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Thesis, Simon Fraser University, p. 1.
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23)Mary Anne Moser, Douglas MacLeod(ed.)(1996), Immersed in Technology,
Cambridge: The MIT Press, pp. 86~91.
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Abstract

Dancing Body in Digital Image Era

Jisun Lee, Ph.D.* - Malborg Kim, Ph.D.**
Lecturer of Dance*, Professor of Dance**
Ewha Womans University

This study focuses on the changes of corporeality which is secured when
dance utilizes digital technology as art that takes the human body as the primary tool
in order to analyze the meaning of media aesthetics which a dancer’s body and
movement have in this age of digital image. Various kinds of ‘digital imaging
technology’ being used in the mediation of dance determine the formality and
messages of today’s art of dance. This researcher intends to focus on the fact that
such status of mediation precipitates the dancing body in the art of dance to either
extinction or extension.

Currently, the digital mediation in contemporary dance shows the aspects of
technological expression to ‘digitalize’ and ‘visualize’ chiefly dance or dancers. Here, if
the most basic mediation technology to digitalize movement is motion capture,
visualizing those data can be realized through animation and image projection. And to
that, real-time mapping and interaction are added in order to produce the new-
dimensional body and movement of dancers freed from corporeality.

The digital mediation of dance through motion capture, animation, and image
projection reconstructs the dancer’s body into the machine-body adopting digital
technology, the digitalized body information into the animated image-body, and that
into the space-body to which digitalized body information is projected. The digitalized
body liquefies unitary corporeality as the organism of the dancer’s body and
movement and has intercorporeality with objects outside the body, weakens the
dancer’s intelligence and arouses tactual illusion, and deconstructs and reconstructs
the body. By capturing and digitalizing the dancer’s body and making it an image
through animation to project it to the space, the dancer’s body is duplicated, edited,
and fragmented by technology, and at the same time, it is desubjectivated and
decontextualized from the subject’s socio-cultural background. The dancer’s digitalized
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movement of the body should be seen from new digital corporeality, not the mere
extension or extinction of it.

keywords: Corporeality(4l A 4), Digital image(t] A| & %G 4}), Mediation(u 7)),
Decontextualization(2™ 2+3}), Desubjectivation(&H<E 4| $H
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