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ABSTRACT 

The choreographic show is not successful without a perfect collaboration / 
communication between the dance director and: performers (ballet dancers / 
dancers), stage designer, conductor (when the music is performed live by an 
orchestra) and the production stage manager. 

The creative work with the performers is essential and will be successful only 
through good communication amongst them in order to transform the choreographic 
creation into a work of art. 

While in choosing the distribution of a choreographic performance, the dance 
director is the coordinator (depending on the technical and artistic competences of 
the dancers), within the creative work the dancer becomes sovereign. The dancer is 
nothing less but a "rough diamond" (technical and artistic / emotional) of the work 
itself. The dance director just needs to know how to "cut and polish" this rough 
diamond into a valuable piece and this is achieved through communication. 
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INTRODUCTION 

Dancing is not just a physical activity. Dance also includes cognitive-affective aspects 
which involve sensory stimulation. The four underlying stimuli of choreographic 
creation are: auditory, visual, tactile and kinetic. 

A ballet show is by excellence a revealing event, in which the gnoseological 
teaching is mediated affectionately by the effect produced by art. It is often 
mistakenly considered that a show of ballet is a simple abstract exhibition of 
movement, or a simple narrative story told by movement, therefore having no 
cognitive meaning but only affectionate meaning. Nothing more wrong, far from an 
abstract exhibit meant only to produce emotional sensation only, a ballet show is 
nowhere near any simple narrative, but is precisely the art exposure of the sign of a 
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narrative. And as an exposure of the sign of a narrative above all the affection that is 
awoken in the spectator, rather than through the actual language of signs, the ballet 
show is part of the gnoseological dimension and religious art phenomenon. That is 
why, the same story proposed by a classical ballet show, can be watched by the same 
spectator countless times as the show will reveal to him/her each and every time, 
new and new meanings due to the emotional effect that has thus emerged.  

The cognitive value of a ballet show resides therefore not in the fact that it 
conveys a story, old and well known, but in the fact that it inspires meanings that 
transcend the show itself due to the story and the aesthetics of the movement. It 
would therefore not be wrong to say that a show of ballet is an act of knowledge in 
which the epistems are represented by movement, and the support of their 
transmission is the affecting impact of aesthetics.  

Therefore, as an act of knowledge, as an event conveying a message, the 
ballet show must be built by the choreographer on his/her own acts of knowledge 
and emotional mechanisms. The choreographer must, on the one hand, feel and 
believe certain things by means of which he/she wants to tell the story to the 
spectator, and on the other hand to feel, to be in a way teeming with emotions that 
he / she wants to convey to his audience.  

Many dance directors create the choreography for a show without taking into 
account: the libretto (a well developed choreographic libretto following a 
choreographic script), musicality, stage design, technical and artistic skills of the 
dancers, as well as involvement of the production stage manager. 

I emphasize that at present Art (not only choreographic) has come to the 
point where it promotes creative non-values. The desire of certain directors to shock 
by a nonconformist approach (for example: nudity), simulating personal beliefs, 
wishing to show their originality at any cost, does nothing but actually show their 
frustration. 

The principle of Socrates (which all choreographers should know) starts from: 
"I know that I know nothing". I believe that the dance director should constantly be 
informed about the ways/stages of creating a flawless choreographic show. 

The art of dance should not be philosophized. The art of dance means beauty 
/ body aesthetics, and is represented by the technical and artistic skills of the dancers. 
The ballet dancer / dancer is the "paintbrush" a dance director guides to paint 
choreographic pictures by drawing the emotional lines of the "brush colours". 

A choreographic work highlights the technical and artistic qualities of the 
performer according to the role he/she plays. This in turn, highlights the mastery of 
the dance director, who must re-learn every time he / she creates a choreographic 
show, to love, cry or hate, alongside the ballet dancers / dancers he / she works with. 
Only in this way the finished artistic act becomes a message that is conveyed and 
understood by the viewer. No frustrations (regrets, disappointment, dissatisfaction, 
discontentment) of a dance director should boomerang on a dancing artist by creating 
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a choreography that does not suit the technical and artistic qualities and abilities of 
the performer. 

COMMUNICATION – BETWEEN THE CHOREOGRAPHER AND THE ARTIST  

Communication is both a cognitive and emotional event. It involves, on the one hand, 
the transmission of one’s own cognition and affection in regard to the signification of 
the artistic product aimed at, and on the other hand it is based on the cognitive ability 
of the choreographer to decipher his/her audience (immediate: the interpreters, or 
the finalists- the spectators) and the means best suited for conveying to them the 
artistic message. The gesture itself always has a double valency: cognitive and 
emotional.  

The essential part of the creative work in a choreographic show resides in 
communicating with each artist, participants in the translation of a libretto into an 
artistic act and in the creation of a professionally designed artistic / choreographic 
script. In this context, we must take into account the "diplomatic" feature needed by 
any choreographer: patience, understanding, motivation, support etc. Regarding the 
creative work with the performer, with a view to the positive completion of the 
artistic act, the dance director works primarily with the performer’s "soul". 

And if we are talking about the performer’s "soul", he/she must be sovereign 
in any creation. Screaming or yelling, making somebody feel frustrated and worthless, 
highlighting flaws and mistakes, have never and will never motivate anybody. On the 
contrary! By acting in this manner, chances are we lose forever a potential talent. 

It should be noted that the very human existence would be inconceivable 
without communication. In the opinion of Ion Haineş, the human being is a dialogical 
being. The need to send or receive signals, messages (ideas, information and feelings), 
in other words the need to communicate, is a fundamental feature of the human 
being. This aspect defines life and at the same time it conditions the whole human 
evolution. (Haineş, 1998, p. 27) 

1 NONVERBAL COMMUNICATION  

According to Ion Haines, there are four ways and means of communication: 

"1. Direct communication: 
       a) Non-verbal communication 
       b) Verbal communication 

 2. Indirect communication 
  3. Multiple communication 
  4. Collective communication” (Haineş, 1998, p. 269) 

As far as the choreographic art is concerned, we must certainly take into 
account nonverbal communication, but the other types of communication that are 
involuntarily closely linked should not be neglected.  
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In connection with the use of gestures, Ion Haineş remembers Lucia Wald 
(born October 1, 1923, Iași - died August 15, 2018, Bucharest). She was a specialist in 
classical philology, professor emeritus at the Faculty of Foreign Languages and 
Literatures at the University of Bucharest. In 2006, Humanitas Publishing House 
published a volume entitled "Antic si modern. In honorem Luciae Wald”, as an act of 
gratitude for the work and activity of the great educator, who dedicated her life to 
classical studies. The volume is signed by high-class professors, Latinists and Elinists, 
academics and some of her former students) who distinguish two types of typical 
situations: 

    “a) when gestures represent an auxiliary of the sound language; 
b) when gestures, for social or pathological reasons, represent - temporarily or 
permanently - the only means of communication. (taboo situations, magic, 
covenant of silence, in the case of temporary prohibitions of spoken language 
for religious reasons or, in the case of the deaf-mute, the physiological 
impossibility of using spoken language)."(Haineş, 1998, pp. 29-30) 

The gesture, no matter how small, carries in itself at the same time a piece of 
information and a feeling. It says something and it also conveys a state of mind in 
regard to the recipient of the message or to what is being said. Based on this intrinsic 
quality the choreographer transforms the gesture into an excellent instrument of 
his/her communication. 

Nonverbal communication between choreographer and performer takes 
place on two levels. The first level is that of pure human relations. At this 
level, like any human relationship, the choreographer builds a relationship 
with the ballet dancer by conveying to him/her a very wide spectrum of 
defining information in order to perform the artistic act. In a nonverbal or 
verbal manner, the choreographer conveys multiple feelings and expectations 
to the performer: trust, friendship, seriousness or focused attention, 
relaxation, conscientiousness or many other states, experiences and 
expectations he/she has from the dancer, being able to convey, in exceptional 
ways, even the mood he/she would like the ballet dancer to be in when 
playing his/her role (you can make an artist become arrogant or anxious, for 
example, through your gestures, if you would like him/her to be arrogant or 
anxious when playing the role). 

At this level, nonverbal communication is not limited to the ballet room, the 
rehearsal or show theatre, or the limited rehearsal schedule (in order to make an 
artist dance with the boldness you wish as a choreographer, one needs sometimes to 
transmit to him/her their own confidence, not only during rehearsals in the ballet 
room, but even when they meet him/her on the hallway). 

The second level of communication with the ballet dancer is the specific 
institutional or professional level; that of the ballet or rehearsal room, in which the 
creation, transmission and realization of the artistic act takes place. 
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It should be noted that in the case of communication with the ballet dancer in 
the ballet room, we could talk about a third possible situation of nonverbal 
communication, where nonverbal communication is imposed by the specific need of 
the artistic act. 

 Being in a situation similar to that of a conductor, the choreographer must be 
able to convey to the performer the emotional nuances he/she wishes the performer 
to highlight in the artistic act. Just as we cannot imagine a conductor who interrupts 
the orchestra during a performance to explain what kind of emotional participation 
he/she expects from the performers, but only they suggest it through the conducting 
technique, in the same way a choreographer is required to convey his/her 
expectations regarding the emotional match of the ballet dancer with the musical 
score, by nonverbal communication. 

 Often, the dance director must express himself/herself on a musical 
background, without stopping or affecting the music, and this expression naturally 
takes on a nonverbal form. In other words, the choreographer must often speak 
without being heard, to let the music flow into the air, and in this case his/her 
communication must be predominantly nonverbal. 

 Moreover, dance is par excellence a sign language, a nonverbal language. 
Therefore, it cannot be learned exclusively through verbal communication. Trying to 
learn a dance without gesture illustration is similar to trying to learn sign language 
without any visualization, but only through verbal information. Performing a dance 
necessarily involves its transmission and learning, which can only occur through the 
involvement of nonverbal language. 

 Also, staging the choreography involves not only creating and transmitting to 
the performer / ballet dancer a simple gestural "score", but also assuming the 
emotional resonance at the interpretive level. 

 Often, the ability to stage a play depends on the ability of the choreographer 
to express nonverbal expectations of the ballet dancer regarding the artistic (not 
technical) performance of his/her role (mimicry and pantomime). Moreover, in 
expressing expectations regarding the type of emotional involvement in the artistic 
exhibition of the role, nonverbal language is much more effective than the spoken 
language in the rehearsal room (it is much easier to convey to a ballet dancer the 
emotion you want him/her to live and to express in a nonverbal manner, rather than 
to describe it in words; for example: agitation, anger, hatred, timidity, shame, 
arrogance, love or any other feeling can be more easily explained to an artist by 
gestures or mimicry and pantomime than by words - the more so he/she will has to 
express these feelings through gestures and mimicry). 

 In the case of choreographic production, it is much more complicated to refer 
to the nonverbal instrumentation available to the dance director and the level of 
privacy/closeness he/she allows in this communication. 
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 Each individual has a comfort zone within nonverbal languages; one needs 

distance or space necessary for personal comfort which varies according to cultural, 

geographical or temperamental factors. We list four possible zones of interpersonal 

distances mainly in private, personal social and public behaviours. 

1. “Private zone ..., between 15 - 46 cm. (...) 
2. Personal zone - between 46 cm and 1.22 m. (...) 
3. Social zone - between 1.22 m and 3.60 m. (...) 
4. Public zone - over 3.60 m. (...)”(Haineş, 1998, pp. 32-33) 

 The creation and performance of a choreographic production can only be 
achieved if the choreographer and performer take upon themselves, freely and 
voluntarily, the fact that these security / comfort zones must be violated. This reality 
is only a reflection of the indisputable fact that the artistic act par excellence is 
allowed to violate the personal space (e.g. we might feel threatened if someone yells 
at us on the street, but we will not feel threatened if, as spectators, we see an actor 
yelling on stage, because we have granted him the right to violate our personal space. 
No spectator will raise accusations to an orchestra that performed forte a musical 
work).  

 It is therefore understood that an artistic creation has the right to violate the 
space of personal comfort, in the manner agreed by the audience (obviously a 
spectator cannot be abused - not even symbolically - by a director / choreographer or 
performer, by virtue of an artistic production, beyond the limits allowed - an actor will 
not slap the audience, just because this is how he/she feels that he/she has to play 
his/her role, unless he/she has their consent). 

 In the same way, it is understood that an artistic interpretation of a role, 
when it involves the consensual violation of the personal space of a spectator, does 
not automatically constitute a manifesto to promote publicly such behaviour (if an 
actor declaims with aloud his/her part on stage - to produce an artistic act - this does 
not mean that he/she becomes the promoter of shouting on the street, or of 
suppressing the whisper as a means of communication). 

 Dancing is par excellence an artistic act produced by violating the personal 
space between the performers. This breach of this personal space is itself an integral 
part of the artistic act and is a sine qua non condition of it. 

 Through the aesthetics of the movement, through dance, the artists convey a 
myriad of complex experiences that necessarily involve closeness, touch, embrace, 
creating rapport (how could you convey intimacy, love or mercy by using the space 
distance between ballet dancers?). Ballet dancers are nonverbal communicators 
together. 

 Therefore, the creation, conveyance and learning of a choreography must 
also subscribe to this need for violating one’s personal space that dance requires (we 
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can imagine a director who could teach his/her actors a play behind a screen, but 
never a choreographer teaching the ballet dancers from such a position). 

 To a certain extent, the performer is a tool in the choreographer's hand and 
must be placed, bent, straightened, positioned by the choreographer, until he/she 
understands exactly what the choreographer expects from them. All this implies the 
freely consented compression of personal safety within the nonverbal communication 
taking place between them. 

 One example of nonverbal communication is the tactile language that relates 
to personal space. Tactile language can be defined by gestures of touching, hugging, 
kissing, patting on the back, slapping… These old forms of communication were set to 
establish an intimate relationship by showing feelings of love and compassion. In 
dramatic situations manifestations of the tactile language show attention, sympathy, 
protection or opposite feelings of punishments of a partner in a tense situation. 
(Haineş, 1998, pp. 34-35) 

 It is quite natural that in the space of an artistic act based on gesture, 
movement and body aesthetics, the tactile language should be assumed as the 
necessary language of communication. A choreographer who would refuse any touch 
of (or from) his/her dancers would undermine the artistic act itself, disregarding the 
value of the artistic instrument they use. Such a choreographer would be like a 
director who refuses to use words outside the rehearsal room or stage - this would 
give the actors the feeling that all the words they use in the artistic act are in 
themselves negative, inefficient, worthless. All this tactile language, therefore, must 
exist in nonverbal communication with the ballet dancers, however, at the level 
agreed by all those involved in communication. 

"Non-articulated sound communication (...), is also one of the oldest forms of 
communication and has a great variety of manifestations, such as: shouting, 
coughing, hissing, laughing, sighing etc. The purpose of sound language is to 
call or to warn (...)."(Haineş, 1998, p. 35) 

"Chromatic communication, manifested by changing the colour of one’s 
cheecks, conveying a strong emotion, either of pain or of joy. (...)." (Haineş, 
1998, p. 35) 

 Non-articulated sound communication and chromatic communication are 
obviously not the choreographer's favourite tools for communicating with 
interpreters. They can be used as the case may be, when they are useful tools for 
transmitting the score or interpretive expectations related to it. 

 Nonverbal human communication also involves musical language, plastic 
language, cinematic language, as specific means of communication. In the case of 
communication with the interpreter, the dance director can effectively use such types 
of communication, especially to convey certain states of mind necessary to 
understand the type of interpretation that is expected from the dancer. 
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 Through guided musical auditions, or through programmed viewings of other 
performances, the choreographer can help the performer to decipher more easily the 
meaning, type of play and message of the artistic act in which he/she is involved. 
Often, this type of communication can be more useful and obviously more effective 
than verbal communication. 

2. VERBAL COMMUNICATION – DIPLOMACY OF THE CHOREOGRAPHER DIRECTOR 

The first stage for producing a show is represented by the act of communication 
occurring between the choreographer and the production stage manager. The second 
stage is the first meeting with the performers. During this meeting, the following must 
be presented: 

1. Choreographic script 
2. Choreographic libretto 
3. Cast of the artists, according to each role they are to play 

Theatre, film, opera, operetta and ballet, compared to any other "job", give 
us, the artists, the opportunity to embody various characters and live different lives 
throughout our careers. 

 While the vocal or symphonic music can give "life" to a blind, dance gives 
"life" to any mute. 

 Returning to the verbal communication that occurs between the dance 
director and the dancer, there must be a permanent verbal communication. This 
communication (diplomacy) is reflected by: 

Patience 

When considering creative work, patience is paramount. We must never cease to 
have patience, we must not lose our temper and we must control ourselves. We have 
to endure the "spiritual" (personal life issues) and sometimes physical issues that the 
interpreter / interpreters has/have, as we create together. The dance director never 
gets upset, never gets angry, is never in the wrong mood, has no affinity with X or Y 
performer. They must aim to promote the tenacity and perseverance in each 
individual interpreter. Patience is a virtue that any director must possess. 

 I believe that the dance director should not sit on the director's chair and 
order. He/she must always be with the performer (soloist or corps de ballet). 

 Patience means highlighting the technical and artistic qualities of each 
individual performer (soloists, demi-soloists and ballet ensemble / corps de ballet). 
We must each have the same creative attitude. The personality of each individual is 
different. We must respect and embrace this and mould the artistic personality 
according to the individual’s own personality. 

Respect 
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 Respect must be reciprocal (dance director - performer and vice versa). I 
always considered a ballet company to be a family. No "bossing" around. I do not 
think that by calling me “Mister”, the artist is closer and the respect is higher for the 
choreographer. On the contrary, a barrier is being created. And we, the creators, do 
not need barriers. Respect is built through a harmonious collaboration. Respect is not 
demanded. Respect is earned at the same time with patience and should not be 
expected only from dancers. The creator must be a role model! 

Understanding 

In order to stage a choreographic show from the point of view of the choreographer's 
understanding of the performer, I consider that there are only two types of events: 

1. Events that affect the professional performance of the artist: 

    - work accident: dislocations, sprains, etc. 
    - muscle pain: strain, muscle cramps, etc. 
    - menstruation period for female ballet dancers / dancers 
    - muscle soreness 
    - illness (disorder of the normal activity of the body under the influence of agents 
from the interior or exterior environment; health disorder) 

2. Dramatic emotional events in the artist's life (example: - death of a member of the 
family; divorce; etc.). 

We need to know the private lives (not in detail) of the performers. We need to know 
their state of mind and what they are going through. This is the only way we learn to 
understand them, because every person faces challenges in a completely different 
way. 

Motivation 

Motivating an artist can be the key to a successful performance. More often than not, 
to create a performance requires both an impeccable score adapted to the performer 
and a virtuoso performer, but also an exemplary involvement of the performer in the 
artistic act. Motivating and supporting the artist is the key to getting full involvement. 
A virtuoso performer who will only get involved to a small extent and far from his/her 
maximum potential, will be able to create the impression of a false and boring show. 
Communication with the performer must aim at his/her exemplary involvement and 
achieving his/her full potential. 

 Motivation may be able to make a ballet dancer be perfectly focused and 
absolutely involved in interpreting the role he/she plays. 

 A dancer is motivated at the level of extra-stage experience, as well as at the 
level of the stage experience. The dancer must be a motivated person both at the 
level of the immediate artistic event (the show itself) and at the level of the manner 
he/she approaches the ballet, dance, his/her profession in general. 
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 A motivated ballet dancer becomes a motivated performer; and almost never 
an unmotivated dancer in general, could become and be motivated at a particular 
show. Therefore, the choreographer's communication must aim at the achievement 
of generally motivated ballet dancers, beyond the restrictive space of his own show. 

 For this, a choreographer must inspire and motivate his ballet dancers. They 
must always have the availability to involve fully in the artistic act. Without 
involvement, any attempt to stage a performance will fail (only the artist who is 
capable of full involvement will meet the demands, go the extra mile, forget about 
exhausting rehearsals or frustration of not being compensated properly for the true 
value of his/her work). 

 Motivation generates engagement. Along with the general motivation of the 
performer, we can also speak of his/her specific motivation, appropriate to each 
performance. The dancer must be motivated to perform in a certain way, to certain 
standards of each artistic gesture. In order to be motivated, he/she must be aware of 
both the value itself of the artistic act, but also of the benefits, risks or perspectives 
that an interpretation of a particular type brings along. 

 There are two ways to achieve motivation: one is positive, the other one 
negative. In a positive way, motivation implies making the artist aware of the benefits 
that his/her total involvement brings and the achievement of standards imposed by 
the choreographer. It can, therefore, promise rewards in the sphere  of professional 
satisfaction, career development or development of his/her interpretative abilities. In 
the negative way, the choreographer can make the interpreter aware of the risks 
involved in an inadequate approach of the role and of the interpretation in general, 
risks such as professional demotion, the gradual loss of some technical or artistic skills 
and the loss of roles. 

 Motivation methods can reside in one’s personal example or other people’s 
example, comparison with others, in the sense of creating a productive emulation 
(competitions - competitions on roles, etc.); the personal approach as a means of 
reward and motivation. 

Motivations may be: 

1. positive - by promising some rewards – related to professional satisfaction, or 
of the evolution in the career. 

2. negative - aimed at making the ballet dancer aware that he/she has stopped 
evolving, undergone an involution or decline in their professional 
performance. 

3. reward / punishment structure - they consist of winning / losing a role. 

 Motivation methods: - personal or other example, comparison with others, in 
the sense of creating a productive emulation (competitions - competitions on roles, 
etc.); the personal approach as a means of reward and motivation. 
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 Motivation lies in casting young artists in order to approach and perform 
artistic roles of interpretive artistic maturity. I think we need to give young artists a 
chance. As I said: "Patience means highlighting the technical and artistic qualities of 
each individual performer." 

 Talent is sustained by motivation. Or rather, motivation is sustained by talent 
and involvement from the performer. Motivation means working with the artist’s 
subconscious and making him/her believe that he/she can achieve more than he/she 
thinks is capable of, both technically and artistically! By motivating dancers, we do 
nothing but help them to be considered responsible and determined in terms of 
achieving certain professional goals. 

Support 

At a communicative level, the support of an artist in order to perform the artistic act 
is also achieved on two levels, one of the human interaction independently of the 
space of choreographic act, and a second plan, strictly related to the act of creation. 

 The first plan of offering support might seem at first glance a secondary 
approach in relation to the professional / artistic approach, but an artistic act cannot 
certainly be performed without complete communication. Therefore, a ballet dancer 
must be known to, understood and supported as a human being, even outside the 
stage, by the choreographer (within the limits of respecting personal space and 
privacy, but within the paradigm of professional friendship or paternity). Without 
such knowledge and off-the-stage support of the performer, most often than not it 
will not be possible to obtain from him/her a maximum involvement in the artistic act 
and use of his/her maximum potential. 

 The full involvement of an artist can be obtained either as a result of a 
burning passion for the artistic act that he/she performs, or as a reward that he/she 
gives to the choreographer for the support received outside the stage and the 
professional approach. 

 As a means of offering support, in the dimension of his/her communication 
with the performer outside the stage or the rehearsal room, we must note the need 
for empathy. Obviously, the choreographer’s role is neither that of a social worker, 
nor of a psychotherapist or a union leader, but he/she must empathize with the 
performer and, if the case, at least temporarily place himself in all the situations in 
which he/she meets the artist’s needs. There will be no real, passionate, maximal 
involvement of the ballet dancer in the performance of a choreographer who has not 
been at least empathically involved in his/her support. 

 On a second level, support is a fundamental act of communication in the 
elaboration and performance of the artistic act. An artist can often do what and only 
what he/she is told is capable of doing. The extension of his/her interpretative 
potential is more often than not, the result of the choreographer's support. Often, 
ballet dancers are the product of a choreographer rather than of a ballet school. A 
ballet dancer graduates from the school knowing that something can be done, and 
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from the choreographers he/she works with, he/she learns that he/she can do that 
thing. 

 Support is therefore a fundamental aspect of communication and one of the 
fundamental duties of the dance director, because its effects are not limited to 
merely performing an artistic act, but he/she is most often responsible for the 
professional development as a whole of a ballet dancer. To support an artist means to 
take into account the professional technical and artistic qualities that he/she 
possesses. 

DISCUSSION 

Many choreographers assemble choreographies without having a creative system, 
without following a professionally designed choreographic production plan. There are 
many who only create just a dance. There are many who only count musical beats. 
There are many who do not create drama when they say they have created drama 
through dance, which in fact results in a production of their own understanding only. 
Many do not have knowledge in choreographic techniques. Many do not consider the 
talent and the aptitudes of the dancers or the character of the dancer. Many 
disregard scenography. Many do not understand that a choreographic creation is 
primarily related to the aptitudes and talents of the dancer they work with. 

 The dancer is the colour of the painting, the choreographer is the brush that 
hits the canvas and produces the painting. In a choreographic creation, in a 
scenographic / auditory "setting" the dancer is the main hero. 

 The activity of the choreographer must represent a fortunate translation at 
the professional and academic level of the creative dynamics of an entire space, in 
particular that of dance and performing arts. The human and technical qualities of a 
dance director must recommend him/her as a fine communicator, as far as the 
accuracy of the choreographic art is concerned, of the whole artistic phenomenon 
related to performing arts. 

 At the same time, the activity of the choreographer is meant to provide the 
tools and the language for interpretation and evaluation of an artistic field 
characterized by effervescence and spontaneity in the creative dynamics. 

 Due to the seriousness with which the director-choreographer commits 
himself/herself to this effort, namely to confer a coherent scientific hermeneutic to 
the art of dance, he/she academically validates the creative activity of an entire 
artistic area, which constitutes a natural, but absolutely necessary complement to the 
artistic act of dance. 
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