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ABSTRACT 

The world of popular culture has been shaped in many ways by the stereotypes and biases 

created in music videos and the dance sequences included in those music videos. Dance music 

videos, by artists such as Michael Jackson and Paula Abdul, continue to vastly influence the 

trends of our ever-evolving generations as well as push to the forefront what society considers as 

the norm (such as being a size two or living a life of luxury). Besides the dancing that is 

involved, what is so attractive within this entertainment lies in its incorporation of cutting edge 

video edits, clever camera framings, and a narrative that allows the audience to make a 

connection between themselves and the situations that are set up. How does one know whether 

what they are viewing is entertainment or “high art?” As of late, many artistic dance 

videographers, producers, and editors of videodance, (Thierry De Mey and David Anderson) 

have experimented with ways in which to infuse the successful elements of popular dance music 

videos into their own work. Inspired to delve into a similar process, I will create a short 

videodance that obscures the line between dance as a form of entertainment (as viewed in dance 

music videos) and dance as a form of “high art” (as viewed in videodance). I plan to achieve this 

by blending formal choreographic principles with the editing and framing techniques similar to 

those used in iconic dance music videos. Dance is known for its performative presence in the 

artistic world, but in order to breathe new life into this art form I will explore how techniques for 

framing and editing the body in motion influences the value placed on the dance itself and 

thereby create a new appreciation and viewing platform. 
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INTRODUCTION 

CONTEXTUAL BACKGROUND 

 Why is it that the movement performed in Thierry De Mey and Anne Teresa De 

Keersmaeker’s videodance, Rosas Danst Rosas, is seen as a form of “high art” and what is 

performed in Beyoncé’s dance music video, Countdown, is seen as a form of entertainment, even 

though there are sections of borrowed choreography in the latter? Is there really a difference 

between what society calls “high art” and entertainment and is there room to blur the line 

between the two with the use of the camera? Technology plays a crucial role in the way that 

information is disseminated. Camera and framing techniques, have and continue to provide us 

with ways in which to diversify and enlarge the targeted audience.  

The collaboration of the camera and choreography began as early as the 1900’s, when 

“Georges Melies created several films for use in stage productions.”
1
 In Conquest of the Pole 

(1912), Melies was able to coordinate the use of stage elements, such as props and backdrops, 

with camera movement and projection. Screendance, dance film, cinedance, and dance for 

camera are all synonymous with “videodance,” which is defined by Authur Knight as the 

“marvelous concordance of dance movement and camera movement.”
2
  Through videodance, 

many choreographers and filmmakers, strive to bring life to what seems to be impossible on the 

proscenium stage; changing the view for the audience, playing with the speed at which the 

viewer sees the dance, etc. Videodance separates itself from other film genres with its emphasis 

on the craft and composition of movement in the work. Videographers of this genre are free to 

choose any setting imaginable, defy the physics of gravity, and show imaginary interactions with 

                                                        
1
 Dodds, Dance on Screen, 2. 

2
 Cohen and Knight, “Cine-Dance,” 6. 
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the elements, which are all obviously limited when the dance is being performed on the 

proscenium stage. As dance theorist Sherril Dodd explains, “On camera, interaction with the 

elements becomes palpable;”
3
 the videographer can make stationary objects, such as wall posts 

and lighting booms, become a partner for the dancer, rather than stagnate props. 

 Besides the change of scenery, what changes the perception of the dance viewed in 

videodance from that which we see onstage is the editing of the shots; the editors’ choices 

ultimately create the pure fantasy that is most associated with videodance. “Filmmakers and 

choreographers later discovered that dance-on-film or videodance is a composite medium in its 

own right; that choreography is editing of frames.” 
4
 This pure fantasy is not only seen in the 

work of videographers of videodance, but also those of dance music videos. 

Dance music videos serve as a vehicle to advertise the featured musical artist and when 

they first appeared they captured the capitalist spirit of the 1980’s art. “Since its inception it has 

become apparent that the pop music video clip is less a commodity form than a promotional 

one.”
5
 Music videos, which have been said to have sprung out of nowhere in the early 1980s, 

contain short performances, sometimes including dance, that accompany and illustrate the song. 

With the birth of the Music Television (MTV) cable channel in 1981, music videos became the 

most influential art form of the decade and stimulated a live performance for television viewers. 

Music videos help boost the popularity of the artist/s by providing a “face” for the band and a 

sense of the band’s image, in terms of its style and genre. For iconic artists such as Madonna, 

Michael Jackson, Paula Abdul, and even Beyoncé, dance is the driving force of their music 

                                                        
3
 Kraus, “Dancing the Impossible: Choreography for the Camera.” 

4
 Birringer, “Dance and Media Technologies,” 84. 

5
 Dodds, Dance on Screen, 49–50. 
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videos. Dodds states that “dance in music videos can equally be used as an indication of the 

recording artist’s skill.”
6
 For these artists, dance aids in boosting their recognition as an 

entertainer and therefore their marketability to the world. These artists have been recognized for 

their incredible skill in dance, which should be credited more, and use their movements as a 

metaphor for their music. As a result, these artists create a visual stimulant for the audience to 

associate with their music.  

The development in technology has crept its way into the world of dance and has had 

both positive and negative effects on how audiences perceive movement. When viewing 

videodance, audiences might begin to wonder whether the movement is intended to be seen as 

entertainment or a form of “high art.” What most people fail to realize, though, is that the camera 

framings and editing techniques used are what actually affect the perception of the dance, not the 

movement itself. Editing serves as a way to manipulate the audiences’ emotions; the timing of 

the cut and the choice and length of a particular shot all aid in evoking a desired emotional 

response. Ultimately, dance is a form of communication; the context in which it is viewed is 

what eventually determines whether it is “high art” or a form of entertainment. 

 Society has, in many ways, affected people’s concept of entertainment and “high art.” 

“The rise of the audience that regularly visits art exhibitions and the expansion of the art market 

itself is not the same thing, in either scale or kind, as the audience for television and movies.”
7
 

When looking at the members who make up the audience of dance music videos and those who 

make up the audience of videodance there are obvious differences, such as who has access to a 

television as opposed to a ticket to an international dance film festival and who has prior 

                                                        
6
 Dodds, Dance on Screen, 50.  

7
Lasarow, “Art Versus Entertainment: The Gap is Essential,” 1.  
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knowledge of the arts. Bill Lasarow states that “what is absolute is that choosing art rather than 

entertainment is really about preferring substance to artifice,” but who defines what is substantial 

and what is not? Dance as it is defined as a form of “high art” is mostly associated with stylized 

techniques such as ballet, classical modern, and, recently, contemporary dance—all concert 

forms that have been institutionally validated. These styles are most esteemed and highly funded 

by investors and funding bodies, such as the Canada Council and the National Endowment for 

the Arts. 

What society views as entertainment is associated with dance styles such as hip-hop and 

vogue, styles that are more publicly accessible and most often, social forms. In “Dance, Culture, 

and Popular Film,” Angela McRobbie states that “tensions between high-culture and popular 

culture are numerous in American dance narratives and function to reflect upper- and middle-

class social divides, as well as racial disparities.”
8
 What she is suggesting is that what 

differentiates dance styles is nothing more than the mere constructs of the society. Historically, 

many dance forms stem from people’s need to be entertained and the need to entertain others, it 

is just a matter of where, geographically, those dance styles are formed that construct the way in 

which they are seen. What the members of the upper-class can afford to see and learn is “high 

art” and what everyone else is left with is a form of social entertainment. Dance forms that grow 

out of the streets are more likely to be associated with the lower class, which are forms of 

entertainment for the middle class and the same goes for the relationship between the middle- 

and upper-class.  

The dances performed in dance music videos are just as distinguished as those performed 

in videodance. Maya Deren states that “the more attention is paid to stylizing the screen, to 

                                                        
8
 Boyd, “Dance, Culture, and Popular Film,” 4. 
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making the quality of how it looks convey the meaning, the closer you get to dance, which is 

precisely that—the communication of meaning through the quality of movement.”
9
 This is true 

for both dance music videos and videodance. No matter what type of movement is involved or 

the intent of the movement, the camera framings and editing of the clips is what makes 

videodance different from dance music videos.  

Generally, dance music videos have more fast-paced edits, and a clear narrative, which 

allow the audience to feel as though they are experiencing a live performance. The ability to 

relate to what is happening sequence-wise is key to creating an overall relatable video. These 

elements are all clearly displayed in the dance music video, Cold Hearted, choreographed by 

trained dancer and choreographer, Paula Abdul, and directed by David Fincher. Fincher’s use of 

a narrative linked, Abdul’s Fosse inspired movement, and the cut-on-action edits, lend to the 

success of this dance music video. “The wide range of shots, camerawork, and editing techniques 

available to the dance-filmmaker suggest greater expressive possibilities for dance in its 

composite form than through dance alone.”
10

 Monologue, choreographed by Anne Teresa De 

Keersmaeker and directed by Walter Verdin in 1994, and L’Evol de Lilth, choreographed and 

directed by Cecil Proust and Jaques Hoepffner in 1994, are both videodances that succeeded in 

incorporating elements of dance music videos. These videodances embody fundamental elements 

of dance music videos, such as seizing the spectator’s eye, creating a narrative, and using the 

energy of the camera to parallel the dynamic of the performers and create star personae.  

                                                        
9
 Cohen and Deren, “Cine-Dance,” 10. 

10
 Preston, “Choreographing the Frame: A Critical Investigation into How Dance for the Camera Extends the 

Conceptual and Artistic Boundaries of Dance,” 77. 



7 

 

I will explore ways in which to erase the boundary that separates videodance from dance 

music videos, through use of camera and editing techniques of both. Part of what makes the 

dance performed in videodance a form of “high art” rather than entertainment is the way in 

which the clips are assembled in post-production. Every element should be of equal use; “the 

performer, the camera, the sweep, and rhythm of the music—seem to contribute to the same 

totality of effect.”
11

  

 

RATIONALE 

Videodance is recognized as a form of ‘high art’ because of its social connotations and 

the venue in which it is viewed, whether that is at international film festivals or through course 

curricula. On the other hand, dance found in dance music videos is more popularly recognized as 

a form of entertainment. Personally, I see no difference between the integrity of the dance that is 

being performed (both require extensive training and technique), but that the difference lies more 

in the way that the videographers, editors, and producers of both videodance and dance music 

videos frame and edit the material. I believe that the two can be merged and successfully blur the 

line between dance as a form of entertainment and dance as a “high art.” For this reason, I am 

completing this project in an attempt to further educate myself (and hopefully others) of the idea 

that the dance we view, through the camera, is of the same value no matter what its associations.  

 

SIGNIFICANCE 

 Dance music videos contain many technical elements that provide useful information on 

how to instantaneously gain audiences’ attention. The quicker the audiences’ attention is 

                                                        
11

 Cohen and Knight, “Cine-Dance,” 6. 
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acquired, the more likely it is for them to continue to watch the video. In turn, this knowledge 

gives videographers of videodance a way to make concert dance a more publicly accessible art 

form. Although the social hierarchy creates standards that define the difference between 

entertainment and “high art,” there is potential for blending. Finally by exploring camera framing 

and editing techniques through dance music videos, I hope to discover my own way of blurring 

the line between dance as entertainment and dance a form of “high art” as a part of my own 

creative process. Not only will undertaking this project aid in creating an enhanced viewing 

platform for dance, but it will also provide an unbiased method of expanding the diversity of the 

audience, which may break the barrier between the elitist and the non-elitist audiences. 

 

DESCRIPTION OF PROJECT 

STRUCTURAL OUTLINE 

 This project will be a culmination of contextual research and hands-on experimentation 

with camera framings and editing techniques found to be successful with both videodance and 

dance music videos. I will begin by creating a short narrative onto which movement will be 

attached. After synchronizing the narrative with the movement, I will begin the filming process. I 

envision the videodance being shot in the Black Box Studio at The Florida State University 

School of Dance, using the school’s cameras and lighting equipment. The movement, which will 

be performed by three to four dancers, will be taken from a piece by Loren Davidson called 

“Solo Dolo, ” (originally choreographed to Kid Cudi, an alternative hip-hop artist) and will be 

set to music composed by students in the FSU School of Dance. I feel that choosing to use 

movement that was initially set to music that is more closely associated with entertainment than 

“high art” will aid in making the final project more publicly accessible. I will spend at least three 
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weeks in the studio with the dancers, experimenting with camera movement and framings that 

successfully capture the movement in the way I desire. In an attempt to assist the audience (or 

viewer) in relating to the performers, I will dress the dancers in very pedestrian-like costumes. 

To edit the clips, I will use the Final Cut Pro X software provided by the FSU School of Dance. 

In the end, I envision a two to three minute short videodance that infuses contemporary dance 

with the fast-paced editing and interesting framing choices utilized in iconic dance music videos. 

 

METHODOLOGY 

The research for this project will be addressed using both cultural diversity and 

movement analysis methodologies. These approaches contribute to the exploration of the two 

elements that lie at the gut of the proposed project: the difference between “high art” and 

entertainment and the movement of the camera and editing. 

Cultural diversity investigates art and culture and how they serve to empower 

marginalized groups in society. In looking at dance as a form of “high art” versus entertainment, 

this method of investigation urges one to ask questions such as: What makes the dance seen in 

the videodance different from dance seen in dance music videos? Who decides that one form of 

video is entertainment and one is not? How do the differences in viewing dance as “high art” 

and/or entertainment influence society? Why is there such a big difference between the audience 

members of videodance and those of dance music videos? 

 In addition to analyzing this research with a cultural diversity methodology, I will also 

use Rudolf Van Laban’s Effort/Shape method of analysis to connect the movement, of both the 

dancers and the camera, with the narrative. Laban was a notable dance artist and theorist, whose 

works laid the foundations for Laban Movement Analysis and many other notation systems. 
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Under Labanotation, he divided human effort into four categories: time, space, weight, and 

flow.
12

  Each of these subsections contains two single effort elements (sustained/sudden, 

light/strong, flexible/directed, and free/bound) which affects the quality of the movement and in 

turn evokes a different emotional response from the audience. It is important for me to have this 

kind of clarity in movement quality, for both the camera and the dancers, because I want to be 

able to create a videodance that will successfully evoke the same response that audience 

members have when watching a dance music video.  

 

PROCEDURES 

 This project will be completed in four phases, the first two of which will be completed in 

Fall 2012. Phase one will consist of the research and will include formulating this prospectus and 

the contextual explorations that will aid in the video and editing component of my project. The 

second phase will be a formulation of the boundaries and designs, based on that which are 

discovered through my research, for the videodance. Included in phase Two will also be 

experimenting with different camera techniques in my Dance and Video course. Phases Three 

and Four will be completed in Spring 2013. Phase Three will be the videography stage. During 

this portion I will use all of the information that I have gathered through my research and shoot 

all of the necessary clips to compose a three-to-four minute video dance, including the 

choreography of Loren Davidson. In addition, I will also have informal showings of the material 

in order to gain audience feedback. Phase Four will be the editing phase, during which I will be 

assembling the clips in order to create the completed short videodance. 

 

 

                                                        
12

 Laban, Effort, 62. 
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MATERIALS 

For this project I have been researching artists who have been most recognized for their 

work in dance music videos; specifically, Madonna’s “Vogue,” Michael Jackson’s “Smooth 

Criminal,” Paula Abdul’s “Cold Hearted,” and Beyoncé’s “Countdown.” These artists have not 

only been recognized for their extensive musical talents, but also their extraordinary skill in 

dance. The fusion of these two skills into one final product is what attracts me most to their 

work. I also looked for artists who have created videodances that have experimented and 

successfully used editing and framing techniques that are seen in dance music videos, such as 

Anne Teresa De Keersmaeker, Maya Deren, Cecil Proust, and Jaques Hoepffner.  

In addition to the visual research, I have referred to many literary sources as well. Sherril 

Dodd’s book Dance on Screen: Genres and Media from Hollywood to Experimental Art and  

documentaries, such as, The Cutting Edge-The Magic of Movie Editing have helped me realize 

what camera techniques are used to makes dance music videos so entertaining to audiences. Erin 

Brannigan’s book Dancefilm: Choreography and the Moving Image and Barbara Gilford’s New 

York Times article “Newest Member of the Troupe: Video Camera,” as well as countless other 

literary works have provided me the necessary insight as to what is involved in videodance. In 

order to tackle the issue of art versus entertainment, I turned to the literary works of Jade Boyd, 

Nora Ambrosio, and Bill Lasarow, who all have very keen opinions about factors that 

differentiate the two (how each is viewed and who is viewing each). 
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