative activity. The 1946 AWM
plan can beobservedin these terms; Figur@.3 demonstrateshe AWM occupiedonly by
exhibitionsandwith no space dedicated tmmmemoration activity. In Greek terms, the AWM
buil ding was dedicated to theoéacHevéenenysd, whi ch,

38 Photograph courtesy of the AWMitps://www.awm.gov.au/collection/C207022
¥Mi kal son, 6Chapter 26, 6.

401bid., 7.

4% |bid., 20.
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Figure 2.3: The AWM Gallery plan, 1946

The 1946 structured performee event(i.e., the Remembrance Day ceremprdemonstrates

exactly this activity, which was focused on the Stone of Remembrance outside the AWM. Figures
2.4and2.5show wreaths being laid similar tloe Greeld worshipof the open sky and earthith

the attention focused on the central altar. FigRr¢illustratesthis focus, witheveryoneseated

around the Stone of Remembrance and on the AWM steps with their backs to the memorial itself.
They are commemor ati ng tuireunding Canberragrivirodmet and s p i
sky in the same manneas the Ancient Greeks. Througthe synchronicityof this structured

performance event, an individual fealmemorablesacredneaning.

42 photograph courtesy of the AWM: AWNrroposed Redevelopment of the First World War Galleries, Statement of
Evidence to the Parliamentary Standing Committe@wllic Works, Submission . 22.
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Figure 2.4: Citizens laying wreaths at the AVM Stone of Remembrance during the annual

Remembrance Day ceremonyCanberra (11 November 194§

Figure 2.5: Wreaths cover the Stone of Remembrance after the Remembrancey

ceremony in front of the AWM, Canberra (11 November 194§+

Since the Tomb of the Unknown Soldier in the Hall of Memaag completed in 199&he AWM
has changed physically and in character sineg completedh 1941by Bean.**The Tomb of
theUnknown Sol di er in the Hal/l of Memory has

veneration behaviour for the beautiful dead in Canb@ira.Beautiful Death is such a death that

43 Photograph courtesy of the AWM, accessed 12 March 20i5,//www.awm.gov.au/collection/132241/
44 Photograph courtesy of the AWMccessed 12 March 20h#ps://www.awm.gov.au/collection/132253/
45 See Appendix A, RaD T The Australian War Memorial.



elevates and imbues a fallen warrior with a set of qualities and values epitEsenting his

greatest deet® . The Hal | has b ec o,msrina thab definkslthe beliefstofthee d e a |
beautiful dead and what ibeansto be an Australiafi, Physically Anzac Parade has become a
processionaway leading to the Tomb of the Unkwn Soldier*® In my opinionsince 2012and

under Dr Brendan Nelson6s direction, the Cul
increased stictured performance events likee daily LPC. The Cult of Anzac has become a
religious ancestd? cult thatworships the qualities of the beautiful dealong with the change in

the AWMG sirchitecture and environmerthe commemorative practices haalso changed, as

evidenced by thdaily LPC commencing in 2012

2.2 Different Performance Practices

The commemorabn practicesnBe ands 194 0s wA WM beacangpar@dbh 1040s
AWM©bG sommemorative practices focused on the Stone of Remembwéticthe AWM building

as a backdrop (sdg&gure 2.5). What Beanconsideredsacred was thkving spirit of the Anzac
volunteer who gave his life for the good of the state in the finest of Athenian traditmBean,

this Anzac spirit was to be commemorated in both the survivors and the dead at his temple, the
AWM. The 1941 me mo ridnaision of a GreeR terapte 6This ildivithual sacred
feelingwas generated through a structured performance event connecting the living Anzac spirit

to the Canberra environment and sky.

Since the 1993 dedication of the Tomb of the Unknown Soldier, theasispdf the Cult of Anzac
narrative has changed. The AWM building has become the physical focus of structured
performance eventwith thetombatits centre. With new memorials lining its sides, Anzac Parade

has become a sacred processiaratleading tahetomb. The Halbf Memoryh as bec ome a ¢

46Vernant,Jean Pierre and Zetlin, Froma I., 19@bhapter Twd A Beautiful Death and the Disfigured Corpse in
the Homeric Epién Mortals and Immortal: Collected Essay®rinceton University Press, p.-89.

““Nel somzaod Day 20160.

48 See Appendix A.

® Gilbert, Robert An dr eEncyclopaedian Briganrtica Accesged r1s Margh 62019,
https://www.britannica.com/topic/classificatiaf-religions/Morphological
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of thedeadd aaBhdine that defines the beliefs of the beautiful dead and wirsahso be an

Australian®®

Thecommemorative practiced Bean and the present dane about Anzabut are fundamental
different. The nature afhatBeanconsidered sacrdths changed to@mmemoratiomf thedead

in a churcHike building that feed associated with a Christidike god®! The Cult of Anzac has
become a religious ancestor cihiatworships the qualitiesof the beautiful deadlhis difference
suggests there @relationship between the interactive commemorative practices and architecture.
Memmott et al. suggest that societal understandings arenstructecthrough the interaction
between humanity and ehenvironment at specific geographic poifts. The authorsfurther
asseredthat these geographic points become associated with a group idenistys €apecially
important for Imligenous cultures that have an oral tradition. As Stephens eabseith the
geographic points as the focus, a communication of knowledge occurs by bodily affecting moods,
feelings and emotiorS.According to Tréb, architecture that emphasises geographic points can
serve a similar function in neoral culturesand specific tpes of architecture and environment

can also act as mnemonic deviétKelly contengédt hat f or the O6correctod
be transmitted, it is necessary to have a structured performancé®dhantenables at least
synchronisation for correcommmunication. Kelly further suggestthat these evente.Qg.,dance)

can be specificallland mnemonically associated with specific locations to give purpfobe.

examples the LPC thatontainselements associated with dance and music.

Sklar proclaimedit at o6fwamaev ion g, ar e swggestisg thatfbody mavemient,n g 6
gesture and posture are culturally traineds #uat reflect a society and an identifyCultural

knowledge and belief that is transmittigdg.,as with commemoratigns a felt bog experience

Nel smzaaod Day 201606.
51 See Appendix A.

k

2paul Memmott and Stephen Long, 6Pl ace Thebanyoliggnd Pl ac

and Researc0, no. 1 (2002): 3%6, https://doi.org/10.1080/08111140220131591.

Stephens, o6Circuits of Memory6, 96.

M. TrfeYiebs,, ONow | Re me mb e 3patial Recall: MemadryrincActhitecture and Bnyirorimant
ed. M. Treib (Abingdon: Routledge, 2013).

55 Kelly, Knowledge and Powe#9.

%6 |bid., 185.

57 Deidre Sklar,Dancing with the Virgin: Body and Faith in the Bta of TortugagNew Mexico: University of
California Press, 2001), 7.
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not a rationabne Miles agred but suggestdthat this construct originadgrom the assertion of

power to represetftor create meanings.

Both dance and music aid this communication. Synchronous dance movement is connected to
enhanced evermhemory. Individuals who observe trained behavi@ug.,dancing can also be
influenced in their body movements and social memory. This effect, known as kinaesthetic
empathy, is based on a miredmeurobiological process that, in response to olrsgphysical

activity, internally simulates similar movement behavittWoolhouse et al. conducted a study in
which observers were asked to watch a dance performance with and without music. The key finding
was that observers preferred to watch a synchronoused@.e., one who movem time with

musig than an asynchronous dancé&t.Demonstrably,Bachrach et al. noted that audience

me mb eesrdtory patterns became synchronfethese findings suggest that increased

time watching performancesnhancd thememoryof and physiological effects in viewetsThus,
observers watching synchronous dance movemgrgriencean enlanced memory retentiatue

to greater visual watch times. Synchronous movement appears to have an important memory effect
on both paitipants and spectatois eventssuch as the LPC. Such ideesn account for the

communication of knowledgdrough acommon interest group.

Manning et al. suggested that othe mental cont
organise oume mor i es of the event and h&Whisdimdingr et ri e
suggestd that individual and group memory retention depends on significance, which further
suggests that forgetting may occur when the mental context is removed or cliagsdmple,

if a special event occurs.g.,the LPC), it is more memorable than ordinary graapvities. The

®Richard Miles, 6Essay Two Co mmu Experienting Rame:Cultlre, (denéty | den
and Power in the Roman Empired. Janet Huskinson (New York: Routled@#), Kindle edition.
®l'van Hagendoor n, 6Some Speculative Hypotheses About t

Journal of Consciousness Studids no. 34 (2004): 79110.
®®Wool house, Matt hew Har ol d, astdebbds infuenBecbrustancey , 2014 AT

synchrony on the observation of dancebo, Frontiers in H
BlAs af Bachrach, Yann Fontbonne, Coline Joufflineau an:q
Contempoar y Dance Performance: P h y s Frantiecs gni Huraan Neunostien®&o gni t i v
(2015): 179.

®2Matthew Harold Wool house and Rosemary -DaaceSynadnyences Ac |
t he Obser v a Frontiens inbldmabNearasaeddd 965.

Jeremy R. Manning, Justin C. Hul bert, Jamal Wil liams,
Neur al Signature of Cont ext BsgchdngmicBdletin cand Revd@®Ino b (8018):i onal |
1534i 42.
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difference between these twemnceptsof what is consideredacredis not confined to the
differences in architecture brglatesto different ineractive and performance practiceachwith

different connotations.
2.3 SameObiject, Different Significance

A comparison of the same object avar memorial and the National Gallery of Australia (NGA)
will further illustratethe concept that different intactive and performance practicesate
different connotationd. suggest that at these sjtédse object has different significancewhich

has beerreatedhrough different personal interactions occurring at each site. Kelly and Manning
et al.argued thatifferent personal interactions @achsite havecreateda different mnemonic at

each siteNotably,Anzac commemorative activity has occuregane site

Figures2.6 and 2.7llustrate the George Lambert work #he Geelong Grammar Scho®Var
Memorial. A cast of this sculpture was presented to the Geelong Grammar School as a gift from
the Old Grammarians Association in 19Z7is work is part of th&eelong Grammar Schodlar
Memorialandrepreserg sacrifice through the Cult of Anzac. The rkas on top of a column set

in a grassedsemicirculararea bordered by columns

Figure 2.6. Geelong GrammarSchoolWar Memorial with the George Lambert statue as
the focu$*

54 Photograph catesy of Monument Australia, accessed 12 April 2019
https://monumentaustralia.org.au/content/directory/full/Geelong_Grammar_School_War_Mé&#hovial
95467.jpg
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Figure 2.7: Geelong Grammar School War Memorial plague®
Figure2.8illustrates howthe NGAS eeplica versiorof this George Lambert sculptusequired
in 2008,%6 is set up spatially so that it can be judged primarily for its visual artistic merits.
Figures2.8 and 2.@emonstrate thdhe work has been set opa small podium for visitors to
appreciate at head height. Although the work in the gallery is tiBeelong GrammaBchool
war memoriab there is nothing commemorative about this NGA site compared with Geelong

Grammad site.

In both venueghe sculpturehave become sanctified objects. Howeteey are hallowed
differently in each institutiorand eaclinas a different reverence. Teehootbased var memorial
has become veneratbdsed on itsepreserdtion ofsacrificssinwarConver sely, the N

contemporary art spagewhich isseparated from the everydayas become a shrine for these

% Photographs courtesy of Monument Australia, accessed 12 April 2019
https//monumentaustralia.org.au/content/directory/full/Geelong_Grammar_School War_MebAQ7895467.

®NGA, O6George Lambert, Geelong Grammar School War Memol
https://artsearch.nga gov.au/detail.cfm?IRN=172386
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venerateabjects which arevaluedonly for their visual art properties (s€&gures 2.8and2.9).

Beyond the diffeentenvironments, howrethe objecs made different?

Figure28: Geel ong Gr amma tLamBect bcaluredosateGia the g e
6Australian AGA(®Noemieen20i®h t he N

57 Photographs courtesy of Stephanie Parker.
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George W. LAMBERT
born Russia 1873 died Australia 1930
Australia from 1887, England 1900-21

Geelong Grammar School war memorial
modelled Lambert’s Randwick studio 1923-25
original cast presented to the Geelong Grammar
School, as a gift from the Old Geelong Grammarians
Association 1927. This cast commissioned 2007

cast at Meridan Sculpture Founders.

2008 Melbourne

bronze

Purchased 2007 2008.167

Two war-weary Australian soldiers — one wearing the
full fighting equipment of the Western Front and the
other wearing the uniform of the light horsemen who
served at Palestine — bear the weight of an immense
Prussian Eagle. The writhing bird, representative of
the spirit of war, is defeated by the thrust of a youthful
warrior’s sword. As a memorial to lives lost during the
First World War, the bronze group symbolises not only

the defeat of Germany, but the triumph of heroism
over evil.

Figure 2.9: Geelong GrammarS ¢ h o GeorgesLambert sculpture in the NGA locatedin
the foyer area next to the lifts(16 April 2019)68

%8 Photographs courtesy of Stephanie Parker.

16



At the Geelong sitdormal commemorative activitiesccur (e.g.Anzac Day on 25 Aprjlwhich

is one of Australiads )bAszac Daynarksthé anmversanyaftthe o n a |
first major military action fought by Australian and New Zealand forces during World NWVar
commemorative services are held at war memorials around the cél@tigh activities occur and
communicate the Cult of Anzac via three elememts/thmical pattern body movemg

performance location and sound.

These formal commemorative services are naturally more memorabléntivamab events. As
Manning et al. suggestedt he ment al context [ of] an event
organise our memories of theevanh d how we r et r i e veThroughottese me mo
more memorable commemorative activitidge Cult of Anzathas beercommunicatedandthe

Geelong Grammasite has become mnemonically associated with Anzac sacrifice in war. As Kelly

assered,thee events mnemonicallyrovidea specific purpose to this sité.

This connotation is differerftom that ofthe NGA site which involves visitors examiningthis

object for its visual qualities only. A difference in activities associated with each siteagives
different purpose. For examplé the NGA site had Anzac commemorative activities associated
with this object, the object would also become associated with war commemoration. Research does
suggest that synchronous movement appears to have an imporanunication and memory

effect on boththe participants andhe spectator$® However it is unclearwhat role rhythmical

bodymovementand gesture play in generating this communicative effect.

The daily LPClike the Anzac Day commemorative eveilso communicates via three elements
including rhythmical pattern body movement, performance location and seendr(usic and
spoken word). The daily LPC performance in the AWM forecourt is an opportunity to study two

communication factorsperformance locatiorand synchronous movement through rhythmical

89 Geelong Grammar School, 2015 Anzac Day Service, https://www.ggs.vic.edu.au/eNewsletters/Senior
School/Archive/News240415/240415/ANZADay

AWM, 0Anzac Dy dlagcaedsssddnEebruary 2020. https:// www
day/traditions.

“"mManning et al., O0A42Neur al Signatured6, 1534

2Kelly, Knowledge and Powget 85.

“Bachrach et al., 6Audience Entrainmentd, 179.
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patternbody movement. Although the influence of sound is significims work does not focus

on this factor

The forecourt of the AWM is not a neutral environmént=igure 2.10,le audncefor the LPC

is gathered aroundeffiorecourt facingthe entrance to churdtke Hall of Memory, whichcontains

the Tomb of the Unknown Soldier. Furthen two sides of the forecourt are the names of the dead
festooned with red poppieshe audienceatcheghe EternalFlame in the Pool of Reflection. All

this isa reminder ofhe sacrificeof wareven before the daily LPC is performéd.

Figure 2.10: Image showing the IPC performance location at the AVM

Note: Even before the ceremony, this performance location communicates meaning and is not neutral. The
forecourt directly faces the entrance to Hall of Memory, which contains the Tomb of the Unknown Soldier. On
either side of the forecourt are the gad#le containing the Rolls of Honour listing the names of the dead. In the
centre of the picture is the Pool of Reflection with the Eternal Flame.

74 See Appendix B.
S Image taken on 1$eptember 2018 by lan Roach, flickr, accessed 23 April 2020
https://www.flickr.com/photos/australianwarmemorial/44630819031/in/photostream/
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A substantial communicative elemearfithe LPC appears to be rhythmical patteodymovement
including ADF membes dormal rhythmical body movemenisnd the formal wreatHaying
ceremony.Therefore,my research questiomsgardingthe role of rhythmical pattern movement
are

1 What is the nature of the relationship between rhythmical paitsipmovement and the
commemorative architecture?

1 What role does rhythmical pattern movembeatly play in communicating the essence of
the Cult of Anzac to an audience?

2.4 Conclusions

The framework for this project has been outlinedhis chapterIn this framework research
guestions have been developed thah to investigate the communicative aspects of formal
patterned body movement. These questions have been devéopedha transdisciplinary
approach using historical research, neuroscience and memory research. Tigatevéisese
guestionscommemorative sites on Anzac Paradedother noiiwar related sites Canberrawill

beexamined

Chapter 3 will discuss my research methodologyhe chapter willdiscussnot only what
investigative instruments were used and Wwhyalsomy Hilal Danceandautoethnographic and

video practice relationships.
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Chapter 3: Methodology

Thischapt er 6 s iaddiesmethodaagical issues for this studyhe research presented
in Chapter2 suggestd thatrhythmical patterrbody movementhasan important nonwritten
communication and memory effect on bdtte participants andhe spectators. My research

questions are

1 What is the nature of the relationship between rhythmical paitsipmovement and the
commemorative architecture?

1 What role does rhythmical pattebody movement play in communicating the essence of
the Cult of Anzac to an audience?

3.1 Investigative Instruments

A discussioron my investigative methodology and how claims can be riaaw® this knowledge
is necessaryn this studio researcthe primaryinstrument is myselind theprinciple exploratory
instrument used was my Hil@lance practicewhich was recorded through written performance

autoethnographgnd video.
3.1.1My Dance Practice Hilal Dance

In this investigationmy Hilal Dance practice will be usé#causehedaily AWM LPC structued
performance event uses the principle elemehtiythm and movement qualities to transmit the
Cult of Anzac.lt is appropriate thany Hilal Danceis used as an instrument fiovestigation in
this projectbecauset is aboutthe role of rhythmical patternody movemenin thetransmission

of meaningand my dance practice involves these qualities for artistic expresgoonly will
the nature of HilaDance be explainedut alsohow expressioris limited in written media and

what can beapturedn this media fornwill be discussed

Hilal Dance is a contemporary dance form developed through research and practice of Egyptian
born dancer Suraya Hilal. The dance form is charsei# by strong foot and leg work, fluid and
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delicate upper body actions and rhythmic and grounded hip and shoulder movémbatsiilal
danceb body putsstress on the vertical dimension that gives the body a sense of organisation
through a strong senséthe back. The body also expands horizontaflwidening the chest, back
and shoulders. The Hilal dancer draws on principles of centring, connectednebgirgnd
groundedCentrings basean Far Eastern philosophical ideas that the abdomen is wigszsal
energy known asiChiéor &i6 is centred in the body. The abdomencore engages to hold and
energse the body. The muscles ansupported body are soft and relaxeliowing for universal
energyto be transmittednore easily. This energy fies through this softness from the cendired
creates a connectedneéssoughouthe body. This connectedness extends downwards belyend
legs and feet so that the dancer has an active relationship with the earth catsdigrounding.
Closely related to grounding is the concept of weight sensingHildedancer moves with a sense
of the weight of thie bodyd the bones, tissues, organs and fl&iagghich results in different
expressive qualities. This soft body creates podsisifor a range of different movemerit

The range of these possibilities can be shown by the kinesplefireed as the danders r eac h . ¢
dancer performing an Egyptiamiral folk dance or Shaahi would have a large kinesphere
expressing the open spac€onverselya dancemperforming anEgyptianurban folk danceor

Baladi would have a more contained kinesphere to express the more closed spaces oftthe city.
Simply, this difference islemonstratedisually through movement quality and rhythnsecton

titted6 C o mp o sill dppearin iy experimental worto acknowledgend discusthe thought

process behind some planned rhythmical body movements and gestures.

However there is a limitatiorregardingwritten mediain trying to describe the naturd this
i nst r ume nonrepreBdntatiorfaltth@aptaces emphasis on everyday practices that cannot
be adequatelylescribed® Thrift arguel that written text can only inadequately communicate

multi-sensual practices and experiences. Thriftduse example of dance performance and

""Natalie Pool e, 6Laban Movement Anal yititse oF e nadARN uunndda, me n
Journal,Moving On10, no. 1 and 2 (2012012).

7 bid.

8 |bid.

Thrift Nigel, Non-Representational Theory: Space, Politics, Affeondon and New York: Routledge, 2008, 1
26.
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suggestdthat no matter how carefully written media is ygsbd multisensory practice cannot be

adequately captured or analy$€d.

The following example illustrat es Sywmchioriodse n

me

Objects One Flat Thing, Reprodudedh conceptual rhythmical pattern movement dance art piece

(see Figure 3.13! The work uses.computer scregmllowing the viewer to integrate the temporal

structures formed by the dancers.
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Figure 3.1: Computer screen featuring a front view of theSynchronous Objects One Flat
Thing, Reproducediance?
What isprimarily observeds group rhythmical body movement body structures being formed
and remade instantlymmediately cleaarethe suddesmooth changes that ocaarthe group
of dancer s. Hahe bverdliastructweerisiclkearly deflnesillustratedin the table
at the bottom of the imagéseeFigures 3.1and3.2). It is this communication, as Thrift

suggestd, thatis inadequately discussed in written media.

8 Thrift Nigel, Non-Representational Theory: Space, Politics, Affeoindon and New ¥rk: Routledge, 2008),i1
26.

8 Wil liam Forsythe, 6Synchronous Objects for
https://synchronousobjects.osu.edu/content.html#.

On e

82 Screenshot courtesy of Synchronous Objects website. Developed by The Ohio State WriiversitAdv anc e d
Computing Center for the Arts and Design and the Department of Dance in collaboration with renowned choreographer

William Forsythe https://synchronousobjects.osu.edu/
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Figure 3.2: Computer screen view featuring a top view of th&ynchronous Objects One Flat

Thing, Reproducediance?

This limitation is important to acknowledge in this projeetausevays of movement are ways of
thinking and feeling. Howevethose wag of thinking can only be inferred inadequatétyough

written media. This means thtéte somatic knowledge anféeling that comes from rhythmical

body movementandis embedded in moving postures cannot be directly shown in written media,
only interpreted inadequately by writifNeverthelessseeingrhythmical body movement and
gestures through this instrumentdés | ens does

analysed.

However as this project iddressinghythmical pattern body movement in which movement
quality and rhythm are vital cgponentsseeing and interpreting through this instrumenatstill
useful. The question then becomes how to maximise what can be expressed in written media,

however inadequately.
3.1.2Performance Autoethnography

Written media can only indirectly record thisiht r ument 6 s use through i nt.
Neverthelessusing autoethnographic research as a methodology in conjunction with my Hilal

Dance practice is a way forward. Autoethnographic research is writing in which the story connects

83 Screenshot courtesf Synchronous Objectbitps://synchronousobjects.osu.edu/
84 Sklar,Dancing with the Virgin4.
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autobiographial elementsto personal cultural, social and politicaélement$® This research
emphasissthe personal experience to describe interaciionsthe commemorative environment
of Anzac Parade and the AWM

Using autoethnography allows emotionathenomenao be recordedalthough it is only on a
personal level. Experiential phenomesach as emotional intensjigresubjective andlifficult to
measuré® Autoethnographyppearso be the only timelypractical way of recording the type of
emotion and intesity an audience could be feeling atygarticular moment of a structured
performance event. Nevertheleggs important to acknowledge that when asagja feeling to
an audience at a particular moment in an event, what my feelings are miaflewdthe form or

intensity of those obther audience membe#ltill, | believe this isa useful guide.

However personabndacademielements must be balanced this casemy studio practicenust
also be balancedA compromise is attempted withiohaptersof this thesis in whicha
differentiationmustbe made between direct personal experience and an academic discussion of
that experienceTo reflect this direct personal experiencection titles include the word

60 Per f o msoaa chapters

Therefore the primary purposef autoethnography in this project is demonstratén a written
format my personal emotional stateringmy rhythmical HilalIDance interaction with the Anzac
Parade commemorative environmerd at the AWM and other performance sitesThese

inadequacies are somewhat relievedibjmgcomplementary media in this project video.
3.1.3Visual Practice: Video Work

The intentionin this sections to discuss the role my video work plays in this projeft.video
work is intended to complement nwritten autoethnography performanddsing this media

demonstrateswhat cannot be shown through autoethnographgluding actual physical

8%C. S. EI Il is, 06 ATht $ageEhcygappedia oi Quhlitative Research Metleabls .M. Given (SAGE
Publications, 2008).

8 ris B. Mauss and Mishatl Emot R oCognitioh anR EmoinBBand.2 (2014):
209 37.
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rhythmical body movemensuch as emotional expressi®nin relation to a commemorative

environment.

My dance practicés quite different from my practice as a visual artist. As a dancer rhythmically
moving through spacandcreating work my perspectivas differentfrom that ofa visual artist.

My practice as a dancercludes interactioswith fellow dancers omy surraindings.Conversely,

my visualart practiceinvolves mybeing an observer privileging a viewpoiithis viewpoint is
oftensimilar to what an audience would s@econstantly changing viewpoint is maaégnedto

my dance practice and emotional expres#imough rhythmical body movement.

ForexampleShaun Gl adwe |IStoinsSequenhds@ perforrdaace by a visual artist

from a single perspective with the audience as an unaffected obSdrgdraming in this work

can be characterised as a stilbfgraphic image that has movement. The franprayidesa

definite audience and performer ($égure 3.3). The screen space is the performance stage

very narrowandlacks depthand this is the primary influence for the nature of the performance.
This visual artwork has visual art sensibilities of framing, depth of field and backgrounditiehe
background framing shots show Bondi Beach apartments and housing in the distance. The
background then changes to a surf backgrpimplying that the drst is also riding the waves.

G| a d wraythimidat movements contrast with the rhythmical movements of theasdddd

quietly to the overall cultural message. | suggest his emotional expression through his physical

performance is not of primary imponee in this work.

Figure 3.3: Shaun Galdwelb 8000single-channel videoStorm Sequenc8

% Mi sako Sawada, Kazuhiro Suda and Motonobu Ishii, OG6Exp
Movement Char act ePeicaptual and MotonSkillBE nooX2008)n667,708.

88 Shaun Gladwell, Storm Sequence, Screenshots, YouTube page accessed February 2018,
https://www.youtube.com/watch?v=18rDgAr19DI
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My visual viewpoint is that of a dancer in this projeudt of a visual artisttherefore,it is
appropriate t o consider Mer c e Cunni nghamos
contemporary dancer and choreograpivéo, in collaboration with filmmaker Charles Atlas

explored the issue of camera viewpoint and image framing in 1974 with theé/éstbethin his
investigationsCunninghanapproachdv i sual media from the dancer 6:
This experimental film was divided into six sections that visually explored the relationship between

dance and video. Some of the researastans included

What happens to the stage space when the dancers areudgémgdcloseup?
How does the illusion of depth created by film compare to the actual stage?
When multiple cameras record the same movements from different perspediaesot

of editing is required to preserve the rhythm?

From the initial camera experimentation (s&gure 3.4), how the image is framed governs the

intent of what is communicateth the final section oVestbethCunninghanbeganexamining a

connection betweeediting and collage. In this final sectjgktlas and Cunningham explate

montage, editing together short, isolated movement plaasieseating entirely visual sequences.

In this montage worlkCunninghantriedt o pr oduce vi suafludwor k from a
viewpoin® an everchangingperspectivd ratherthanfrom an audiend® singlepoint

perspective (seeigure 3.5).
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Figure 3.4: Still images from Westbeth(initial camera experimentation)®®

Note: Westbethis anexperimental film made in 1974 by Charles Atlas and Merce Cunninghahese stills
Atlas and Cunningham weessking what happens to the stage space when dancers areusimgdcloseup.

Figure 3.5: Still images from Westbeth(final experimental section§°

Note: Westbeths anexperimental film made in 1974 by Charles Atlas and Merce Cunninglmathis final
experimental sectigrthey experimentedvith montageThe eft-hand image isf agroup of dancers, whilteright-

hand image ishot from within the group.

For Cunninghamthe issue was how to depict performance connotations via visual media
accurately This multipoint perspective blurs the stage space bouesl®etween back and front,
inner and outer. This challenges the illusion of depth of field that is associated withpsimgle

perspectivea s i n Gl a d w eStormbSequenbdhid ledwomordvisual works in which

89 Charles Atlas and Merce Cunningham, Westb&theenshots¥ouTube page, accessed February 2018,
https://www.youtube.com/watch?v=rhkUZF_Am

% Charles Atlas and Merce Cunningham, Westb&theenshots¥ouTube page, accessed February 2018,
https://www.youtube.com/watch?v=rhkUZF_Am
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Cunningham and Atlas began tgeximent with collagéy blurring and flatteninghe boundaries
of the perspectivé. However Cunninghamwas not concerned about the intersection of body

movement and gesture with varying degrees of light.

Notably,Cunningham and Atlaseretrying to depit connotationsfromd ancer 6 s f | ui

rather tharfrom an audiena® &xed view. | intend to us¢his fluid viewpoint in my video work.

d

\'

Importantlyt he dancer 6s attire and t he nettisdgracefrob ac k gr

the signifcance ofbody movement and gesture. This neutrality has made me appieavate
importart a singlepoint perspectivés for the AWM and adjoining Anzac Parade in conveying a
spatial noteworthiness.

3.2Investigative Methodology

My approachof using my dancpracticeas expressed throughitoethnographic and visual practice

is describedn threechaptersThis work is based my personal experience. Personal experience is
inherently ilogical, sothe order ofChaptersti 6 reflectsthe concept development of tinsoject.

The order of how my conclusiomgereformed is as important as the conclusions themselves. This
is known asihe serial ordéreffect, which describeBow concepts are developed as time passes.

This chapter ordedtemonstrates tthe reader howhis project developed and unfolded.

Chapter4 exploresthe nature of the relationship, if any, between rhythmical pathedy
movement and commemorative architecture. While the inspiration forhtpterarosefrom the
LPC and where it is held in the AWforecourt other communication facto(se.g., music and the
spoken word)lso contributed Consequentlythese factors makdifferentiatingthe relationship
between rhythmical pattern movement and commemorative architecbueaifficult Toachieve

this, selected war memorials on Anzac PaPadereinterrogated. Theememorials include

1 TheAustralianHellenic Memorial

I TheAustralian Vietnam Forces National Memorial

%1 Roger Copeland and Merce Cunninghdine Modernising of Modern Dan¢®ew York and London: Routledge,
2004), 16061.
92 Appendix A provides a relational physical description of the Canberra environment.

BChristensen et al., OReilB8ti Beratygf aGde &i il vé aRedWhys eo0

3009.
% Appendix A provides a relational physical description of the Canberra environment.
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1 The Australian Army War Memorial.

Each memorialvasexplored using my dance practice dine performancdescribedising a video

work and a complementagutoethnographic account.

Chapter5 begins answering the research questidfhat role does rhythmical pattefrody
movement play in communicating the esseof the Cult of Anzac to an audience? Building on

the knowledgeresented irChapter4, dialogue the commemorative architecture and rhythmical
movementan be better accounted for in the more complex LPC environment. Based on my dance
practice an aubethnographic account of the LPC will be presented. Within the limitations of my
investigative methodology and my dance prag¢tcsubjective judgement will be made on the
contribution that each elemenhasin the process ofransfering knowledgeto an adience.
Specifically, the role of rhythmical pattern movementwill be evaluated To examinethe
communication characteristics of a rhythmical pattesdy movementin more detaila pattern

will be chosen for further inquiry in Chaptér

In Chapter6, my second research question is examined further. Having identified the formal
rhythmical pattern body movememt Chapter5, the intentionin Chapter6 is to infer some
propertiesThis chapter has two partRartl aims to discern whahechosen actioomonveyso the
selected sites with a single stagiBy. taking this formal rhythmical pattern body movement out

of contextthe communicative qualities can be more easily identified. The sites chosen will already

have a distinct relevance in the environtiarCanberra. Thsitesinclude

1 The National Workers Memorial
1 The ACT Bushfire Memorial
1 Reconciliation Place

T A vacant memori al space on Anzac Parade

The first two sites (i.e., the National Workers Memoriahnd the ACT BushfirdMemorial)
commemorate major events or activities that led to-wan deaths. The last twsites (i.e.,
Reconciliation Place arfpaceA) are both connectetd the New Parliament HouseAWM axis,

which includes Anzac Parade They both have a direct physical connection with Anzac Parade

% |bid.
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and the AWM, hence their importance. Space A has no architectural structucksebutavel
general intention associated with Anzac Pargdeh memorial will be explored through my dance

pradice and shown as a video work andh complementargutoethnographic account.

Part2 is my exhibition. This builds oRart 1 in thatthere was jusa single chosenhythmical
pattern body movemeperformance at eadite. Theaim of my exhibitionis to explore in a
gallery spacdéow usingthe chosen formal rhythmical pattern body movement repetitozely

create new relevancies in this space.
3.3 Conclusions

This chapter has outlined the methodology to be used to investigate my research questions. To
investgate these questions mysetfeansusing my Hilal Dance practice as rhythmical
interrogative instrument. My dance practice investigations have been creatively translated using
complementary mediai.¢., autoethnography and videoHowevet my personal emotional
responses through this methodology mightnefiect those obther individualsvhen exposed to

the same stimuli.Therefore,any conclusions should only be treated as a guide for further

investigations.
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Chapter 4: Synergy between Commemoratig Space and Rhythmical

Patterned Body Movement

4.1 Introduction

This chapterexamineghe synergy between the commemorative architecture and formal patterned
body movement using some memorials on Anzac Parade to ans¥adliotveng research question

1 What isthe nature of the relationship between rhythmical patiedy movement and the

commemorative architecture?

This questiorwasinspired bythecommemorative environment where the LPC is conducted daily.
The spatial design of the AWM forecourt for the d&iBC is not a neutral space. Taehitecture

of the AWM forecourt comprises two walls of pop@ncased Rolls of Honour of all thallen
Australiars, which isoverlooked by the dominating Hall of Memahatcontairsthe Tomb of the
Unknown Soldier. At theentre of the forecourt is the Pool of Reflection and the Eternal Flame.
This architecture is intended to honour anchmemoratéhe Australians who died in war fdheir

country,andthe spaceommunicates this message

Another LPC inspiration is the canunicative elementf rhythmical pattern movemeirtat is

conductedn theAWM forecourt. This rhythmical pattern movement coulccbasidered formal

emotional expressidhintended to honour and remember Australians who died in wahéar

country. In her workBe Happy Now’ visual artist Mai Uedallustratedhow different emotional
states are expressed physically and have diffe
practice is Zen and the tradition of the tea ceremony. The artistdseliegat the tea ceremony can

bring people together to connect and experience a heightened aw&fénesg.view the video

work Be Happy Nowthe performance artist performs a traditional tea ceremony dressed in
traditional clothing in the middle of a Newrork roadway with people and cars passingtby

%®Sawada et al., OEDPpnes®P8069Ff Emotions in

% Mai Ueda,Be Happy Nowv(online video, 2014)Accessed 8 March 201Bttps://vimeo.com/96301909.
% mai ueda, net art (online video, 2018%cessed 8 March 2019
https://www.youtube.com/watch?v=GCAJt303jaM
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heighten this communication. Note the positioning of the camera and the framing of the image (see
Figure4.1). The framesare shotatthea r t leveltwibhshercentral in the image with people and

cars passg her. The positioning and framing of the camisranportant in deliveringde d a 6 s

wor kés message.

Figure 4.1: Photographic stills from performance artist Mai Ueda performing a tea

ceremony in the midde of a busy New Yorkstreet®®

Importanly,t he arti stdos for mal r hparticlhamonnotationsbhe tty mo v e
ceremony comprises a series of rhythmical pattern body movemenisusidie completedn a
preciseorder. The ceremonthat Uedaperformsconveysa quietness of body and spitiitat is

almost reflective. These choreographeeditativeandharmonious movements contrast with the

busy New York roadway that she occupies. This performance also suggests two different emotional
states between the artist and people moving through the roadwegstate isreflective and the

otheris busyand isexpressed through physical movement and gesturethi¢ iformerreflective

rhythm andguality ofmovement in relation to the commemoratimgieonment that will be studied

in this chapter.

Other elements are usedtire LPC, includingmusic and the spoken word. These elements will be
discussed in Chapté&r andthey disguise the relationship, if any, between rhythmical pditeay
movement ad the commemorative architecture. By studying just theseeteimentson Anzac

Paradea measure of control can be exercised in determining a possible relationship.

9 Screenshots courtesy of Mai Ueda, Happy Nov{online video, 2014). https://vimeo.com/96301909

32



Anzac Paradewhichleadsto the AWM, is lined with a total ofi3 memorials commemorating
various conflictseach architecturally differedt® The spatial environmemindthearchitecture of
Anzac Parade and the AWNaveconsiderable similarities @processionalvay thatleadsto a
religious temple. The selected memoriéitted in this thesis athe GAnzac Parad&erie® |,

include

1 TheAustralianHellenic Memorial
1 TheAustralian Vietham Forces National Memorial

1 The Australian Army Memorial.
4.2 The Anzac Parade Series

The intention in this series is to experiment with differ@gthmical body movements my Hilal

Dance practice that harmonise with the essence of the architectural environment. This is received
by meas a felt experience, a kinaestheslas felt emotional experienegisedrom theinteraction

with that specitally designed spatial environment. Through theeggerimentscomments can be

made regarding the relationship betweerthe rhythmical body movementsand these
commemorative architectural structures. Bhé r u carchitectusalddifferenceenable a more
nuanced explorationegardingbody movement and gesturand the developed works explore
different aspects of Anzac commemoration. As discussed in Ch3aptay dance practice
interactions will be creatively translated using complementary mediaautcethnography and

video).
4.2 .1 Australian Hellenic Memorial

This first exploratory performanceccurredoutdoors at the Australian Hellenic Memorial on
Anzac Paradé Canberra. Tis memorial at the head of Anz&arade commemorates the 1942
Greek and Creteampaigns in which Australian and New Zealand troops played a significant part.

It is an approximatecircular structure with an amphitheatilee construction on one sigendthe
remaining sides left open. There is anadhtre Greek Doric column withicross engraved near
thetop of the structure. The column stands atop mosaic stonework representing the geography of

Greece, including the coastline. There are damaged steel girders emerging from the ground at an

1005ee Appendix A, Part C, for a physical description of these memorials.
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angle near one open side. This memorial comanatasthe Australian and New Zealartdoops

that assisteGr eece; it al so c o A’tNeverhsless, the me@orial speakd t r ¢
about the degand the Doric column with the engraved cross near its top fet¢akpoint of the

memorial (se€igure4.2).1?

i

g

. E——

Figure 4.2: Australian Hellenic Memorial on Anzac Parade Canberrd®
4.2.1.1Composition

The performance using Hil@ance was not specifically about commemoratimgse who have
fallen inwar, ratherjt is abouthe sadness of this memorial. From my dance expertigrecehythm
and movementladto be slow and measured. To add to iiessagef mourning my clothing

comprisedall black, traditional imitation Victorian clothingincluding a black veit®* | decided

WiKen Taylor, O6Anzac Par & dnberraHistotical JalirsaB8(1936): & f Memor y 6,

102 Monument Australia website, accessed 10 July 2019.
http://monumentaustralia.org.au/themes/conflict/ww?2/display/9@lL&2ralianrhellenicmemorial/photo/9.

103 photograph courtesy of Stephanie Parker.

“Sonia A. Bedikian, omh®i Déearhaaf CMe pen®wEGAJoEMIDi tt 1 e B
Death and Dyind7, no. 1 (2008): 3%2.
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againstplaying music becausi# would interfere with tegtg whether slow rhythmical body

movement aloneouldproduce an emotional response
4.2.1.2Performance and Video

This videoof 3 minutes and 12 secondsesa multi-screen approach twt showpreferenceof
any one viewThe background video is a view frahne GoPro camera mounted on my headhe
scarf | was wearing. One of my primary results Wasthis open spatial environment considerably
influenced the mood and nature of my rhythmicadypmovementit affected my mindThe space

Is dominated by the huge Doric column and partly surrounded by colodikeuseating so the
dancer isconfined tothe largest open area. The sombre mood of this space forces the dancer to
harmonise with that oodregardingrhythmical movement. From this felt experience®vement

is slow and measurezhdalignedwith that constrained mood. My slow rhythmical performance
movementsvereimprovised and governed leytherwhatl felt from the monument structure ite

or my felt experience. The slow rhythmical dance was done in complete silence exct for
background noise of nature and road trafflotably, trying to engage with the Doric column for

this performance was difficult at times.
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Figure 4.3: Experimental performance at theAustralian Hellenic Memorial on Anzac

Parade in Canberral0

4.2.1.3Discussion

The body movement and expressed gestures felt unsatisfactory and emotionally constrained. The
dance €It confined to the largest open area and did not incorporate the surrounding architecture.
Further, the dance occurred in the sitebs | ar
Although the dance was in harmony with the sombre moothefsite, it didnot match the
memori al 6s spati al intent or design. The body

meaning for me, but to an audience watching, their meaning would be obscure. The dance did not

105 photographs courtesy of Stephanie Parker.
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communicate my intentions clearly tluwgh body movement and gesture alone. However, the
nature of being unsuccessful is learning what not to do. The body movements and gestures
performed must be reviewed for future work to

intent.
4.2.2The Australian Vietnam Forces National Memorial

| consideredhe lesson$ learred at theAustralianHellenic Memorial,andthe next experiment
was at the nearbiustralian Vietnam Forces National Memorihis memorial commemorates
Australigd participation in the Vietam War. It comprises a ramp crossing a shallow moat leading
to an enclosed arehat isflanked by three stone slabs. There is a small-Bkarstructure in this
area and a metal halike loop containing the names of the dead is suspended above. ®ne wa
displays inscriptions and quotations desigf@dviewersto recall notable events; anothsall
shows an etched image of Australian soldiers waiting to be airlifted by helicbpgamemorial

is almost templdike, with aramp leading t@nenclosed arethat has amltarlike structure (see
Figure4.4).

Figure 4.4: Australian Vietnam Forces National Memorialon Anzac Parade, Canberra®

106 photograph courtesy of Stephanie Parker.
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My inspiration for my interactions with this memor@lo® from having observea@ unit of
A u s t r Rederatoo® Guard catafalque partypractsing drill for an upcoming commemorative
ceremony at theéAustralian Vietnam Forces National Memori@ee Figure 45). The party
comprised four soldiers and one comumhiag officer. The practicéenvolved four trained ADF
members conducting a slow processional performance up the ramhaiititveaponseversed.
When the party reached the interitve membes positionedhemselve$acing outwards witlheir

heads bowedral weapoareverseds a symbol of respect for those wiamifallen 107

The Federation Guard uniform amtta level of commemorative communicatjoas it has
significanceand embodiesthe ideals of Anzax!'%® Further,the rhythm and movement quality
communicates a solemnity and gravitas through trained body movements and gestures appropriate
for this commemorative environment. The environnegypearedo contributeto enhancinghis

performance.

Figure 4.5: Me mb er s o Fedehation Guard practasdigsa commemorative drill
known as thed atafalque party 6at the Australian Vietnam Forces National Memorial on
Anzac Parade (Canberra, April 2015)10°

After consideringhe lessonslearnedrom my AustralianHellenic Memorial experiment aimed
to complement the memor@alarchitectural spatial intention with my performarasel enhance

theconnotations of th&ustralian Vietham Forces National Memoriasdid the catéalque party.

WThe Australian Army, 6Cat afuarteg@eemdnial Manyad VolukedAsrtexBal i an A
to Chapter 21 Procedure for Mounting of Vigils (Troops with Riflé€anberra: Australian Army, 2010).

108 Ann Elias and Roy R. BehrerSamouflage Australia: Art, Nature, Science and \(Brdney: Sydney University

Press, 2011), 104.

109 photographs courtesy of Stephanie Parker.
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4.2.2.1Composition

Having withesse&d uni t o fFedaratisnt Guard undeaking a commemorative, drill
intendedto accuratelyimitate his processional performanteat complementett he me mor i al
space. My dancexperience wasaseful hereas it is a common practiée danceto imitate body
movements and gesturésvanted to exploréhe atafalquepartyd smiovements and gestures viith

theme mori al 6s spati al envi r on me nwhethiethest @esnentst h e |
alonecoud generate the desired commemorative connotationdoing so | experiencedvhat

that harmorsation fet like in thatarchitectural space.
4.2.2.2Performanceand Video

Before the worlbegan] undertook dance preparation work. Thisglescreen, multview video

of 3 minutes andl3 secondsintentionally is a combination of three viewpoints. The video
commence®y showing theAustralian Viethnam Forces National Memodatnterior from three
viewpoints demonstrating tthe viewer hovthe interior space is configured (d8gure4.6). After

this introductionthe central image disappears and is replacethigving image of myself slowly

and formally proceedingup the ramp teards the interior, imitating the slow rhythmical
movementsb t he catafalque party. This processiona
increass the solemnity and gravitasf laying red poppy wreath1° Notably, this rhythm and

quality of movement communicated a solemnity and gravitasdiaonstratethe importance of
thesefactors as aneans ofcommunication. The other viewpointssplaytwo different interior

views ofme proceeding o t he memori al 6s waspgedormedanlyothEhi s mec
sound of myown breathing, flowing water nearby andtive bird calls.

HoKjrshenblattGi mb|l ettt and McNamara, i6Processional Performance
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Figure 4.6 Australian Vietnam Forces National Memorial video still images showing two

fixed viewpoints anda centre camera head shot!

Note: The militarylike body gesturevas imitative of aatafalque party

After | reached the centre of the interior spddeaeganimitating the drill. The imitation ofthese
movementsnvolved restingny hands on an imaginary riflasobserved irthe catafalque pardy s
drill. My head is bwedas if inprayer. This body gesturevasheld for a momentThis stillness

produced peace and serenity in my body and mind. After a period of stillness and reflection upon

111 photographs courtesy of Stephanie Parker.
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those fallen irthe Vietnamwar, | cameo attention in a militarjike mannerand movel outside

the memorial in dormalway.

Notably, this imitative performance was performed without the catafalqueantyforms and
rifles. However through these slow rhythmical movement®lt a calmnessé my mind that was

communicated througmy movements.
4.2.2.3Discussion

This catafalque party imitation work allowed me to experience bodily movement and gesture
synchronisation with the memorial 6s spatial e
of rhythm and quality of movementhese elements formally and rhythmicadlypress the nature

of the space. The space is not neutral and has a commemorative function. As with the LPC being
performed in the AWM forecourt, there is a relationship between imitation body movements and

gesturesind the commemorative spatial environment.

Neverthelessvhen my performance is comparedtiat ofthe catafalque party, teuniforms and
rifles added an additionalementof connection to Anzac heritage that is not readily evident in my
performance. Consequently,hte catafalque pardy performancewas more effectiveregarding
commemorative communicatiorlowever, thesynchronicity between the body movement and
gesturesand the spatial intent of the memorial has a magnifying effect on a possible gpassiv
audience. Theniforms and weapordo add anothdevel of communication that will be further

explored at the Australian Army Memorial.
4.2.3Australian Army Memorial

My next work at the Australian Armivemorial wasslightly different. The Australian Army
Memaial is aestheticallydifferent from Australian Vietham Forces National Memoridlhe
memorial is an opespacedominated by two tall Australian soldiefsessedn 1960s battleegalia.

They are positionedn a stepped platform in front of seven pillaach representing conflicts in
which the soldiers were involved. A small path at the back of the memorial leads past these pillars

to wherevarious plaques detailing specific confliet® locatedseeFigure4.7).
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Figure 4.7: The Australian Army Memorial on Anzac Parade in Canberra'?

This memorial commemorates Australian soldiers Wwhdserved inbattle since the Boer War
(1899 1902. These large uniformed figur@s slouch hats@re squargawedand larger than life,
representingiustralian soldies asmasculineandmythical. Visitors to the memorial are drawn to
these figures and naturally raise their eyes towd#rds facesin reverence. These figurese
reminiscentof the mythical heroic figiresof the Trojan wars of oldsuch as or AjaxSimilar to

those figuresthe ones irthis memorial force me to think of Anzain a masculinevay.

Inspired bythe idea frommy previous work of synchronising with the spatial intent of the
memorial,l cons der ed t h ehatdfung strtuctued perforntaiée event was tailored to
enhance the reverential nature of these large figdifes@o thausingmy Hilal Dance wouldnean

| would needo addresghese heroic figurewith a more worshipful tonghrough two important
elementsrhythm andquality of movement. Thaled me to think about the distinction between
worship and commemoratiaf the idea ofAnzac It appeas thatthis distinction isalmost non

existent

112 photograph courtesy of Stephanie Parker.
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To answethe above questiothe oigins of the Cult of Anzamust be discusséd® According to

Inglis, the Cult of Anzac began in 1916 as a reactiothéolosses o¥World Warl. He further

assedt hat the tenets of this oO6faithdé were si mpl
although there were conventional Christian overtoagardindife and deati!*Moses statgthat

it was the church that took the lead in this mourning and swegbbstt in late 1915, discussions

involved formalising a national day of mourniog 25 April, Anzac Day. Prominent in this

mourning was Catholic Canon David John Garland, who, Moseseadaauentually became the

central architect of Anzac Day. Garland proposed that such a day had to be a secular
denominational national day of mourniHg.For ex a mp | e, he promoted the
silence instead of prayers for the dé&Consequently, Anzac Dayas a form of ancestor worship

from its beginning. Inglis further argdehatthe Cult of Anzac can beonsidered civil religion,
which is defind as ©6éa public profession of faith tha"
prescribes dogma, rites and r i tuBhersforefmgr ci t
performance focusg on the worshipful aspect of these mythjdaroic figuresatthe Australian

Army Memorialcan beconsidered commemorative according toGhgt of Anzac.

Thesetwo statues are uniformed soldiesgaringslouch hat. The slouch hat that was part of
Australian soldies @niform in World War | has become a material and visual device that has
helpedcommunicate the Anzac legehd Evidence for the success of this propagation ofuiée

male AngleS a x o n  wAnrzac legend @an be seen in how the inheritors behaved dd Wo

War Two battlefieldsThose who ear the AIF uniforntonsiderits y mbol i ¢ of a O&Ospe
warrior-hero whose status embodied ideals of masculinity and this was true regardless of the
service being popul at®The unjormiselfnrelndingtie skl hiat as  me

has become mythical antlansmitsan interpersonaltrained behaviour to its wearer.

113See Appendix B for a full account of the Cult of Anzac as a religion.
14 nglis, Sacred PlacgsA37.

153 o hn A. Anblioamisnsand Adizac Observandehe Essenti al Contribution of C
Pacifical9, no. 1 (2006): 66.

1181bid., 74.

WEnycbopedia Britannica, O0Civic Religiond, accessed 25 S
religion.

85t eve Mg iSymbol of Our Nationo: The SloucHhoumat, the
of Australian Studied42,no. 1 (2018): B18.
119 Elias and Behren§;amouflage Australial04.
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Therefore, | will usethe slouch hat inmy performanceat the Australian Army Memorias a
ceremonial object, representing the quadited Anzad?® andas a means of venerating Anzac.
Ceremonial objects can be mediatory devices between the divine and the humans in the profane
realm!2! A physical prayer or veneration is communicated through the act of raising both arms
above my head? while holding theslouchhat. Presenting this ceremonial object is a mediation

with the divine Anzagcwhich iswhat the statues represéine.,what is besaboutbeing Australian

auniquely maleorientatedvision).
4.2.3.1Composition

As with my performance at thédwustralian Vietham Forces National Memorigtis was a
processional performanedongthe path to theearof the Australian Army Memorial holdinthe
ceremonial objecg slouchat carried before me to the base of the statues. Asnyitlerformance
at the Australian Vietnam Forces National Memorialow rhythmical movements were made
communicatinghe seriousness and solemnity of this event. At the base of the stataisedthe

slouchhat byraising both arms above my head in veneration.
4.2.3.2Performarce and Video

The staging is devotional worship in which the propeniete slouchhat are translated through

slow, rhythmic and deliberate movements.

Thevideo of2 minutes and1 secondsomprises a brief introduction with a series of still images
focusing onme looking up atthesesquargawed largerthan lifefiguresin slouch hatgo set a
worshipful tone for the work. The image then changes to gienstonGoPro shot,with memoving
along a pathholding the ceremonial object before tfigures This processional performance

leading to the figures increasthesolemnity and gravitasf this structued performance event?

120 Nelson, Bendan, Anzac Day 2016: Dawn Service Commemorative Address, Official Speeches, Australian War
Memorial, accessed 10 August 201https://www.awm.gov.au/commemoration/speeches/Awzgedawnservice
addres2016dr-brendannelson

iIAuboyer, oO6Ceremonial Object, Religioné.

2Tim Challies, 6 T hChallidd B sAprill 2089. hitds://wiw.challies.com/christitiming/the-
postureof-prayer/; Helene E. Roberts, eBncyclopaedia of Comparative Iconography: Themes Depicted in Works

of Art (Routledge, 2013), 55.

123KirshenblatGi mbl ett and McNamar a, i6Processional Performance
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Due tomy Hilal Dancepractice, | become aware ofy breathing a$ conductthis stagingMy
breathingbecomes sloweand any thoughts in my mind argleasedTension in my bodgases
as movement occsirWhenl reachthe base of these statuesy head is bowed in reflection for a
shortperiod My breathing is slow and measuyaad quiet joy begins to rise from my centAs
the joy reaches my chestraisethe ceremonial objetb the statueexpelling the air in my lungs
in worshipful respecand praise of the Anzac masculiniyat the slouch hat represents. To
emphasise this act of worshigme frame of the imagedromeswider. After aperiod,the hat is

lowered andthe screen narrowand fades to black (sé&gure4.9).

Figure 4.8: Australian Army Memorial images from a headmounted video camera showing

the carrying and presentation of the slouch hat as an object of revereneé

124 photographs courtesy of Stephanie Parker.
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4.2 .3.3Discussion

The rhythmical body movementssed in theAustralian Army Memorialwork were not those
normally associated withi#zaccommemorative activity. Howevghey were still sympattic to

the spatial intent of the sitendthe body movements were intentionally worshipful in nature.
Unsurprisingly the worshipful nature of these movemergsot different fromhow the Cult of

Anzac has evolved to become afaifhh e mo v expres st Do al though kept
spatial intent, diverted the nature of this sitem commemoratiorto worship. This work
demonstratediow slow rhythmical body movement and gesture has meaning andhrangh
performanceinfluence this sitéo beregarded more religiously.

4.2.4The Australian Hellenic Memorial, Again

The initial experimentst the AustralianHellenic Memorial effectivity ignored the spatial intent
of thesite. TheAustralian Vietham Forces National Memorark imitated some rhythmithody
movement and gesture$ an ADF catafalque party prastig drills at this memorial. This work
demonstratedhat two important elements of these movements were rhythmgaality of
movement. These movements were sympathetic toAtistralian Vietham Forces National
Memoriab spatial intent anddemonstratedsynchronsation between the two and how the
commemorative message could be magnified. The Australian Army Memorial work used a
ceremonial objeé& a slouch ha® and through movement qualitynd rhythm produced a
devotional work that harmonised with the spatial environm&he work also attempted to
demonstrate thatow a site is regarded can be altevdth body movement and gesturghis
attempt gave a more religious feekhe idea ofAnzac.

This work builds on the previous performance at the Australian Army Memorial. My aim is to
further adapt the meaning of this memorial site to one of a more rehigielend Ancient Greek

type worship ofthe idea ofAnzac through a structed performance event. This work intends to
harness t he s astnuchsas pogsibié makihg aicantpletelyt new connotation
through body movement and gesture alone. My clothing in this staging was deliberately neutral to

maximise the transmission of bodhovement and gesture.
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Beaumont suggestithat this memorial was constructed on Anzac Parade to cater to the Australian
Greek population who were one of the larger {&15 groups that emigrated Awstralia. The
memorial commemoratesustralian troops whéought in Greece and Crete in Apillay 1941
andalso to the Greek civilians who died in those campaigiignlike the previous two memorials

this memoriais not solely focused on the ideaAfizac

This site is open to the environment with the Doricunomh and amphitheatié&e structure (see

Figure 4.9). This suggests aAincient Greektype association in which worship was to the open

sky and earth. Ancient Greek worspgrsthought that the deity they worgped dwelled in the

earth and under the skg® The place of worship was known as a sanctuary and comprised an open

air altar.This is similar in intent to Charles Ba&amriginal aim when the AWM was first opened

in the 194040 commemorate he 61l i vi ngd Anzac s pinenvirommenn t he

and sky.

Figure 4.9: Australian Hellenic Memorial on Anzac Parade showinghe path leading tothe

memorialt?’

Note: The pathwasused for the performance.

Joan Beaumont, O0The Second War in Every Relsumaoft : Aust
Military and Strategic Studies4, no 1 (2011): 11.

6Mi kal son, 6Chapter 26, 7.

127 photograph courtesy of Stephanie Parker.
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This video work is sympathetic to Charles B&aoriginalideasregardingAnzac commemoration
and aims to adapt the memorial for this purpose. As in the previousiveorké Australian Army
Memorial), the distinction between commemoration and worskgording to th€ult of Anzac is

relatively nonexistent Arguably, both terms could be used interchangeably.
4.2.4.1Composition

For this performancehe offcentre Doric column will become thaltad andthe focusof the

worship. The Doric column also has a Christen cross near thgitop it a Chrisian association

(seeFigure 4.10. Using myHilal Dance practicel composed work that considered trspatial
environment. The work will comprise a slpwhythmical walkalong the path leading to the

memorial until | reach the base of the Doric column (séégure 4.9). This processional
performance | eadi ng t osthedolemnityandgravitaafthéssructoed nt r e i
performance everlt® A moment of reflection and prayer will occur withy headbowed,showing

respect and honodf® | will then raiseb ot h arms in praise to the 0

surrounding Canbemaenvironment and ski?°

128KirshenblattGi mbl ett and McNamar a, i6Processional Performance
2Challies, 0The Post urDees @dsturd Maitey Whed You Rriayeivepring Bwaah,p e ,
accessed May 2020. https://newspring.cc/articlestgostirematterwhenyou-pray.

¥ Challies, 6 The Pos tDoes Posturd MatferRabersEdcyclop8edia of pCemparative
Iconography 55.
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Figure 4.10: An image of the Doric column at the Australian Hellenic Memorial showing
the engraving of the crosof the Greek Orthodox Church near the top of the columni3?

4.2.4.2Performance and Video

As in previous works, a few moments were spent preparing my mind and body for this performance
using my dance practice. To give this staging the rigbling, my mind is cleared, shoulders
relaxed and neck extended. The tension in my body is minimised, allowing me to enter the world

of prayer that this work requires.

This video of 1 minute and 0.01 seconds commences with -avimaow view of my slow and
relaxed rhythmic processional performance towards the Doric column along the main path (see
Figure 4.11). My eyes look towards the ground in humility, and my movements are slow and
measured as | move towards the altar. | focus on this movement and rbgtioantrating on

trying to give solemnity and gravitas to this processional staging.

131 photograph courtesy of Stephanie Parker.
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Figure 4.11: The Australian Hellenic Memorial video cameraviews showingme

approaching the Doric column and then preenting to the sky in a worshipful action as if
the column is the centre of attentio®*?

132 photographs courtesy of Stephanie Parker.
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As | approachthe base of the colummy head bows in prayer and reflection. My mind is galm

and in front of mestandsthe huge altar. The sound of my surroundings filisears The video

now shows three different viewdrom furthest toclosestviewpoins. In two viewpoints the

Christian cross at the top of the Doric columvisible,giving a Christian import to my actions.

Atthe same time,éxhale andraisengyr ms i n praise to the o6livingbo
Canberra environment and sky. Throughese actionany praise and spirihave been added to

the living Anzacspirit around meThis movement is capturéadeach of the three views (seigure

4.17). After a momentl lower myarms, step away from the column and slowly walk away. | feel

empty and have made my devotions and prayers.

4.2 .4.3Discussion

The video work showing the performance demonstrates an active synchronisation with the
me mo r i a fediuse theougb thythmical body movements to broadcast a particular religious
like message associated with the idea of Anzac to viewers. There is a complementary relationship
between the two elements of the spatial environment and the body movement tame. ges
Importantly, these two elements have been adapted to produce both this work and new

connotations. In this case, a more religious import for this site has been implied.
4.3 Conclusions

My first research question askvhat is the nature of the relationghbetween rhythmical pattern

body movement and the commemorative architecture?

First, what initially became clefom observingooththe ADF catafalque pardypractice and my

own imitation at theAustralian Vietnam Forces National Memonaas that therained rhythm
andquality of movement were essential elements for the delivesya@mmemorative message.

Both elements communicated an emotional message of remembrance with solemnity and gravitas
for those who havéllen. Importarly, althoughthe ADF artyd aniforms and rifles added to the

transmissiontheywere not essential.

Second, e Australian Vietnam Forces National Memornaditation work using myHilal Dance
demonstratethatthere was a relationship between being in harmenyt h t he memor i al

design intenandperforming slowrhythmical body movement$he significant rolehatparticular
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body movement and gestures played in activating this hasatmmis important It was this active
synchronisation of particulddody movement and gestures that prodube magnified emotional
effect wouldpotentially occur on an attendirsgidience. As Stephens assdrthe architecture
became a focu$? and, overall,the memoriald communicated message of public grieds
magnifed. This magnificatioreffect not only isa reason tdold the LPC in the AWM forecourt
but alsohelpscommunicate thpublic grief abouAnzac and may mean that an audience becomes

imbuedwith the valueshat Anzac died for.

Third, the Australian Army Mmorial work built on the idea from the previous work of
synchronising the spatial intent of the memorial with tailored body movements and gestures.
However this structued performance event using nbyilal Dance successfullproadenedhe
reverential natte of this memoriaby usinga ceremonial objeét a slouchhatthathas an Anzac
importd andspecific body movement and gestures to give this site more reliikeusvertones.

This was achievedwhile harmonsing with the spatial environment. Importantlihe work
demonstratedhat the distinction between worshipg andcommemorating the idea éizacis
relatively norexistentfor this particular memoriaFkurther the workdemonstratethat rhythmical

body movement and gesture actively communicate thisassence.

The final world the revisedAustralianHellenic Memorial performanéebuilt on the work from

the Australian ArmyMemorial. This work furthebroadenednd adapt ed t he memor
spatial intent by actively using rhythmical body movement and keeping within the spirit of Charles
Beano6s o raf Anzan @mmemadraiensThe work agai@monstratethat the distinction

between worshiping and commemorating the idea oRAnzac is relatively nonexistent

Importantly, the work further demonstratedthat rhythmical body movement and gesture
communicatectively. The work snvironmenis important andnagnifiesthe performance. This
magnification couldbe the mental context in which this event is rememba®dlanning et al
suggestd'®* Thissupportsk e | | y6s i dea that such events ena
formed with this location in the environméedtHowever further work would need to lmnducted

to confirm such a suggestion.

¥Stephens, o6Circuits of Memoryo6, 96.
¥¥Manning et al ., o0A42Neur al Signatur ed, 1534
135Kelly, Knowledge and Powet 85.
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Chapter 5: The Last Post Ceremony

My first researchlquestion ask whatis the nature of the relationship between rhythmical pattern
bodymovement and commemorative architectukedutlined inChapte, experimental work at
the Anzac Paradenemorials demonstratechow the established spatial intentions at these
memorials can be accentuated and added to with rhythmical pattern movement perfonaiance
hasa similar intent. A synchronous relationship whswn. This chaptershowsthat rhythmical
body movement and gesture can actively communicate different Aelzded messages through
adaptingto the commemorative architecture. In thisythm and the movement quality were
essential elements for the deliyesf that commemorative messé@gelements that are integral
parts of myHilal Dance practice.

My second research question askéat role does rhythmical pattebody movement play in
communicatinghe essencef the Cult of Anza¢o an audiencgChapted showed a rather simple
relationship betweethetwo main factor®f commemorative architecture and movement elements
without an audienceThe chapteralso evidencedhat patterned rhythmical body movement can
play an active role in message transmissionweéler communicative elements at the LR&kes
placein front of an audiencéhatincludes not only commemorative architecture and rhythmical
pattern movements but also muaid the spoken wordrurther, ther@are more than one formal

set of rhythmical pttern movements at the LPC. They include

playing the National Anthem

VIPs ard members of the public placingeaths at the base of the Pool of Reflection
aserving ADF member moving to the steps and satiag>de, salitg and then marahg
into the Hdl of Memory.

Wil liam For syt hSgnthsoncusOhjeaistOaer Flati bimgkReprodié&similar
to the LPC hasvariouselementsvorking togetheexcept the background is neutral. The screen is

the performance stage. Forsyt heds wthatakows s a

¥Forsythe, 6Synchronous Objects for One Flat Thingbo,
https://synchonousobjects.osu.edu/content.html#.
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the movement work to define the harmonic sp#oe computer screen. The computer allows the

viewer to integrad the choreographic (see Fig&d).

Figure 5.1: Computer screen viewfeaturing a front view of the Synchronous Objects One
Flat Thing, Reproducediance?’

Neverthelessonemajor difference is thdt o r s ywork is @ gesthetic art experience while the
LPC is commemorativen contrastingpothshows the LPC primary function is a commemorative
transmissionHowevetFor syt heds wor k i mplies that rhyt hmi

this commurcativerole.

The intention of thichapter through myHilal Dancepractice is to begin examining the rots

rhythmical patterrbody movement and the other communicative elements at the LPC in relation

to the audience. Based on my dance practineautoethnographic account of the LPC will be
presented. Within the limitations of my investigative methodokgy myHilal Dancepractice a

personal subjective judgement will be made on the contribution of each element plays in this
knowledge transfeprocess to an audience. Specificatlyere will be an evaluatioaf the role

rhyt hmi cal pattern movementsoé contribute. To
communication characteristics of a rhythmical pattern movenaepattern will be chosen for

further inquiry in Chapte8.

137 Screenshot courtesy of Synchronous Objects website.
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5.1 Musical Influence on the LPC

In considering the effect of the LPC on individyéihere has been a discussinithe Chapter 4n

how the spatial environment and slow rhythmical body movement of similar intent contribute to
kinaesthetic communicatiofhis section briefly considethow music played at the LPC also
contributes, as it is also experied@saform ofkinaesthesia. This is necessanyceKelly asserts
that,in oral culturessong and music can algtay a role inthe communicatiorof knowledge'3®

This is line withthe structued performanceof the LPC in thathree music pieces are played

includingthe National AnthemFlowers of the Forestandthe Last Post

Flowers of the Forests a bagpipe lament &h is now performed across the Commonwealth,
commemorating sacrifice among the armed fotéds was writtenoriginally to commemoratthe

Scots who died at the Battle of Flodden in 1513. Ods&t Posbugle tune originated in the British
Armyaspartofa er i es of bugle calls in the eighteent!
it meant the end of the sol,thelLastPosnowsagpalsthe n ¢ om
end not merely of the day batsoof this earthly life. It is followedy a few moments of silent

prayer andhenthe sounding of Reveille, the first call of the day, to signify rebirth into eternal

life. 140

My intention here is not to analyse the nature of this musi¢dodéterminehow it could affect
rhythmical body movemes, gestures and stadémind. The literature will be used to answer this
questionas | do not believe that my research method can provide a considered answise dh

theliteraturehereis not intended to be exhaustive but indicative.

Wallbott invedigated whether body movements and body postures are indicative of specific
emotions and found that sadness is charactebigdittle movement activity*! Burger et al
showed that listening to music can affect how we mawe one of those factors is peired

138 Kelly, Knowledge and Powe#9.

¥Corey GibmeenFl dwers of the Forest are a @i WedttishAwayo:
Literary Reviewll,no. 1 (2019): 104.

149BBC News,The Story of the Last Postl November 2015. https://www.bbc.com/news/magaz##68398.

YHarald G. Wallbott, ¢ BBEudopeanyJouinhal pfrSecalsPsycholod®, ho. E(a988):i o n 6 ,
879 96.
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emotional content!? This study showed how people synchronised with the rhythm to produce
different body movements. It showed body movements allowed by the rhiyttihis way the
rhythm controlled their body movement. Burger ethhracterised movement associated with sad
music with a small amount of movement probably because sad music inaithies than

encourages movement. In contyasbvement associated with happy music covered more $face.

Frommy Hilal Dancepractice theemotionexperiencd listening to the above pieces of musias
one of solemnity and sadneggyain, from my practicethe music encouraged stillness to slow

rhythmic body movement and gesture as well as a more reflective state of mind.
5.2 The Performance Being an AudienceMember

The AWM LPCis held in the forecourt of the AWM The LPC is conducted seven days a week,
excepton Good Friday and Christmas Ddw. attending my Hilal Dance practice becomes as
observational tool in which matters of staging, rhythm and movement quality areTmtad.the

LPCfeels like a funeral being held fot@g-dead person. It has the same format as a funeral with

fl ower tributes and t hethipfaneral s difteenitlisiatithe AWIM. S c u S S ¢
On two walls of this forecourt are the poppycased Rolls of Honour of all the Australian dead.

The forecourt is dominated by the Hall of Memory containing the Tombedf/ttknown Soldier
(seeFigures 5.2 and5.3). At the centre of the forecourt is the Pool of Reflection and the Eternal

Flame.

“2BjrgitaBuger , Marc R. Thompson, Geoff Luck, Suvi Saarikal
Related Musical Features Influence Regularity of Mlisic d u ¢ e d M oRrogemdingstofithe 1dthrinternational
Conference in Music Perception and Cognitiamd the 8th Triennial Conference of the European Society for the
Cognitive Sciences for MugjEuropean Society for the Cognitive Sciences of Music, 2012),8/83

1“3 B . Burger, Suvi Saari kalli o, Geof f Luck, Marc R. Th
Perceived Emotions in Music and Musicn d u c e d M Musie mReraeptidn30, no. 5 (2013), 51B3.
https://doi.org/10.1525/mp.2013.30.5.517.

144 See Appadix B.
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Figure 5.2: Image taken at the base of the Pool of Reflection showing tkg¢ernal Flame
with the dominating Hall of Memory with a member of theADF Federation Guard at the

entranceway for the Tomb of the Unknown Soldiet*®

Figure 5.3: Wide-angle image of the LPC conducted on Anzac Day 2015 at the AWM.
Photograph shows theelationship of audience to architecture!4®

145 Photograpltourtesy of Stephanie Parker
146 photograph courtesy of Fiona SilsiyzacDay 2015- Last Post Ceremonyustralian War Memorial. 25 April
2015 accessed 12 April 201Bttps://www.flickr.com/photos/australianwarmemorial/17261387242
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As | have commented\nzac Parade and the AWM architecturgdieonsiderable similarities to

a processionalay leading to a religious temple. This architecture is about honouring the fallen,
the beautiful death a reverential, even religious way. It is in this created architectural atmosphere
that the LPC is held. Even before the LPC is hislid architecture radiasthis message.

The invited public line the forecourt by gathering in the Roll of Honour amedsear the AWM
entranceway. School children, if present, are positioned to the left of the Pool of Remembrance.
Visiting dignitaries are placed near the base oPtw of Reflection (se€igure5.3). The relatives

of the soldiebeing honoureth the LPC are usually in attendanteey might even lay a wreatfy.

Importantly, before the ceremony beginthe AWM staff member informs the publibat they
cannot sit on any of the stonewpikis a standing ceremongnd it will be broadcast nationally.
Peope laying a wreath in the ceremony are schooled on holayt@a wreath properk® ADF
personal who are reading the story offéegturedservice persoare told where to stand and move
to. Everything is controlled and choreographed by the AWM for thistatadperformance. The

only active participation is when a member of the public lays a wreath.

As the ceremony beginthe attending publits silent, standing together synchronousiyny noisy
children either quieten or their parents take them outside swo@a® disturb the silence.
Emotionally it is a quiet reflective atmosphere. The AWM master of ceremonies at the podium
repeats the weknown quotation fronthe World Warl journalistandhistorianCharles Beanas

if it is now an article of religious faitfor the AWM.

Here is their spirit, in the heart of the land they loved; and here we guard the record
which they themselves made

The Australian National Anthem starts t@yl As discusedat the beginning of this chaptéhe
music encourages stillness in body movenaeutgesturas well aamore reflective state of mind.

People naturally come to attentisimultaneously

147 See Appendix B.

“of ficial advice on how to lay a wreath from Departmen
Lament sé, accessed July 2020. https:// www. defence. gov.
149 A WM, Building the Memorial of th&& ut ur e 6, accessed November 20LX9. httop

releases/memorialf-the-future.
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The mournful lamenElowers of the Forestommencesand that stillness is reinforcégrtherby

this sad music. This mournful tune echoes in the forecourt bounffinjeonames of the dead,
reinforcing the nature of this ceremony and this architecithe commencement of this tune is
the signal fortie weath layingto commence. Individuals confierward, lay a wreath at the base
of the Pool of Reflectiorstand still for a momerandthen go back to the audience. This sad music
continues to echo around the forecourt. The next wreath layer comesdtitis repeatd then
another, then another and anotli®yr.the timethe music stopghere can be a forest of wreaths at

the base of the Pool of Reflection.

| feel thatthis wreath layings the emotional centre of this funecaremony| feel akinaesthetic
empathy:>° For me this is the part of the LPC that connects me to this individual and all the other
dead individuals named in the surrounding Rolls of Honour. This was once a living, breathing
person who had hopes and dreamwiso died at a youngge.Importantly for methis ceremonial
action of laying a wreath is ttwitical physical action of the LPC as the major expression of loss.

The slow rhythm in bodynovement experienced in #thAnzac Paradé&eriesis seen athe LPC.

It is the same type of avement and stillness | have experienced at funeFais. synchronous
rhythmical slowness and even stillness of body moveethtgesturen this spatial environment
communicate sadness, grafdrespect for those that died the beautiful death for Alistifeel

like they have become mythical heroes, no longer human. They are like ancient heroas from

distant past such as Achilles or Hector.

The story about thdallen Anzacis told againin a generic formateinforced by thespatial
environment, onljthe name and battlefield has been chadlgei.he pr esent er 6s voi
around the forecourt with solemnity bouncing off the names of the dead. | feel a sense of connection

to thislong-dead Anzac. It is the beautiful death.

The ADF representative thenoves militarily, to the stais before the Hall of Memoryo present
the Ode and take the salufEhe Odeof Remembrance is:

They shall grow not old, as we that are left grow old;
Age shall not weary them, nor the years condemn.

YHagendoorn, O0Some SpidOul ative Hypotheseso6, 79
151 See Appendix B.
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At the going down of theus and in the morning
We will remember themi?

The music othe Last Poststarts, it is again sad music echoing around this enclosed space. The
music encourages stillness. The ADF representative then moves up thanstanto the Hall of

Memory. The doa close behind hirar het

In a final embrace to the synchronausliencethe AWM master of ceremoniescitesthe words

of Charles Beain aprayerlike manner:

Many a man lying out there at Pozieres and in the low scrub at Gallipoli, through his
poor tired senses barely working in the fever of his brain in his last moments thought
well, itoés over, but in™Australia they wil!/|

It is an evocation about the beautiful death. Qftemesponsgthe crowd synchronously and pray

fully replies, ve will remember thetn This emotional message of Anzac sacrifice has been
communicatedia this structured performance event as a means of conveying ideas and knowledge
correctly. It is a groufielt emotive experiencmagnified in a forecourt surroued by the names

of the dead

The performance is over until same time tomofdiwnerals for théong-deadcontinue.
5.3 Discussion

As an observer ghe LPC the audienceas passive.No visible evidenceas seen indicatinghe
successful communication of LAM@owledgeto the audienceThe LPC audience iacquiescent
so a minimal amount of information is passed between the audience mdfdveeser being
present ancbserving synchronous tians can affect passive viewépré It can have both a
memoryenhancing effect and a physiological effect through sympathetic breathisg known

askinaesthetic empathiy®

2 The Australian Thendgé, 6dcaessednsSept embne.gov.ad/oud 9 . htt
history/traditions/theode

153 C.E.W. Bean|n Your Hands Australiang.ondon: Cassell, 1918), 9.

“Hagendoorn, O0Some SpidOul ative Hypotheseso6, 79

Er wan Codrons, Nicol, F. Bernardi, Mat tpeSgnchwaizatbm ni and
of Movements and RIS ENOrna.9 @oly): eRT5388. h ms 6,
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Every element has playets role, including the AWM spatial environmenttie music and the
performance in transmitting this emotional and felt message. As Stephens Hsarshitecture
became a focu$® The chief characteristic of that felt message is a slow rhythm that comes from
body movementwhich isinfluenced by the musiplayed. Whether there is some degree, as per
Kel | y Msmmatned al éssggestions®’ that events such as these become mnemonically
associated in the audience with this ,sitam unable methodologically to show. HoweMecan

say | felt an emotionalteachment to this setting thatasgreater than before the LPC.

Neverthelesswvhat was experienced by myself and other attending individuals was a felt emotion.
Sklarsuggesthatt he body i s not a container xperdncejoes n
process rather than an object. Somatic understandings emerge as a process of incorporating and
configuring information into the'™dhug gultumne i s

knowledge and belief such #®e Cult ofAnzac are a felexperience and not a rational one.

In my subjective view as an audience member audience was a collection of individuals who
happeed to be attending the LPC. We shared a synchronous experience but did not interact
actively, and there was no emotidrimonding. For mgthe LPGC through its various communicative
elementsformed an emotional link to myself. This was probably true for the other individuals
attending. There was a kinaesthetic empathy. But ditt@léhe same intensity as the performers?

My Hilal Dancepractice experience says there was no emotional bond between audience members
From my Hilal Dance practicel believe thatthis emotional bond only forms between active

performersandthis allows for a more intense interactive graxperience.

In my view, this felt experience began with the active formal rhythmical palttedy movements

that have commemorative connotations. These movements are in harmony with this
commemorative environmerdand the effect on myself was magnifi@d Chapter4 showed. The
emotional music played further enhanced enagnifiedsensitive movements. As was noted in the
autoethnographic accoyrihe wreath laying is the emotional centre of the LPC. The wreath is a

ceremonial object and acts amediatorydevice between the divine (Anzac) and the humans in

%St ephens, oO6Circuits of Memor
"Memmott and Longi40.6Pl ace The
158 Sklar, Dancing with the Virgin193.

yo, 96.
orybd, 39
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the profane realn?® The act of wreath laying is symbolic of a public act of remembrance from the
Australian people for a sacrifice made in their name. It is a visible transmission to the surrounding
audience. This act is central to the LP&hd no other formal movements have the same solemnity
and gravitas.

In between the formal rhythmical pattern movements are the spoken word occasibtiey are
quiteextensive. This includes the AWM roksobserve by Charles Bean, a generic account about
an individual who died, th®de of Remembrancand the final words that close the ceremony
again, from Charles Bean. The tone is religipuand that is magnifiedfurther by the
commemorative environment. Theserd® are intended to communicate what it is to be an
Australian. In my viewthey are supplemental and only complement the LPC. Their performance

iS not essential.

However what can be said ihat, from my Hilal Dance performance observatiotise formal
rhythmical patterdbody movement that appears to have the most significance is the wreath laying
at the LPC. Without this being conductéite LPC loseds effectivenessas this series of formal
movements and gestures express grief and sdiosowhe sacrifice the AWM represents. The

characteristics of this wreath laying will be further examined in the next chapter.
5.4 Conclusions

My second research question askat roledoesrhythmical patterrbody movement playin
communicatinghe essencef the Cult of Anzat¢o anaudienceThapted showed a rather simple
relationship betweetetwo main factor®f commemorative architecture and movement elements.
The chapteevidencedhat through various interactiobgtween theommemorative architecture

and themovement elementa variety of Anzac commemorative messages could be delivered. This
provided the basis for considering the role rhythmical pattedy movement plays in a more
complex situatiorsuch aghe LPCwhenanaudiencas presentCommunicative elements at the
LPC includednot only commemorative architecture and a few rhythmical pattern movements but

also music and the spoken word.

YAuboyer, o6Ceremonial Object, Religiono.
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This chapter examirgtthe role rhythmical patterbody movement plays in the momplex
environment in communicating the Cult of Anzac at the LPC to an acquiescent audience. This
studyshowed that in front of an audienéermal rhythmical pattern movement was magnified by

the commemorative environment. The music built onfdusddion and enhanced the emotional
messagéurther. In this regardthewreathlaying performancéhatincorporated all these elements

was found to be the emotional centre of the LPC. The spoken word was enhanced as well by the

commemorative environmeniving it a religious tone.

Knowledge and belief aboutult of Anzac at the LPGwvere communicated as a bodglt
experience and not a rational oftis was &inaesthetiempathy in whiclihe essencef the Cult

of Anzacwas transmittedl' he audience shareccammon experiencat the LPCbut there was no
evidence to suggest that the emotional content broadcast caused the audience to be bound together
emotionally. The most that can be said of the audience is that they were synchronised in their
stillness.Howeer, from my Hilal Dancepractice experieng¢he level of communicatioamong

a passive audience is not as great as among active participants.

But what can be saglibjecti\ely is thatthewreathlaying performance was central to the LPC and

is the emotional centre that communicates message &acrificeto the audienceA wreath is a
ceremonial object through which remembrance of sacrifice is communicated through the physical
act of laying The characteristics otheseformal rhythmical movements and gestures will be

examined in the next chapter.
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Chapter 6: Physical Rhythmical Actions

Thischapterexamines further my second research questibat role does rhythmical pattdsndy
movement play in communicatintdpe essence of the Cult of Anzdo an audienceMaving
identified the wreath laying aa key rformance action in the previoakapter, in thichapter
some of its properties that contribute to making it notewosiliybe discussed

Despite beinginable tadiscern the properties of the wreath performance methodologitalyo
other communication factors also being presin my assertiorthat the performancef the
wreath laying is aritical element othe LPCin the AWM forecourt spatianvironmentWithout

this, the LRC would not have themotional gravitaghat it does

This idea that there is a relationshiptween environment artlythmical body movement and

gesturds reinforced by the artist Dread Scotthis November 2019 renactment of th&erman

Coast8 to 10 Januar$811 Slave Revolt in the territory of New Orleg&sse Figure 6.1 he artist

suggests that éhinhabitants of this area have largely forgotten $fése Revolt The formal re
enactmentand synchronous marchraaed the original route ofthe march of the rebelsThe

marchers werdressed in athentic costumes of the period and proclaimedodsloganssuch as
fifreedo m!®rhis adtleeatitith icclothing added another communication element to this
performanceThe intent of thigprocessional performanseas def i ned by the ac
body movements and gestureBhe connotationswere understood bythe audience and a
mnemonicwasmade.This structuedp er f or mance event feeds into

events can be specificailndmnemonically associated with specific locatidts.

160Qliver Laughlandii | t Makes it Real-enadundBéadslLbar sTha®@uardi@é ave Re
12 November 2019. https://www.theguardian.conmess/2019/nov/11/louisiarslaverebellionreenactmenartist

dreadscott.

161 Kelly, Knowledgeand Powey 185.
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Figure 6.1: Images from Dread Scotfs re-enactment

Note: Left-hand image is the sign that commemorates this gtrenbther two images show marchers in the re
enactment®?

This chapter has twaectionsto explore through myHilal Dance practicethe rhythmical body
movements and gestures actions associatedtetivreathlaying and the connotations created.

Partl will examineperforming this physical action at selected sites in Canberra to see hosdthis

poppy wreath laying can contribute th@a ngi ng a si t e 8wdoisgghestsame | rel

communicativeproperties of thisvreathlaying performancean be inferredt is my assertion that
physical actions in a spatial environmengaterelevance®® Performing this physical action at
these sitess alsoan attempto explore how these connotations can be transferredhanslite

modified Thisinvestigates he nature of K estruttyed merfosnangsgcans t i 0 n

contribute specifically to créiag mnemonic associations with specific locatiétfs.

Part2 is my art exhibition and follows on frofart 1 6fiedings that new connotations can be
created in a spatial environmeas perKellyd suggestion. SpecificallyPart2 focuses orwhat
occurswhen structugd performance events are repeated at a specific location in the environment.
This idea ofthe frequency ofthe event has been inspired by the daily repeatingpe LPC at the
AWM.

This exhibition will explore what commemorative meanings lbargenerated through repetitive
rhythmical pattern body movement and if a commemorative space can be created in the exhibition

space. The exhibition explores this throughk repetitionof a specific rhythmical pattern body

162|mages courtesy dfhe Guardiamewspaper
163 This statement is based on my analysis in Appendix A regarding synchronicity and environment.
164 Kelly, Knowledge and Powel85.
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movement that is an essentialtpaf the LPC wreath laying. The exhibition will also expldfre

other connotations can be creatiedbughtherepetitionof this commemorative action.

But first, the symbologyof theceremonial objeadf the wreath and thiatentionsof thephysical
body movemerd need to be considered

6.1 The Ceremonial Object Wreath Shape and Flowers Symbology

In this sectionthe symbologyof theceremonial objeabf the wreath and flowers from World War
| will be reviewed. Present remembrance traditions come from Worldl Widnis review is not

meant to be exhaustive but introductory.

Gragar et al statal that a wreath is a band created by braided flowers, leaves, branches or any other
material. It has baeused tesymbolse the victory, loyalty, dedication, memory and the transition

to eternal life. The circular shape signifies eternity, completeness, perfantievholeness but

also the time and skyVreatlts have had a wide variety of applications angtehbeen used for

status, wedding ceremonies, festivals, dances, rituals and fulferals.

Flowerswere usedby relativesduring World War was a way to commune with the deweltlo had

died in the warMemorials were decorated with flowers and written mesgagasdiers who were

never to be seen again. Artificial flowers, immune to decay, came to symbolise everlasting
memory, while fresh flowers became a symbol of regeneration. They imply that the sacrifice was
not a waste as lost soldiers are reborn and rdressd as beautiful. They come to symbolise both

life and death, hope and grisieeFigure 6.2).166

%jelena Anlel kovil Gragar and Emilija Nikolil, o6Wreat
Religion and Toleranc8 (2004): 341.
Ann Elias, 6é6War, Flowers, and Visual Culture:o6The Fir

Journal of the Australian War Memoridl(2007).
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Figure 6.2: Wreath of Australian Flowers at the Australian Vietham Forces National

Memorial, Canberral®’

Note This AWM commemoration cdrhas been signed by the forrda/M Director Dr Brendon Nelson.

Red flowers are noticeable anadicate blood andnhe fragility of the human body® This is

possibly why the red poppy has become the national symlehwmbrance for sacrifice in war

167 Photographs courtesy of Stephanie Parker.
%E]l ias, 6war, Flowers, and Visual Culturebd.
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in Britain and Australialn Belgium red poppies never became such a sypdiad in Germany

they instead chose a tree rather than a flolee. poppy has been valued as a mythitaht with
healing properties and was comnly used as a painkiller and sedative. Some species, namely the
white poppy Papaver somniferujn have been cultivated for their opiate qualities, wiiekie
contributed t-known lassocigiidonamwtht sieep amdeoblividA.The poppy has
enjoyel a long tradition within English literature as a symiha¢ toits sleep or oblivionrinducing

qualities. For examplén Othella
€ Not poppy, nor mandragora,
Nor all the drowsy syrups of the world,
Shall ever medicine thee to that sweet sleep
Which thouwowedst yesterday
(Othello, 3 Scene llI).

However it was poetical literaturduring World War |that helped establish the red poppy as a
symbol of remembrance in Britain. Nonelncaught
Flanders Fieldsby Coloné John McCrae The poemwas composed in May 1915 during the

SecondBattle of Ypres and was published anonymouslgunchof the same year
In Flanders fields
In Flanders fields the poppies blow
Between the crosses, row on row,
That mark our place; and ithe sky
The larks, still bravely singing, fly

Scarce heard amid the guns below.

%Jennifer |1 1les, 6l n Re mblonhlitya3nm.e:(200Bh28R1F|l anders Poppyb,
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We are the Dead. Short days ago

We lived, felt dawn, saw sunset glow,
Loved and were loved, and now we lie
In Flanders fields.

Take up our quarrel with the foe:

To you from fding hands we throw

The torch; be yours to hold it high.

If ye break faith with us who die

We shall not sleep, though poppies grow
In Flanders fields.

In 1921, the red poppy was adopted as th€ emblemfor war sacrifice that continues to this day
by theUK de factocustodian of remembrandde Royal British Legiod’° Recently in October
2019 the Royal British Legion has updated theposeof thered poppy to include families of the
British and Commonwealth Forces and emergency services and to adkgedviaocentcivilians
who have lost their lives in conflict and acts of terrod¢seeFigure6.3). 17!

170 Royal British LegionRemembrance, The Poppy, accessed 16 November 2018,
https://www.britishlegion.org.uk/gétvolved/remembrance/abetgmembrance/thpoppy

"IRobert Booth, 6Red Poppy to be Used TheoGuddiand @diober Ci vi |
2009.https://www.theguardian.com/ukews/2019/oct/15/redoppyusedremembercivilian-victims-for-first-time.
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Figure 6.3: Red poppy wreath with picture of a dead soldier placed on the Tomb of the
Unknown Soldier at the AWM (3 May 2019172

Forremembrance purposetis common for individuals to purchase a single artificial poppy that
canbeworn or placed on a memoridlhne AWM is festooned with these single artificial poppies

most notably on the Roll of Honour and on the TomthefUnknown SoldiefseeFigure6.4).

172 photograph courtesy of Stephanie Parker.
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Figure 6.4: AWM Canberra Roll of Honour (top) and Tomb of the Unknown Soldier
(bottom) showing individual poppies placed by members of the pubfé

Thus, heceremonial objeadf thewreath of flowerdhascome to mean an acknowledgement of the

sacrifice made in war. Flowers have become objects on which we unburden our grief and

173 Photographs courtesy of Stephanie Parker.
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remembrance of those who died. The fresh flowers of the wreath signify a regeneration of life and
new hope. The red poppy has beeomore symbolic of this sacrifice due to its colour in

representing the blood ofdBritish Commonwealth fallen.
6.2 The Physical Action

This sectionbriefly exaninesthe rhythmical act of wreath laying at the LPC and what physical

relevance is madatthatmoment.

At the LPG the person holding the wreastowly approaches the base of the Pool of Reflection.
The person stands in penlike reflectionandthen after a momentcarefully steps forward and
lays the wreatldown and steps back. Another momaeitreflectionis taken with head bowed
signifying honour and respect to the sacrifice md¢i&he person tn graduallyandrhythmically
walks back to the audience and the next wreath layer begins their devotional &ctivity.

From myHilal Dancepracticeexperienceit is the slow quality of theserhythm and movement
elements that physically communicatemembrance for the long deathe slow rhythmical
physicalaction can be likeedto an act of devotional prayer that honours and respectaliée
soldiers'’® The meaning of the ceremonial objetie wreath, is translated through thbysical

acH similar to devotional praye of laying the objectdown, which hascometo meanthe
remembrance of sacrifice and hope for the future. The act is magnified at the LPC through the

AWM commemorative environment and the bagpipes playing the ldf@ners of the Forest

This mournful performance is withessed by an attendoguiescenaudience(seeFigure 6.5).
This laying down of the wreaths the emotional high point of the LBGwithout this rhythmical
patterned body movement of public grigsfe LPC lose most of itsneaning. It is the slomessand
rhythm of this physical actiothatprovides it withthe ability to transmit itsnecessary devotional

andemotional content.

“Challies, 06Th eShapmepdesiRosturedviattePr ayer 6 ;

" Depart ment of Defence, 6Defence Ceremonies, Laying
https://www.defence.gov.au/ceremonial/anzacdayhandyhints.asp.

"Challies, O6The PoBdesRosturedMattePr ayer 6; Sharpe,
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Figure 6.5: The AWM LPC (29 November 2018wreath-laying part of the service’’

Note: The person concerned has laid the wreath and is now standing for a few mosapatifullybefore
retuming to thewitnessingaudience.

6.3 Part 1. Wreath-Laying Series

The previous sectiortgaveshownthe meaning of the wreath laying adevotional prayer and an
act of remembrance for ttiallen Anzacsoldiers In this study, | performethis action at selected
focus points that are not directly related to Anzac commemoratamed thisheWreathLaying
SeriesA red poppy wreathvasused inthis staging(see Figure 6.6)as has been showthe red

poppy hawery clear Anzac associatians

177 Screenshots taken from the 29 November 2018 AWM LPC accessed 16 January 2019,
https://www.youtube.com/watch?v=mkQJTjMYsv
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Figure 6.6: The red poppy wreath used in théNreath-Laying Seriesperformances’®

178 photograph courtesy of Stephanie Parker.
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My clothingduringthis staging was the sarateach performande deliberately casuand neutral.
This was to allow the transmission qualities of the wreath laying to be TleawreathLaying

Seriessiteschosen were:

The NationalWorkers Memorial
The ACT Bushfire Memorial

Reconciliation Place

= =/ =4 =4

Anzac Parad@ Space A

My attitude in the staging of these performances at these various/agese of explorationAt
each sitethrough myHilal Dance practicghe staging aimdto developthe solemnity and gravitas
of a wreath laying as seen at the AWMoughthe quality of myrhythm and movementhe
interaction between the wreath layiag these sitesand the communicative qualities of this
performance will be explored. This action molly aimedto directly compare the Cult of Anzac
with these sitedut also, more importantly to explore how this action mightreatea new

noteworthiness at these sites.

The sites chosen have a diverse importance in the Canberra environment. Theofifi$tetw
National Workers Memorial and the ACT Bushfire Memorial) commemorate major events that
have led to nainwar relateddeaths. The last two (Reconciliation Place and Anzac Parade A) are
both connected with the New Parliament Hous&WM axis, which includes Anzac Paradé’®

They both have a direct physical connection with Anzac Parade and the AWM, hence their
importance. Anzac ParadleéSpace A has no architectural structures on it but has a general
commemorative intention associated with Anzac Paradeadloéthe wreatHaying performance

in this space i s testing out Kel l yos i dea

performance?°
6.3.1The National Workers Memorial

The first project involveshe National Workers Memorialvhichwas unveilecbn 28 April 2013

in Kings Park Canberra, to honour Australians who have lost their diveso work-related

179 See Appendix A, Parts B and C, for a relational physical description.
180K elly, Knowledgeand Powey 185.
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accidents, incidents or dised8&As can be seeim Figure6.7, this is a national monument located
in the Parliamentary Triangle relatively near evWParliament House. Howevanlike the AWM
there is no major avenue connecting it to the New Parliament House. Although impbitant
clearly seen asess important than the AWM.

lAustrahan War. Memorial

National!Weoikers'Memorial
4
20

4 P {
New Par!iarhe/gt House *
&

Figure 6.7: Canberra showingthe National Workers Memorial in relation to the AWM and

New Parliament Housé8?

The National Workers Memoriafeatures a series of tall, slender columns representing the
contributions and sacrifice of workers from each state and ternit@wystralia. From each column,
concentric ripples radiate out until they intersect to create a public plaza. This ripple effect
acknowledges the impact werklated loss has on communities and fami{@seFigure 6.8).183

This memorial also commemorates dedttowever, it is a different type of deatho that

memorialisedby the AWM, it is not conflict or war-related, but related to industrial deathbis

Bl National Capital Aut hority, 6National Wor ker s
https://www.nca.gov.au/attractioamnd memorials/nationalvorkersmemorial.

182 |magery courtesy of Google Earth.

®National CapitalWoAktthaer iMeynoré Mdtdi.onal
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memorial commemorates mateship and unionism and is $iefoa Anzac!8 Stanley arguethat

these volunteeAlF soldiers came from a highly unionised workforce with 4@8gingbeing in

trade unions before World War One. These volunteers knew about the workplace and how stand
up for each other. Stanley asserts that theeshgp of the AIF came from ¢éhmateship of the

workforceandfurther suggests that the voluntéerglependent spirit wasrgedin the Australian

unionised workforce.

184 peter StanleyBad Characters, Sex, Crime, Mutiny, Murder and the Australian Imperial R@yaney: Pier 9,
Murdoch Books Pty Ltd, 2010), 38.
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Figure 6.8: The National Workers Memorial, Canberra, showing configuration ofthe

memoriall8®

Note: The bp two images showhe memorial from two different angle¥he ottomimage showshe ripple
pattern andthewriting ontheripple saysive had to work together to survive

185 photographs courtesy of Stephanie Parker.
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6.3.1.1Compositio

Like in theAnzac Parad&eries(seeChapterd) thewreathlaying action was adapted to the spatial
environment othe National Workers MemorialThe key idea in this work is the slow processional
performance down the path towards the memori a
composed through miilal Dancepractice gives the wreath laying its solemnity and gravitas

which the multple screen views deliberately accentuate. The other key idea in this work is the
laying of the wreath in the opgwhich is sympathetic to Charles Béasriginal aim when the

AWM was first opened in the 1940s. pilitinthes a c
surrounding Canberra environment and sky. The surrounding natural sounds from the environment

give the work this featg.

Again, as in my staging in thAnzacParadeSeries through myHilal Dancepractice toachieve
solemnity and gravitast was essential tbave thecorrect rhythm and movement qualities. The
attitude adopted was orté prayer-like devotion in a religious shrine. Agaias in Chapted,
meditative breathing helped in relaxing the body and in reacheggtit mental state. Arough

this mental stateny body just performedhs is normal in myHilal Dancepractice.
6.3.1.2Performance and Video

This 1.29minutevideo work is a single screen with multiple viewpoints showing my wreath laying

at the National Workers MemorialThe multipleviewpoints show my processional performance

down a single path | e%d@Hemagthdweath ik lajonutiiplesoreensal 6 s ¢
show this action from different vantage points. With the wreath thélscreens depict my slow

retreat from he memorial going back the way | came (Bierire 6.9).

A realisaton comes from this performand&n audience needs to present for it to be remembered.

Where is the physical audience at the site? There is no audgermay | remember

186 KjrshenblattGi mb|l et t and McrNalmaR ar, f tBrPmaomcoeesds,i 02
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