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Abstract
The present study, as the title shows, is intended to be a documented analysis and a
retrospect view over revolutionary concepts and new guidelines in the choreographic
creation process, which redefine the body language of the dance. This will be realized
by recollecting important artistic moments and landmark figures in the choreographic
and musical area, which by intuition, intelligence, empathy, hard work and talent, all
together had the courage to draw innovative ideasand raise awareness, even to shock
the audience, by theirnew methods, the novel sound of musical scores, the originality
of the proposed themes and a new wave of artistic emotions.The aesthetic worth of
an artistic act, in this case a creation process, is given by the success of the
collaboration between the artistsinvolved whose personal contribution, both physical
and mental, becomes defining for the work of art it delivers.

Keywords
Music; dance; composer; choreographer; process; emotional intelligence.

Introduction
The universe and the human being reciprocally manifested an emotional bond, since
the earliest times. Our ancestors used to always act within the feeling so that they
found themselves in a profound relationship with the universe. Their survival on Earth
depended, on the one hand on their physical force and energy, which they used in the
provision of daily work, and on the other hand it depended on the creative and magic
way they tried to strain or suppress the occult forces that governed their lives,
manipulating the forces of nature for their own purpose. So, man and nature together
realized a perpetual and diverse exchange of empathic manifestations that gradually
became, as far as man was concerned, aesthetic sensibilities. These sensibilities
guaranteed the existence of a whole panorama of inner depth.
The rustle of the forest, the whisper of water, the rough sea, the rhythmical
fall of the rain drops, the sunrise, the sky full of stars, this sonority and beauty of the
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universe became the triggering factors of affective reactions that man included in
artistic activities, that generated along the human civilization important cultural
revolutions. The Greeks named the universe Kosmos (Sevilla, 2014: 560), meaning, as
Eco (2012) said ‘’ornament, due to the variety of elements” (p.82) that compose it.
The beauty of the world overflows from each of its elements which are in complete
harmony with each other. The ancient Greek philosopher, Plato, was convinced that
the soul of the world was shapedby the musical harmonies and the medieval
philosopher, Boethius (b. 480-d. 526), claimed that the human soul and body are
subject to the same laws that govern musical phenomena (ibid.: 62). If the human
body is harmonized, it can perceive through sounds what is harmoniously created.
Philosopher, critic and aesthetician Georg Lukács asserted that the theory of arts,
especially musical theory, conceived music as a reflection of the inner life of man,
without omitting the fact that the Greeks, showing an aesthetic maturity, believed
that this reflection was included in the cosmos of all the arts (Lukács, 1974: 290).
1. Music and dance.
The link between dance and music was born spontaneously in all cultures, beforethe
human being had an aesthetic consciousness. At first, dance had an obvious mimetic
character, as a reproduction of the most important activities of daily life (harvest,
hunting, war), and then it has become a form of persuasion, by means of collective
bodily movements and gestures, carrying inwardness, whose energy was used to
manipulate nature. In these ritual activities, which over timeturned to be considered
sacred, man used musical tools and instruments that he manufactured and to which
he invested a rich imagination. Boethius wrote that Pythagoras observed that the
hammers of a craftsman hitting the anvil emitted different sounds and that the
sounds of the created range were proportional to the weight of the instrument, also
that the different musical modes and their rhythms influenced the human psyche in
various ways(Eco, 2012: 63).
We consider these connections important regardless of the various theories
and philosophies that have circulated throughout the history of civilization, because
in this way we can establish the impact that music, as a sublime form of expression,
has had on human evolution and on the inner and outer life of man. Music must
develop its own determinations in order to be considered an aesthetic principle for
other fields of creation, in our case for choreographic art. Between dance and music,
a full blending has been created over the centuries, based on a unitary formulation
determined by mimesis. The unfolding over time of the affections and the spatialgestural visibility of the music make up an indivisible unit, which sometimes in the
past and still in the present, is challenged especially by the contemporary dance
artists who proclaim the autonomy of dance with respect to music. However, the
deep relationship between dance and music, throughout the history of choreographic
art, has materialized in artistic partnerships between composers and choreographers
who have produced major changes in the evolution of music.In the following, we will
examine a few examples of artistic partnerships, certainly representative for the
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imprint they have left over time as models and performance benchmarks, structured
on qualities that do not necessarily have to do with the talent of the protagonists.
In the historical period between Baroque and Classicism, at the court of
France, dominated by the personality of the monarch Louis XIV, himself a dancer and
promoter of the art of dance, there was an artistic turn in the aesthetics of the court
ballet, due to the favorite composer of the royal court, Jean-Baptiste Lully. His music
became more valuable when he sensed that only by integrating dance structures into
his compositions could captivate the aristocracy's interest in the genre of opera. His
intuition did not fail, because ballet imposed itself as the favorite artistic event of the
court. He, along with the multi-faceted intellectual Molière (writer, actor, director and
comedian) and choreographer Charles Beauchamp, thought of the artistic ways in
which their art could become the expression of social life. Lully's music, fascinating
through its harmonies, Molière’s tasty comedy, dynamic, a mirror of the morals and
weaknesses of French society at that time, Beauchamp's sophisticated and fantastic
choreography, all these constituent elements competed in the creation of a
compositional ensemble, a modern artistic concept for that period, known in the
history of dance under the name of Royal Ballets.
Another example of major importance is the prolific collaboration between
the Russian composer Piotr Ilici Tchaikovsky and the French choreographer Marius
Petipa, from the peak of the Romantic period, materialized in three famous
performances that are still constantly part of the repertoire of famous operas and
theaters throughout the world (The Swan Lake, The Nutcracker and The Sleeping
Beauty). Marius Petipa performed complex choreographies based on an academic
vocabulary inherited from France, which he knew how to adapt to the Russian spirit
of work, discipline and performing, and then enriched it through sustained creative
activity offering the stage memorable choreographic performances. For music and
ballet consumers, those which remain in the collective memory are the well-known
scores of The Little Swans, from the Swan Lake ballet, The Waltz of the Snowflakes,
The Waltz of the Flowers, dance suites based on character dances (Spanish, Chinese,
Russian, Arabic) that are interpreted by dancers representing figures of chocolate,
tea, sweet cake and coffee, from The Nutcracker ballet. Tchaikovsky capitalized on a
refined musical stylistic form, the traditional folklore of the different people, which
Petipa implemented choreographically, visually, in a revolutionary body language for
that time. Tchaikovsky's ballet music remains a masterpiece of universal culture
through its descriptive force and character, through the variety and beauty of the
musical scores, independent of the choreographic performance. Tchaikovsky's
musical creations have inspired and continue to inspire choreographers from around
the world.
Another notorious collaboration was the one between Russian composer Igor
Stravinsky and Russian choreographer George Balanchine. It had its debute in Paris
with the performance of Apollon Musagète (1928), ballet considered to be the
aesthetic and artistic philosophy, the creed of the choreographer, in which he
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manifests his taste for rigor. Presented at the Russian Seasons, managed by Sergei
Diaghilev, the ballet creates the context of long time collaboration between the two
Russian artists, Stravinsky being completely fascinated by the empathy that the
choreographer felt with his musical vision. Even when Balanchine leaves Europe to
continue his professional development in the United States of America, the
partnership of the two continues. Stravinsky’s score dedicated to the art of ballet,
Agon (1957), was considered on the one hand an apotheosis of collaboration and on
the other hand the prototype of Balanchine’s art, based on the idea that dance must
be subject to the structure of music. The training of the dancers was intense,
especially from thepoint of view of the technical body language, because they had to
deal with a complex score, so that they became a visual equivalent of the music. After
years of intense collaboration, in 1972, Balanchine dedicates a festival to his favorite
composer, in which he pays tribute to Stravinsky through eight ballet performances.
He was labeled as an abstract choreographer, because he considered that the dancer
can perform without transmitting emotions, so only after ten years of work and
professional experiences, the American public offers him their recognition, due to the
fact that most of his creations gave this public the cultural context of recognizing
one's own national identity. One of these creations, Who cares?, set on George
Gershwin’s music, represents the quintessence of the young, free-spirited American
that cannot be handled. The neoclassical ballet style, which he considered in a typical
American way, transpires from each choreographic structure, which combines
modernity with tradition. Balanchine did not completely break the tradition of
classical dance, but, on the contrary, revolutionized it and adapted it to the taste of
an American audience through an overwhelming diversity. The Russian
choreographer wasinterestED in creating performances on the music written by
composers from all stylistic areas (Bach, Mozart, Tchaikovsky, Ravel), demonstrating a
great versatility in approaching the musical scores.
The United States of America represented, for the choreographic art, the
largest laboratory for research and innovation of various types of body language, for
the diversification of dance styles, giving the possibility of numerous choreographers,
composers and dancers to perform, to make knowntheir artistic concepts abounding
in originality. Another successful collaboration was the one between the
contemporary American choreographer Merce Cunningham and the American
experimental composer, John Cage, who supported the independence of dance in
relation to music, in all aspects: timing, speed, drama. This conceptual creation meant
both an assumption and a risk on both sides, because the public had to perceive two
parallel realities, whose progress was often established only a few hours before the
artistic performance. The renouncement of the creative prerogatives is, as I have
pointed out, risky, because the choreographer has to effectively manage a
choreographic process that is left to chance. Cunningham and Cage collaborated
seamlessly until the composer's death, in 1992.Summerspace (1958), Story (1963),
Winterbranch (1964), are just a few of the choreographic productions that brought
out the creative composition view of both artists. Cage's (Schonberg's student)
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composition techniques focus, on the one hand, on the dodecaphonic system, and on
the other hand on capitalizing on noise of any kind, not in order to produce sound
effects, but as a musical material in itself, structured by the absolute rigor borrowed
from the Zen philosophy.In this artistic process, Cunningham takes over the ideas and
starts creating dance out of ordinary movement. He then formulates his own theory
about dance, which consists in capitalizing on the physical potential of the dancer,
laying the foundations of a consecrated dance technique that bears his name. Over
the years, through personal and intrapersonal research, he analyzes the organic form
of movement in both classical and contemporary dance, finding that some body
segments, such as the back, are insufficiently enhanced. In this elaborate work, he
emphasized the complex coordination of the entire working instrument, the
momentum of the movement being generated not only by the arms and the legs, but
also by the back. Another aspect of his technique is the unprecedented rhythmic
diversity of the movement, subject to inner musicality. The Cunningham dancer
archetype manifests himself/herself in unconventional spaces, often adapting
spontaneously to their configuration and succeeding in making the invisible penetrate
beyond the scene, to the spectators.As Peter Brook observes (2014: 88),
Cunningham’s dancers have a very good training, discipline being used in order to
obtain more awareness of the fine motion streams which appear during a movement,
at its birth. And the technique is precisely what helps them follow the impulse. When
improvising, as the ideas are born and circulate between them, without ever
repeating, breaks take shape, so that the rhythms can be felt correctly and obtain the
best proportions. Everything is spontaneous and yet there is an order.
We brought up these artistic partnerships between composers and
choreographers because we wanted to emphasize how unified creative forces, caught
under the horizon of modernism, exploited their intellectual and physical capacities
and the energy of internal motivations to satisfy the tastes of an audience who
gradually became more and more cultivated. It is understood that the musical scores,
not just those specially composed for ballet, have been inspirational for
choreographers. The authentic experiences and emotions of the dancers were also
enhanced by the music of Bach, Vivaldi, Haendel and Beethoven. The music repertoire
of all times is inexhaustible and will always give choreographic ideas for original
artistic concepts.
2.Emotion converted into movement. Pulse and impulse
When listening to any kind of music, it is almost impossible for one to remain in a
lethargic state. Emotions, states, feelings, ideas, invading thoughts are converted into
impulses that cause the body to act mentally and physically. The most successful
performances and choreographic concepts in the contemporary history of dance were
achieved, as we have underlined, through the vision of choreographers who
emphasized the role of music in the creative choreographic process. Some of them,
even though they took the same musical score as a source of inspiration, approached
it in different ways in terms of choreographic language or proposed subjects.
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We will take as an example in this section, the famous ballet work, The Rite of
Spring, composed by Igor Stravinski, which tells the story of a pre-pagan Russian
spring ritual, in which a young virgin is chosen by the tribal leaders as an offering to
the gods. She dances to exhaustion. At the premiere, in 1913, in Paris, the center of
the choreographic experiments of the Russian Seasons, the ballet, which wore the
signature of the Russian dancer VaslavNijinski, was considered a choreographic
failure. The strength and magnitude of the extravagant score, which is revealed by
alternations of hyper-timbral and harmonic sonority, by free or unpredictable rhythm,
had eclipsed with its complexity the choreographic performance. The composer
reproached the young choreographer the lack of empathy with the musical score.
Nijinski had been diagnosed, since the age of 21, with cerebrospinal neuroasthenia,
manifested by stress and emotional imbalances that deeply affected his promising
artistic career and professional relationships. We did not unintentionally mention this
dance personality nor the ballet, because in the following we will see how, not only in
terms of talent, but also of psychic structure, the way a choreographer manages to
enhance all his/her inner and outer resources in his/her creative work and in relation
to his/her dancers, can influence the success of a performance.
The Rite of Spring was and still is a challenge for choreographers who have
the courage to work with the stravinskian score. Several decades after VaslavNijinski,
two other European choreographers, Pina Bausch and Maurice Béjart, proposed the
same score to the public not only showing new choreographic scenarios, but also
adapting body language to the modernity of the extravagant music, unrestricted by
the classical ballet academism. Pina Bausch proposes, in her vision, a return to the
foundation of human essence, an allegory of creation, relating to the composer’s
music through visual symbols and metaphors. Maurice Béjart transforms the original
theme, that of human sacrifice, into a ritual of collective seduction, of the struggle for
the imposition of masculine supremacy and of the feminine beauty that is conscious
of its own physical strengths. The performance culminates in the fusion of the two
chosen ones, so that the ritual loses its original identity.
Doubtless that in the choreographic creative process, another important
aspect, besides that of the connection with the music, is the transition from the
individual ability of the choreographer who is physically and emotionally prepared to
initiate an artistic act, to a collective capacity based on the interactions between
those involved: composer, choreographer, ballet ensemble, orchestra and art
consumer. The quality of an artistic experience depends, as the German philosopher
and psychologist Theodor Lipss argues, on the state of empathy as a result of the
reflection of one's passions, aspirations, joys, pains (Pârvu, 1967: 19).
The subject of empathy in art brings into question the fact that this is a design
of our mental states on things outside, including the artistic ones. The value of a work
of art cannot be established by the inventory of the elements that compose it:
sounds, choreographic movements, color spots, but only by its logical and sociological
relations with the spectator. The artistic process and its purpose materialized in an
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opera, performance, concept, is the result of a complex activity between the artists
and the spectators who perceive it. By giving it content and form, the artist integrates
the art within that particula era. The spectator, noticing the social and aesthetic
values transmitted through the specific language, identifies himself/herself in its
content, understands the art and vibrates cognitively and emotionally with the artist
who created it and with those who interpret it. If we try to disassemble an artistic
creation into isolated elements without mutual cohesion, we will notice the
weakening of the expressive force. This is why the genius of artists, in all fields of art,
lies in the personal and authentic way in which they have managed to satisfy
aesthetic tastes. The aesthetic taste can be influenced by factors such as personal
cultivation, the trends of the era, the belonging to a social class or to a group, the sum
of personal psychological experiences, the general state of the nervous system
(optimism or sadness) that one has as a spectator at the moment of the performance
or by the momentary associations. In conclusion, the success of an artistic creation is
also the way in which the participants' emotional levels are synchronized on all levels
so that the messages transmitted through music and body movement to the
spectators can be received positively or negatively. John Cacioppo, a
psychophysiologist at Ohio State University, says that there is a ‘’ballet of
synchronization” in the transmission of emotions, and that it determines the positive
or negative feedback of an action. Synchronization reflects the deep connection
between the partners of an activity of any kind, social, educational or cultural
(Goleman, 2008: 160).
3.Intelligence and talent
As we summarized in the previous conclusion, an artistic act, specifically a
choreographic process, creates responsibility in respect to the originality of the
choreographer's ideas, his/her talent and passion, but also to the way he/she
establishes the most effective collaborative relationships with the composer, the
musicians and, last but not least, with his/her dancers. Knowing how to lead, to
direct, does not mean to dominate. The highest quality of a leader, in our case of a
choreographer, is to have at hand the most intelligent methods and strategies to
convince those around him/her to work for a common purpose.
Not only talent and passion are the defining factors in artistic development. A
choreographer has within reach the necessary instruments, the musical score, the
dancers, but it is important to realize how to make the most out of them. That is why
artistic talent is not just about having great ideas, but for them to come to life in the
form of not only spiritual feelings and emotions, but also in the form of well-thoughtout creative strategies that make the creative work more efficient. A choreographer is
due to have the widest knowledge in all fields, both humanistic and scientific, and to
applythem to the benefit of all. From the field of psychology, the adaptation to every
kind of intelligence that one identifies in dancers is useful. The choreographer should
manage to intuit the types of intelligence that predominate among dancers and the
ones that can help the artistic performance.
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Intelligence has been considered for a long time, in the field of psychology, a
general aptitude with double acceptance: as a process of assimilation and processing
of invariable information, for the purpose of optimal adaptations and as an aptitude
residing in the operational structure endowed with certain qualities (complexity,
flexibility, fluidity, productivity). Recent psychology studies, however, have revealed
the existence of new types of intelligence, categorized by aptitude factors. In every
human individual, intelligence does not manifest itself as a general aptitude, based on
which individual development scales are formed, but it is manifested as specific
intelligence, stronger in some complex fields of cognitive acquisition and behavior.
According to Gardner's theory of multiple intelligences (1999: 41-43), there are seven
types of intelligence:

verbal-linguistic intelligence (represents the ability to use words
effectively in the oral or written register);

logical-mathematical intelligence (the ability to use inductive and
deductive reasoning, to solve abstract problems, to understand abstract problems, to
understand complex relationships between concepts, ideas and things);

visual-spatial intelligence (the ability to perceive the surrounding
world correctly, visually, as well as the ability to re-create own visual experiences;
individuals can choose their own position in a matrix space);

bodily-kinesthetic intelligence (the ability to control and interpret the
movements of the body, to move objects, to achieve coordination, harmony between
body and soul; this type of intelligence includes especially physical skills such as:
coordination, balance, dexterity, strength, flexibility, speed, as well as tactile, skin,
mimic and gestural skills);

musical-rhythmic intelligence (the ability to be sensitive to sound and
detect its components and to respond emotionally to this type of stimulus);

interpersonal intelligence (ability to quickly perceive and assess the
states, intentions, motivations and feelings of others; this ability includes the
possibility to detect facial expressions, voice inflections, varieties of gestures as well
as to perceive situations and react to them);

intrapersonal intelligence (the ability to have a fair representation of
oneself, to know one’s qualities and weaknesses, to be aware of one’s inner states, of
their own intentions, motivations, to know the temperament and desires; the
capacity of self-discipline, self-understanding, self-evaluation).
In a choreographic process, all the actions that result from this creative work
are catalyzed on the path described by all these types of intelligence. The
choreographer must select those sequences, methods and strategies that support the
types of intelligence of a dancer or of an ensemble of dancers. In current terms, we
can talk about manifesting some aspects of emotional intelligence based on feelings
of empathy within a choreographic process.
Whether the choreographic process takes place in a specialized school which prepares
future dancers, or in a professional ballet company under the guidance of a dance
teacher or choreographer, those who lead the choreographic process should relate to
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what the specialized literature designates as the concept of emotional intelligence.
The literature of practical psychology and counseling literature defines emotional
intelligence as a set of personal and social skills, an aggregate of learned, acquired
skills and not a set of innate talents. The term emotional intelligence (EQ) is now
commonly used and has great already applicability in all sectors of life. The American
author Daniel Goleman spoke about it in his book, Emotional Intelligence (2008),
namely about the importance and benefits of developing this competence in the
personal or professional life of every human being, even if he/she is an artist on a
stage or a social actor in a cultural space.
The most visible and most important skills of emotional intelligence within a
choreographic process have been shown to be personal and social skills of the
following type:
 personal self-knowledge (roles and choreographies that arouse
constructive emotions are interpreted with more passion);
 self-confidence (increased efficiency of the technical-interpretive
performance, when self-confidence in the dancer’s own forces is stimulated);
 adaptability (changing the attitude and having speed in making
decisions at the impact with changes generated by factors such as choreography,
music genre, scenic space, dance partners, place in an ensemble);
 ambition (the desire to improve technique and interpretation);
 empathy (learned in context with the artistic self; the role played in
the choreographic creation, with the dance partner, with the ballet ensemble and
with the choreographer);
 training of others (permanent feedback between the members of the
ensemble in optimizing the technical and interpretive execution);
 team spirit and collaboration (the most visible social competence,
expressed in massive emotional condensation and in the synchronic character of
ballet ensemble interpretation).
The choreographers’ advice directed towards the dancers to live the
emotion from a personal and artistic perspective (aesthetic emotion, transposed at
the level of the choreographic and musical score) increases the value of the artistic
act, but also of the positive review that an informed public can make. The famous
Romanian choreographer, Oleg Danovski, captured the benefits of assuming
emotions, urging the dancing artist to learn the capacity by which he/she can live and
relive more lives, states, ages, scenic situations, he/she having to perform all these
qualities with such force to convince the public. This is not about talent, but it is an
extremely sensitive pedagogy, culture and work combined (Constantinescu, 1999:
230).
4. Emotional intelligence. Strategies and innovations in the choreographic process.
Returning to the remarkable personality of the German dancer and choreographer
Pina Bausch, a leading representative of the German ballet school, and an innovator
of modern dance, in the second half of the twentieth century she created the concept
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of tanztheater in contemporary dance. If her choreographic performance of Orpheus
and Euridice, by Gluck, still interferes with the language of classical dance, by Caffe
Muller (1978) she produces a turn in her artistic philosophy that is revealed as a
radical fracture from the aesthetics of classical dance. The technical language gets
poorer, but the interpretive one is gradually enriched, in close collaboration with the
members of its own dance company from Wuppertal. Her performances were
characterized by emotionality, movements of the body that communicated the most
complex feelings, within choreographic scenarios that brought to the fore the inner
universe of artists.
Pina Bausch was the choreographer, artistic and spiritual mentor who has
harnessed the full potential of emotional skills, especially those based on empathic
connections. Empathy (from Greek empathia, em-in, pathos-feeling), is, according to
the writer Leslie Jamison (2014), not only limited to the verb to listen, it involves
asking questions like: what do I see / what do you see/ what do I feel? / what do you
feel/ whose answers involve listening. So, this human quality requires both
questionnaires and imagination and an intuition of a context that extends beyond
what can be visualized. So, Pina Bausch managed to make the invisible visible,
through a joint work of all artists, through a supreme alliance in which the sensitive
and the physical does not sacrifice the spiritual, but keeps it and saves it. She aimed
to overcome the formulas and the choreographic inherited language for reaching the
origin, the primordial energy of the resources. The psycho-mental working methods
of Pina Bausch with the dancers are visionary, modern, because in the current artistic
contexts the performance of an artistic act, especially in the field of contemporary
dance, depends on all these aspects.

Figure 1. Pina Bausch’s ensemble
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It is known the fact that, before putting into practice a choreographic project,
she dealt with the emotional training of the dancers, which took place in the form of
rituals, during which she stimulated them by drilling into their ego in order to bring
out to the surface the most constructive emotions. It is worth noting the emphasis
she placed in working with the dancers, on the interactions between them, forming
an emotionally intelligent team, a creative community, based on diversity, capable of
transforming physical energy, body movement into metaphors of living. Her questions
were meant to trigger the opening of emotional blockages, which then, through
movement, produced the anticipated effect. Pina Bausch did not premeditate her art;
she was authentic from this point of view, transforming the confessional discourse,
typical of Western culture, into a trade mark of authenticity.
Like Pina Bausch, French choreographer Maurice Béjart left behind a rich
choreographic heritage characterized by variety and uniqueness. He also has created
a personal, original artistic philosophy, connected to the universal vibrations of
mankind. The ballet companies that he founded in Brussels in 1960, Ballet of the 20th
Century, and the Béjart Ballet Lausanne, in 1987, which he involved in numerous
choreographic projects with international scope, were the living proof of a man with
artistic and intellectual qualities. Brilliant choreographer, communicator, organizer,
initiator of artistic projects, he managed to catalyze numerous dancers from all over
the world in his dance companies. Beyond their cultural diversity, the dancers formed
homogeneous ensembles, a diversity in unity, whose body dynamics were
synchronized in the smallest details. The messages he transmitted to the viewers
were based on personal experiences.
He transforms The Nutcracker, by Tchaikovsky, into an autobiographical
performance with important symbolic valences. At the center of the story is the figure
of his mother that is evoked through the perspective of the strong emotional
connection they had with each other. The acknowledgment of his own sexuality,
which he declares subtly within the same ballet by the presence of two transvestite
dancers on stage, is obviously a message of tolerance transmitted to the world.
Emotions distilled into various movements of overwhelming plasticity and a varied
repertoire that was made according to the life and artistic philosophy of the
choreographer represented the assets of the two ballet companies. He created
around himself an atmosphere where diversity was valued, becoming an artistic force
appreciated in all corners of the world. Messe pour le temps présent by Pierre Henry
and Michel Colombier (1967), Beethoven's 9th Symphony, an ode to universal love as
conceived by the composer, Ravel's Boléro, Stravinsky's Firebird, performance that he
dedicated to Fred Mercury, are just some performances that promote universal
values such as harmony, love, tolerance, between people and the universe.
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Figure 2. Maurice BéjartCompany

Pina Bausch and Maurice Béjart opened new horizons for contemporary
choreographers, due to their artistic intuition, which was manifested through an
assiduous search of forms of body expression that would contribute to the
development of the artistic personality of the dancers, which they educated in the
spirit of the values they believed in. They both made a fusion between music and
body, body and soul, transforming the human body and the choreographic discourse
into a carrier of metaphors and symbols. Ideas, thoughts and emotions have been
transformed by a choreographic process into aesthetic realities, of beauty, of body
sensibility, and the scenic spaces have become through the dancers true temples of
personal manifestations.
The two brilliant choreographers have succeeded in demonstrating that the
boundaries between the social man, constrained by norms, and the private state of
man, that can express his inner values with no constraint, can be broken. The
choreographic performances created by them are the result of not only creativity, but
also a work based on self-knowledge, discipline and respect, which helped them
showcase the capabilities of everyone involved. So, the young choreographers
certainly have models of artistic performance in those who have revolutionized the
art of dance. And they should definitely learn that a choreographic process is an
approach with ups and downs, which can be overcome only to the extent that not
only talent, but also intelligence are the key to success. In conclusion, a performance,
especially a choreographic one, implies coherence, a capacity for association, a form
of cooperation on several levels, without which success is impossible.
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