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There’s an excellent word used in 
Scotland, outwith – sadly little known 
outside its borders – employed when 
something exists beyond a boundary, 
elusive in some way. Dance can be written 
about, of course: many choreographers 
and critics have done so. And yet, at its 
essence, dance is outwith language, 
primarily embodied and felt. Or, as Emma 
Jayne Park, a dancer and community artist 
based in Scotland, puts it:

Emma Jayne is a facilitator for CROWD – 
international dance exchange: a network 
of dance organisations across north-
western Europe, collaborating to give 
residency and research opportunities 
to dance makers who engage with 
communities as part of their practice. 
These residencies are also outwith 
language: each pair of dance artists has a 
full four weeks in each other’s company, 
thinking and learning together, a fortnight 
in one’s country of residence, a fortnight 

in the other’s. It would be impossible to 
trace the delicate emergence of social 
and practical bonds between them, let 
alone everything they discuss. As Emma 
Jayne again says: ‘The practicalities of 
these spaces for reflection’ – the numbers 
and geography involved, the admin work 
behind the scenes – ‘are far easier to 
define than the process of developing a 
practice.’

This document doesn’t seek to define, 
but it does attempt to gather some of 
the questions, actions, discoveries and 
commitments that emerged in the 2022 
residencies, and share these learnings 
more widely. 

To do so adds to the ‘community of 
knowledge’ identified by Aida Sánchez 
de Serdio Martín, assistant professor at 
the Open University of Catalonia, in the 

Introduction

“Maybe we’re movers because the words 
don’t describe everything.”
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multi-authored book Learning in Public: 
another attempt to gather learnings from 
a network supporting socially engaged 
artists, the Collaborative Arts Partnership 
Programme. ‘By recovering and 
investigating past and present practices,’ 
Dr Serdio writes, ‘by comparing and 
contrasting our ideas and experiences, 
by putting forward different solutions to 
each problem, we contribute to the web 
of meanings and actions which draws us 
together denser, even in disagreement.’

CROWD-SOURCED aims to be such 
a contribution. Although written by 
one person, it draws on the words of 
many, shared in blogs and feedback 
correspondence, gathered on Jamboards, 

and spoken during zoom meetings and 
within short films. In choosing what to 
include and where to focus, I’ve been 
inspired by a question that emerged 
during the Scottish residency, pairing Alex 
McCabe and Stefanie Schwimmbeck: 
‘If you trace the timeline / history of a 
community’s development with them, 
does this create space to dream better 
futures?’ My hope is that these traces of 
CROWD might give dance-makers outwith 
the programme materials for dreaming 
better futures too.

Maddy Costa
January 2023

Maya Dalinsky (Angela Malvasi), Amparo González Sola (Azabache), Bianca Hisse, Ásrún Magnúsdóttir (Art Bicnick), 
Rita Marcalo, Alex McCabe, Stefanie Schwimmbeck (Sebastian Brill), Willie Stark (Marie Kerez), Silja Tuovinen 
(Shauheen Daneshfar) Elsabet Yonas (Joe Lindsay)
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“Everyone we have met – we have met many different artists, 
curators, thinkers – these people have all become part of 
our community. It’s never just the two of us, which changes 
the situation a lot. Different people have new impacts and 
new ideas.”

- Ásrún Magnúsdóttir, CROWD artist

Many others contributed to CROWD in 2022. More information on the artists and organisations 
involved can be found at www.crowd.dance

CROWD-mapping

Bora Bora, Denmark
Artist
Facilitator
Producer

Maya Dalinsky
Marie Hallager Anderson
Jeppe Hemdorff Nissen

Dance Limerick, Ireland
Artist
Facilitator
Artistic Director

Rita Marcalo
Philippa Donnellan
Jenny Traynor

Dansateliers, Netherlands
Artist
Facilitator
Former Artistic Director

Amparo González Sola
Merel Heering
Kristin de Groot

Dansverkstæðið, Iceland
Artist
Facilitator
Artistic Director

Ásrún Magnúsdóttir
Ólöf Ingólfsdóttir
Tinna Gretársdóttir

Davvi - Centre for
Performing Arts, Norway

Artist
Facilitator
Producer

Bianca Hisse
Solveig Leinan-Hermo
Minda Marie Kalfoss

FABRIC, England
Artist
Facilitator
Producer

Elsabet Yonas
Usha Mahenthiralingam
Becky Aram

Pottporus, Germany
Artist
Facilitator
Project Manager

Willie Stark
Jacky Neuenhausen
Fabian Lasarzik

TaikaBox, Finland
Artist
Facilitator
Artistic Directors

Silja Tuovinen
Julian Owusu
John Collingswood & Tanja Råman

TanzFaktur, NRW, Germany
Artist
Facilitator
Artistic Director

Stefanie Schwimmbeck
Nina Patricia Hänel
Slava Gepner

The Work Room, Scotland
Artist
Facilitator
Artistic Director

Alex McCabe
Emma Jayne Park
Anita Clark
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• Are all community dance practitioners 
dealing with the same issues?

• What is classed as a community 
practice in each country? 

• Does the idea of dance training get in 
the way of allowing the social to bring a 
whole other idea of being a dancer?

• What is our cultural, social 
understanding beyond dance and how 
do they relate?

• How do we create something in 
common? 

• How to create collective patience in a 
process? 

• Which people are we thinking of 
as part of this temporary /small 
community? 

• Does community engagement have to 
involve a group? Can it mean just one 
person?

• What does inclusivity in performing 
arts mean?

• To pay or not to pay non-professional 
participants?

• When am I the right or wrong person 
for a specific community dance job? 

• Extensive work vs intensive – what kind 
of time frame do we envision for our 
work? 

• How can you speak honestly about the 
way events impact your energy and 
time?

• What would imply “to fail” in an (our) 
artistic process? 

• If you listed your failures alongside 
your successes, would your confidence 
in your practice shift?

Questions…

“By choosing to not have an end product – 
by choosing not to ask that of us as artists 
– CROWD has allowed a lot of room for 
question and conversation to be at the 
centre of the residency.”

- Elsabet Yonas, CROWD artist

At the heart of any research process is an expanding set of questions. These are just a tiny 
proportion of all those that arose during CROWD:
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• What is ‘quality’ within community 
dance?

• Is development about celebrating what 
you do or fixing it?

• What remains after the community 
project or event? Is it important to 
consider this?

• When should a project finish? 

• What does it look and feel like for an 
artist to be doing their work? 

• How to continue to be curious? 

• What would be not a “community” art/
work/project?

• What does “community-engaged 
dance” mean?

CROWD 2022 residency at The Work Room in Scotland with artists Alex 
McCabe, Stefanie Schwimmbeck and Emma Jayne Park.
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The call out for CROWD invites 
applications from ‘dance artists with 
an established practice in community 
engaged dance-making’. But the meaning 
of that phrase is contentious: ‘a core 
question,’ says facilitator Julian Owusu, 
‘that is especially present when the artists 
are beginning their discussions’. It’s made 
more complex, says CROWD artist Willie 
Stark, because: ‘Everyone has a different 
definition of community according to 
where you are in the world.’

During her residency in Scotland, Stefanie 
Schwimmbeck became fascinated by 
how present the word community is in the 
UK – much more prevalent than in her 
native Germany. Amparo González Sola 

rightly observes that, within contemporary 
dance, the word community ‘is used 
more often when talking about racialised 
or marginalised groups than when 
talking about the white / middle-class 
population’. Power and hierarchy bring 
not just cohesion but division; some 
of the work of these residencies was 
to challenge the notions of ‘normal’ or 
‘natural’ that attach to groups of people. 

Such investigation is vital, says Amparo, 
because ‘these concepts create reality, 
and define where resources go, which 
works or artists are supported’. They also 
create anxiety: Maya Dalinsky, for instance, 

… that resist answers

“I never defined my practice as community 
art, and actually I have been avoiding this 
notion constantly (or at least challenging 
it) precisely because I think it is a notion 
loaded with prejudices or assumptions.”

- Amparo González Sola, CROWD artist
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‘spent a lot of time prior to the first 
residency worrying about whether or not 
my practice could qualify as “community-
engaged” and dealing with “imposter 
syndrome”.’ Rita Marcalo confesses to 
being ‘confused about terminologies. 
Community, socially engaged, 
participatory: they’re all slightly different 
ways of slicing the same cake, but they 
mean not quite the same thing’.

Rita’s CROWD partner, Silja Tuovinen, 
wonders if such complication is off-
putting to dance-makers – that, and the 
fact that ‘engagement is often portrayed 
as something demanding’. She offers 
a clarifying question: ‘Who are you in 
conversation with while you’re making 
your art work? In its most simple form, 
social practice can be asking that question 
critically – and asking someone to join 
your piece.’

Each dance-maker brings to CROWD their 
own developing response to the question, 
what does ‘community-engaged dance’

mean? Maya speaks of ‘communities’ 
in the plural, while Silja, continuing her 
argument, offers: ‘It’s not necessarily the 
case that in order to work with community 
engagement you have to work in groups. 
You can work with one person at a time, 
and it accumulates to something larger.’ 
Many of the CROWD artists agree with her 
that what’s important is ‘the interaction of 
different minds, different ideas’. 

9

CROWD 2022 residency hosted by TaikaBox with artists Rita Marcalo and 
Silja Tuovinen



10

At some level, Maya Dalinsky argues, 
place is incidental to CROWD. ‘Freelancer 
struggles are pretty much the same 
throughout Europe. We all face the 
difficulty of being torn between time for 
doing and time for prepping, the over-
reliance or emphasis on verbalisation in 
and about our fields, and the confusing 
dynamics (and misaligned life cycles) 
of national politics, international trends, 
institutional agendas.’ In other ways, the 
invitation to each dance-maker to share a 
residency with someone from a different 
context to their own offers manifold

possibilities for illumination. As Amparo 
González Sola says: ‘Working with 
someone dealing with things very close 
to me but in a different way is very rich. 
It’s interesting to see how each context 

creates different strategies.’
As a facilitator, Emma Jayne Park noticed 
in the dance-makers ‘a strong desire 
to recognise that shifting tools from 
one context to another without being 
clear about how these contexts differ 
can lead to a lack of depth in the work 
being undertaken’. By contrast, the artists 
participating in CROWD spoke often and 
with appreciation of the 
different impacts of place on their 
research: in particular, the ways in which 
a more rural setting afforded a more 
expansive and contemplative approach.

Silja Tuovinen became fascinated by 
the ways in which dance might respond 
to site, and to ‘specificity in the social 
and historical context. When we switch 
the context, what different aesthetics or 

Collaborations with place

“Especially in contemporary dance, there 
is a tendency to think that the dance is 
engaging a community – but dance is 
already there in the society. It’s part of their 
lives, it’s how they live.”

- Bianca Hisse, CROWD artist
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conversations are produced?’ Through her 
residencies in rural Varjakka and populous 
Limerick, she began to understand ‘how 
the place starts to collaborate with you’, 
and to be inspired by one of her ‘big 
findings’: ‘the idea of communities inviting 
artists to come to them, instead of artists 
choosing to go to communities’.

Elsabet Yonas offers another perspective. 
She began her residency with a desire 
‘to have more participants in the space 
with us, because I was equating that 
with being in community. But it’s not 
necessarily that that I was seeking, but 
feeling connected with anyone I’m 
exchanging with, and feeling connected 
to the new environment.’ This shift 
from understanding the community as 
something made, to something found and 
rooted in a particular setting, feels crucial. 
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CROWD 2022 residency hosted by Davvi – Centre for Performing Arts, 
Hammerfest, Norway with artists Bianca Hisse and Willie Stark
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For Alex McCabe and Stefanie 
Schwimmbeck, the CROWD residencies 
presented a conundrum: in Stefanie’s 
words, ‘How do you develop a community 
dance practice without a community?’ Or, 
in Alex’s words, ‘It’s difficult for research to 
be embodied when there’s no community 
around us.’ As a duo, working also with 
their facilitators (Emma Jayne Park in 
Scotland, and Nina Patricia Hänel in 
Cologne), they devised a set of ‘simple 
but good tools’, says Stefanie, including 
shared reflection on previous projects, 
watching each other’s work online, and 
‘re-dancing a community project as a 
solo’. It was a kind of ‘funnelling’, says Alex: 
bringing the wider context, and the work of 
many bodies, into their own.

Through this exchange, Alex appreciated 
how ‘a deeply outside eye on our 
work, coming from a different cultural 
background with broadly different artistic 
perspectives, is able to generate a range

of wholly new tools’. Morning dance 
became a time for research; together they 
could ‘unlock new ways of generating 
tasks and materials through practice’. 
Being able to witness Stefanie delivering 
a workshop for children was ‘a privilege 
we rarely get as delivering artists – and it 
has definitely furnished me both with new 
perspectives and with new toys to use 
when working with children’. And for both, 
‘there was an excitement in exploring the 
un-lit corners of our practices rather than 
basking in the comfort zones.’ 

In essence, says Amparo González Sola, 
the residency itself became ‘an artistic 
process, a collective process of moving,

reflecting, digesting, challenging our 
respective practices, and trying to create a 
community between us, finding something 
in common but also differences’.

Into the body

“How do I dig deep into my own body, 
interests, articulations, compositional 
practices – all the detailed stuff - and 
continue the question of this week: what are 
the methods for effectively communicating 
the essence of what we do within a 
community context?”

- Alex McCabe, CROWD artist
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Residencies can be intense experiences: 
participants are away from home and 
often feel a strong pressure to achieve 
or produce outcomes in a concentrated 
amount of time, along with an anxiety of 
that work being insufficient. ‘If I spend four 
weeks developing a new way to describe 
working safely through your knees,’ asks 
Emma Jayne Park, ‘will it be enough?’ As 
Silja Tuovinen says, ‘The difficulty with a 
residency is that in comparison to the 

durational work that the dance houses and 
local artists do, two weeks is a blink of an 
eye. The brain and the body need rest, in 
order to unpack what has accumulated in 
the form of information and experience. 
Most of what wants to come out of the 
process has no time to come out there 
and then.’

One of the benefits of CROWD is its two-
part structure, each pair of residencies 
separated by a gap. There’s time for 
learning to percolate in the subconscious 
– and ‘the choices of the first fortnight 
can be balanced with the choices of the 
second fortnight,’ says Emma Jayne with 
approval. ‘The process has time to swing 
between extremes – if that is what is 
needed – and then find an equilibrium.’

In their first fortnight together, at 
Dansverkstæðið in Iceland, Ásrún 
Magnúsdóttir and Amparo González 
Sola discussed the potential for thinking 
differently about intensity. Together they 
coined the term ‘extensive residency’, with 
attention guided towards ‘the different 
politics of time this implies, long-term 

Intensive – and extensive

“Space to develop a practice is crucial, both 
to the quality of our work as community 
dance artists and to our collective sanity as 
an industry. Having no time to reflect, refine 
and refuel is a sure route to burn out.”

- Emma Jayne Park, CROWD facilitator
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projects, and patience and trust in the 
process’. They see these two modes, 
intensive and extensive, not in conflict, 
with a ‘versus’ between them, but in 
relationship, interdependent.

Their residency became an experiment in 
‘giving more time to the breaks and the 
moments in between’, and making this a 
daily practice. Silja took a similar approach, 
and discovered that ‘resting doesn’t go 
against productivity: it’s been parallel and 
complementary’.

Merel Heering, Amparo and Ásrún’s 
facilitator at Dansateliers in the 
Netherlands, offers further ways in which 
CROWD might be an ‘extensive’ residency. 
Interested in how ‘accumulation of 
knowledge can be built on’, she noticed 
that she ‘could co-research with the artists 
and avoid an authority position’. In this 
way, the research is held in common and 
extends to everyone participating, not 
just the dance-makers who apply to the 
programme. 

For Nina Patricia Hänel, facilitator with 
TanzFaktur in Germany, ‘these confusions 
were the most inspiring moments – and 
can be viewed as a core idea of CROWD. 
How does each of us perform and 
embody their role within a community? 
What are the diverse perspectives 
and responsibilities, and how do they 
reorganise moment-to-moment within 
community-based working structures?’ 
The point of such questions is not to find 
definitive answers, says Amparo, but how 
‘they reorient us in our artistic/life paths’.

CROWD 2022 residency hosted by Dansverkstaedid, Reykjavik, Iceland 
with artists Amparo González Sola and Ásrún Magnúsdóttir and artistic 
director Tinna Grétarsdóttir
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“The open-ended frame for research and 
artistic investigation has complemented 
my view on artistry as a durational practice, 
rather than one mainly occupied by, and 
built around, isolated projects or immediate 
outcomes. The accumulation of knowledge 
and the transferring of knowledge between 
people in this residency doesn’t get its peak 
here, but gets its peak longer in life.”

- Silja Tuovinen, CROWD artist

Several works were created over the 
course of CROWD 2022: a film of Willie 
Stark improvising with the sea and sky as 
her partners; a film of Rita Marcalo dancing 
with passers-by in the streets of Limerick; 
an impromptu collaboration with

pensioners and accordions in Varjakka, 
Finland; a beautiful text written by 
Amparo González Sola from the ‘we’ 
of her collaboration with fellow dance-
maker Ásrún Magnúsdóttir, facilitator 
Ólöf Ingólfsdóttir, and Tinna Gretársdóttir, 
artistic director of Dansverkstæðið. Alex 
McCabe and Stefanie Schwimmbeck co-
facilitated a session for children and adults 
to make dance together, trying out ideas 
they had discussed during the week; Maya 
Dalinsky and Elsabet Yonas worked with a 
group to share films-in-movement of their 
surroundings.

But these works – or products – are 
not the point of CROWD. Instead of 
productivity, CROWD encourages 
generative thinking and – the two words 
sharing the same root – generous 
exchange. 

Or, as Maya puts it, the emphasis is on 
having ‘some time with my practice, 
learning how to fold people into that or 
allow my practice to shift and change, 
without having to bring it to a finished 
product’. This lifting of the usual pressures 
of productivity, says Amparo, ‘gave us 
a kind of calm from which very relevant 
things emerged’. This restfulness, says 
Silja, enabled her to ‘look at the idea of 
productivity in a way I’ve not been offered

Not presenting but 
practising
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to before, and see how value grows 
slowly over time. The insight I have gained 
here will bear tangible fruit in future 
endeavours.’

This might suggest that the work of 
the residency was mostly theoretical: 
frequently, however, it was not only 
embodied but practical. Each artist pairing 
relished ‘the opportunity to become 
aware of – and share – the tools and the 
resources we already have: strategies 
of work, people that support us and 
accompany us,’ Amparo says. Even 
pairings with quite different approaches, 
such as Elsabet Yonas (who works with 
street dance) and Maya (who works with 
film), found that: ‘Through playing together 
we start to see where the crossover 
happens. It’s less about what we’re doing, 
more about the approach to how we’re 
doing it.’ That approach included the 
making of playlists and ways of thinking 
about food: tools that can be crucial 
in creating a particular welcome for 
participants. 

All have new tools to take away with 
them from these residencies: Maya, for 
instance, is now ‘interested in integrating 
something that Elsabet brought into a 
workshop, which was the piece of paper at 
the beginning where you ask everyone to 
write down something that they hope for, 
a fear that they have, and their intention’. 

Willie was struck by something Solveig 
Leinan-Hermo, facilitator for Davvi in 
Norway, said: ‘she’s often creating from 
an image to the dance. This is really 
something I’m going to keep, because I’m 
usually working the other way round.’ 
The fact is, says Alex McCabe, ‘practice is 
developed through practise. But having 
dedicated space for reflection, away from 
the pressures that we often work within, 
will feed future practisings. Maybe the 
practice isn’t developing in this room 
now, but by giving each other challenges 
we get away from old tricks and stretch 
our practices in a mutually supportive 
way.’ Rita Marcalo appreciated this too: if 
CROWD had been ‘about producing work, 
I would immediately open up my toolbox 
and approach the residency through what 
I’ve done in the past and know works’, 
she says. Instead, through dialogue with 
Silja – someone at an earlier stage in her 
career – she encountered ‘fresh eyes and 
questions around my practice that have 
made me rethink things’.
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The invitation to participate in CROWD is 
also an invitation to embrace uncertainty 
and discovery. Which is profoundly useful 
for artists engaging communities, where, 
as Bianca Hisse is learning, ‘you have to 
be open to shift your concept, your result, 
your perspective, to completely change 
plans’. For Maya Dalinsky, this is ‘one of the 
things I love most about working with

different communities: the outcomes are 
completely unexpected. I get transformed 
by every single person in a group – and 
the creative result far exceeds anything I 
could come up with on my own.’

Amparo González Sola sees this as true of 
CROWD itself. In this kind of residency, she 
says, ‘it can sometimes be more difficult to 
make plans, predict trajectories or take full 
control of what happens. I do not see this 
as a limitation but as potential, as a value.’ 
Her residencies left her keen to remove 
other limitations, renewing ‘my desire to 
keep doing projects where it is not so

simple to put labels’. Others agreed: ‘I 
gradually shed the feeling that I needed 
to label and package myself in order to 
be seen and valued,’ says Maya. And Silja 
Tuovinen felt a lifting of ‘the pressure and 
the need to convince anyone’, replaced 
by ‘a feeling that I’m enough, for the hosts 
and for the community. They don’t want 
me to come as an “artist”.’

Identity labels aside, there’s an important 
politics potential in a relationship with 
the unknown. As Amparo writes in one of 
her blog posts: ‘We talk about the need 
of creating community to produce social 
changes.’ That change comes not by 
working only with what is, but by moving 
collectively towards the what if or could 
be.

Into the unknown

“You have to be aware, and not go to 
your community thinking you can teach 
them something, more that you will learn 
something from them.”

- Willie Stark, CROWD artist

18
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Very little has been said in this document 
so far about the role of the partner 
organisations in CROWD. And yet, their 
role is crucial. As Amparo González Sola 
says, CROWD represents an ‘opportunity 
of starting bonds of collaboration with 
people and institutions that will continue 
growing in coming years’. 

For the organisations themselves, CROWD 
is also a learning process, one that 
similarly invites them to consider deeply 
what they do to support community-
based practice, and how they do that. 
‘Some partners are more oriented or 
equipped towards this,’ note facilitators 
Julian Owusu and Merel Heering. ‘Others 
are in a learning trajectory themselves 
as to what this particular type of practice 
requires in terms of conditions for 
development.’ 

A key condition discovered in the 
residencies is slowness, replacing being 
productive with generative exploration. 
Is the same possibility present for the 
organisations as well? Or is there instead 
a pressure on partners to demonstrate 
impacts and change? Further, as Eva 
Lenhardt, from funding partner NRW 
KULTURsekretariat, asks: ‘What influence 
is CROWD able to have on the wider 
dance networks and scene?’ One answer 
to this could be organisational advocacy 
for, and movement towards, a shift in the 
working culture, towards ensuring space 
for rest and reflection, with more attention 
to lifelong practice than short-term 
product. 

Old structures, new logics

“One of the nicest things in this residency 
programme was to witness how the local 
dancemakers and arthouses work as part 
of their own communities, with their own 
local methodologies, while in parallel 
developing my own thinking around, 
and my own artistic practice in terms of, 
social engagement.”

- Silja Tuovinen, CROWD artist

19
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But the more immediate effects, on 
projects and relationships, are important 
too: the ways in which, as noted by 
Tinna Gretársdóttir, artistic director at 
Dansverkstæðið in Iceland, CROWD 
enables an organisation ‘to focus on and 
lift up local community work’.

There’s a good specific example from 
Dance Limerick in Ireland, when artistic 
director Jenny Traynor notes with 
appreciation how CROWD interweaves 
with another of their growing programmes, 
DL Bridge, ‘which aims to devise 
imaginative projects with communities 
of interest and/or place’. She points to 
a proliferation of opportunities for skills 
exchange between the CROWD artists, the 
DL Bridge artist, and other artists working 
in this area.

Similarly, Tanja Råman and John 
Collingswood, artistic directors at 
TaikaBox in Finland – Dance Limerick’s 
organisational partner in 2022 – speak 
of how CROWD ‘validates our work’ and 
supports them to develop ‘stronger 
connections with the community group 
who came to the workshops’, both in 2022 
and 2021. And, they say, ‘connections 
made during CROWD have already 
generated ideas for future projects’: Rita 

Marcalo is arranging to bring a project 
to Varjakka in 2023, while Eija, who 
organises accommodation for the CROWD 
participants, has been so inspired by Silja 
Tuovinen that she is ‘planning to apply for 
arts funding to work with us on another 
residency programme to create an art 
park on her land’. 

How to support possible future 
collaborations? How to keep these 
connections going? How to facilitate 
the ‘network’ feel that allows for those 
connections to build and change? These 
are just a few of the ongoing questions for 
CROWD as a network for exchange, to be 
explored further in 2023 – and, of course, 
beyond.

CROWD 2022 residency at The Work Room in Scotland with artists Alex 
McCabe and Stefanie Schwimmbeck
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Once the residencies were all completed, the participants of CROWD – dance-makers, 
facilitators and representatives from the funding partners and hosting dance organisations 
– gathered to reflect on the 2022 residencies. Inevitably, the question of definitions came 
up again. To close, here is a description of community, and/or socially engaged, and/or 
participatory practice constructed from notes taken during that meeting – a description that 
applies to CROWD itself:

A practice that promotes reciprocal relations
rooted in co-presence
that allows me to be in a place of mutual recognition and support. 

A place for levelling hierarchies and sharing skills
where each contribution influences the next
where all members involved have equal influence on the whole.
A process that builds a weave of interconnections
creating safe space
engaging trust
sharing knowledge and experience
listening and accompanying.

A focus on interactions, and considering these as art.

So, how do you describe 
community-engaged 
dance practice?
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