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ABSTRACT 

Space moves with the body in the flow of time, 
becomes open to new possibilities, transforms 
and belongs to each other. The daily life of the 
city provides the environment in which this 
relationship is most obvious and diverse. The 
body can create space through cause and effect, 

inbetween. The unpredictability of the body is the 
most important factor in this. 

have been identified as a valuable basis for 
discussing the random spaces created by the 
body. Integrating elements of randomness, 
Cunningham often used dice rolls to determine 
the sequence and structure of movements, 
decoupling dance from traditional musical and 

question of the study is: “Which forms of 
relationship between body and space can be 

 The study aims 
to investigate the variables within the randomly 
created space.  

which 43 contained a random relationship. The 

proved impossible, resulting in the elimination of 

revealed a relationship between randomness 
and the spatial approach, leading to the 

identification of four distinct categories:  
Polytemporal spatialities, disjunctive 
simultaneities, autonomous co-presence and 
relational choreoscapes. These forms of 

into random spatial formations in daily life. 
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1. INTRODUCTION 

encompasses everything it includes, as well as 

relationships. The body can be regarded as a 
medium that either receives from or transfers 
these variations to the space, thereby 
establishing integrity between its components. 
While the body moves through time, space 
opens up to new possibilities, and the two 
become one by transforming each other. As 
depicted by Sir Henry Head, the volume created 
by the body and its environment is not static, but 

states t
movement, not a constancy.  When movements 
are involved in the bodily schema, stimuli from 

systems, causing a change in the volume of the 
aggard and 

 
The body processes surrounding objects as 

space of the body transforms into a hybrid form. 
Thus, space and the body are intertwined. The 
body is not inside this place, but belongs to that 

-
discoveries that add value and depth to this 
mutual process. The unpredictable structure of 
the body, which defies conventional geometry, 
transforms space into a dynamic phenomenon 
characterised by coincidental relationships. 
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potential to reveal the invisible when it 

discusses the concept of infinite differentiation in 
a space comprising layers in contact, where 
temporary situations are constantly produced. 

s the theory that 
space is in constant motion. The space 
containing temporality does not allow for 

that can change over time and is constantly 
being reconfigured with each new moment. The 
relationship between space and body can be 

of daily life. 
Everyday life in the city provides countless 
opportunities to encounter the unpredictable 
potentials. Space can be created through cause 
and effect by the body, but the connection can 

to investigate this continuous and instantaneous 
transforming relationship between body and 

the study has adopted a different approach: 
conducting research through Merce 

elements of chance into the choreography. 

chance-based choreography, created using dice, 
can offer a different perspective on the 
relationship between the body and space. In this 

dy is: 
“Which forms of relationship between body and 

 

official website of the Merce Cunningham Trust, 
are an important source for the scope and 
methodology of the study. A total of 204 dances 

them. Fifteen choreographies 

necessary information to draw inferences about 
space and body. Insights into daily life were 
attempted to be captured by interpreting the 
random body-space relationships in the 
remaining 28 choreographies.  

2. RANDOMNESS, BODY AND SPACE 

The body is in constant interaction with space, 
which is open to many different scenarios 
outside the system of rules. The way the body 
relates to other bodies, its spatial orientation, 
responses to both space and others, and 
positioning all convey a certain depth, 
uncovering the range of possible states the body 
can assume in any given moment within space. 

fluid or unpredictable movements. The actions of 
bodies, whether individually or collectively, 
constitute a dynamic structure that produces 
space, deforms it, rebuilds it, and subsequently 
destroys it.  
The choice of the body is unpredictable and 
uncontrollable. It is for this reason that a 

life. The designed space motivates a certain 
behavior and the body, due to its nature, stays 
out of the arrangement. The presence of 
unplanned moments in daily life stems from the 
subconscious resisting the forms that attempt to 
suppress the body by integrating themselves into 
the 
narratives that can be characterised as "out of 
plan" emerge within the urban space. The 
situation in question here is that the relationship 
between body and space is established 
randomly.  

change of the relationship and interaction 
between the elements. Instead of clear 
boundaries established with certainty, there is a 
series of possibilities established with 

out the 
possibility of elements coming together to form a 

chance in dance procedure was seen as a 
unique opportunity to discuss the randomness of 
body and space and the elements that affect this 
relationship.  
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3. RESEARCH DESIGN 

Merce Cunningham was a many-sided artist as 

of the 20th century. He was a dance-

innovator, a film producer, and a teacher. Over 
the course of his 70-year creative career, 

of dance, music, and contemporary art forever. 
In 1953, Cunningham founded his own dance 
company and went on to create hundreds of 

traditional ideas about dance, including the roles 
of dancers and audience members, the 
limitations of the stage and the relationship 
between movement and beauty. He 
revolutionised dance with his avant-garde 
approach. Cunningham applied the principle of 
randomness to his dance choreography, 
allowing the flow of the dance and the 
organisation of the movements to be determined 
by chance. Randomness was used by 
Cunningham as a creative tool. The structure of 
his choreography was often guided by flipped 
coins, rolled dice, or even consultations with the 

various interpretations. Also called: Book of 
Changes) 
randomness as a means to liberate his 
imagination from its own clichés, balancing his 
meticulous creative process with surprising 

 the 

space can be considered a constantly changing 

Boundaries become blurred and space no longer 
d form. 

The approach of abandoning predetermined 
structures and strict compositional rules in the 
artistic production process, and allowing some or 

creates a space open to limitless possibilities 
and unforeseen events. Analysing 

choreographies in which randomness is used as 
a method can provide a basis for understanding 

 

3.1. Methodology 

On the official website of ‘Merce Cunningham 
Trust’, all choreographies are listed by year in the 
'Choreography' section of the 'The Work' tab. 
There are total of 204 dances in the list, which 

the 'More About Dance' section provides access 
to shared information about dance. The content 
to be analysed is limited to this information. A 
total of 43 dances containing randomness in their 

information on all dances. However, as 15 
dances only included chance procedures and/or 
randomness in their content, and did not provide 
sufficient information for analysing the venue, 

Suite in Space and T

 
A commonality was determined according to the 
formation of space by putting together the 
random information of the remaining 28 dances. 
These are grouped into following four categories: 

 Polytemporal spatialities

 
 Disjunctive simultaneities: Theater Piece No. 

 
 Autonomous co-presence

 
 Relational choreoscapes
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The spatial elements present in the dances were 
discussed, and then an attempt was made to 
gain insight into the nature of random spaces 
encountered in daily life. 

3.2. Findings 

The findings are as follows: 

3.2.1. Polytemporal Spatialities 
Spatiality is not constructed as a singular or 
linear unfolding, but as an entangled multiplicity. 

it is fractured and overlapping, continuously 
reorganised by bodies in motion operating under 
chance, variation and simultaneity. 

Figure 1. Cunningham’s Choreographies that 
Reflects the Polytemporal Spatialities  

In 'Sixteen Dances for Soloist and Company of 
Three', the layering of emotion and motion, is 

intercut solos, duets, and interludes. Each of 
these elements constitutes a temporal-spatial 

state rearranged by indeterminacy. The different 
movements performed by each of the dancers 
create a spatial unity that is produced 
simultaneously. Each performance space, 
defined by the transition in emotional themes and 
bodily movements, metamorphoses into a 
phenomenon that accumulates in layers. 

‘Aeon’, the presence of 
layered sequences and interchangeable 
components gives rise to a temporal elasticity. 
The occurrence of dependent or independent 
events within the randomly produced space 

 

which is borrowed from daily life, create a 
dynamic spatialisation with the independent 
choices of each dancer in 'Field Dances'. Despite 

created, which develops alongside the constant 
change of the performances. 

 

The division of the stage in 'Eleven' into a grid, 
whereby bodies adhere to spatial boundaries 
determined randomly, provides a dynamic form 
of fragmentation. The spatial stratification is 
predicated on the temporal phenomenon, with 
each performance commencing and concluding 
within its designated space. This phenomenon is 
subject to constant transformation through the 
grids selected by chance on each occasion. 
These dances create spaces comprising 

into a performative field of possibilities where 
space and time are constantly changing. 
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3.2.2. Disjunctive Simultaneities 
Space unfolds as a fragmented and nonlinear 
field. In these choreographies, multiple actions 
occur simultaneously or in shifting layers, 
sometimes in different physical or visual 

each element retains its autonomy, resisting the 
 

Figure 3. Cunningham’s Choreographies that 
Reflects the Disjunctive Simultaneities. 

action. Instead, it becomes an area of multiplicity, 
inhabited by independent temporalities and 
embodied decisions. 
In ‘Theater Piece No.1’, the fragmentation of 
space occurs in a way that the audience cannot 
see everything. At the same time, different 
perspectives perceived by different observers 
reveal many spatial possibilities. 
‘Untitled Solo’ is a choreography of simultaneous 
yet independent flows, each body performing a 
different movement. These randomly arranged 
movements, with its own rhyth,  become part of 
a fragmented space. 
In ‘Nocturnes’, the simultaneous space is 
created by the physical division of the stage into 
two. The blurred bodies appearing behind the 
curtain embody this simultaneity, acting as 
shadows of the bodies in the primary space. 
‘Rune’ -foreground,        

- 
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events unites the space formed by independent 
elements.  

 

Dancers improvise selections from shared 
material, generating unpredictable intersections 
In ‘TV Rerun’. Here, the space is formed not only 

whole on stage become fragmented as 
photographers focus in on them.  
‘Changing Steps’ is a series of spaces that are 

such as the ways the body comes together, the 
order, and whether the dance is performed 
individually or with more bodies. 
As in ‘Nocturnes’, ‘Channels/Inserts’ physically 
divide the space, enabling different events to 
occur simultaneously in each area. This time, 
sound also creates a simultaneous layer. 

construction of space in ‘Gallopade’. There is an 
emphasis on the meaningless nature of 
movements, flows, and the way things come 
together. 
Simultaneous spatialities are established by the 
duality created through two different 
atmospheres, as well as by the reflections of the 
bodies themselves in ‘Doubletoss’. Thus, in fact, 
duality is doubled. In ‘BIPED’, this synchronous 

space creates a sense of simultaneity with the 
digital layers on the ground and in the 

disappearance of bodies, and the way they blur, 

Dancers move through their own isolated 
timelines, unaware of or unaffected by those of 
others. The body becomes a vector of its own 
temporality, forming brief alignments or 
contradictions with others. 
These dances generate spatial phenomena 
characterised by concurrent, yet dissociated, 
actions, devoid of a prevailing authoritative 
structure that would typically direct the body. 

lide, are plural, 
mobile and open-ended. 
3.2.3. Autonomous Co-presence 

body, sound, light, rhythm, and scenography, 
 

Figure 5. Cunningham’s Choreographies that 
Reflects the Autonomous Co-presence.  

The dances under consideration do not conform 

rather, each constituent element is governed by 
its own distinct logic, which has been developed 
through the process of chance operations. The 
outcome of this process is a multidimensional 
space in which the audience is required to 
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yet are autonomous. 
In 'Variation', the dancer contends with an 

displacing temporal harmony between body and 
sound. In this sense, sound and movement are 

and create the spatial atmosphere together in 
temporal parallelism. 
The performance piece 'Fabrications' is notable 
for its complete separation of the dynamic space 
created by dance from the physical space. The 

independently of the dance. 

 

therefore, the spaces they dynamically produce 

The only connection between them is the signal 
for one to stop and the other to start moving. 
It is possible to say that for the ‘Beach Birds’, 
movement is characterised by fluidity and 
independence, reminiscent of birds in flight, 

distinct temporal landscape, unrelated to bodily 
action.  
Space cultivates a form of autonomous co-

refuses to synchronise. The concept of time is 
understood as plural, with bodies operating 
independently and space becoming an 
intersection of asynchronous sensory parts. 
3.2.4. Relational Choreoscapes 

inherently relational, encompassing not only the 

interaction among bodies but also the 
relationships between dancers and objects, 
sound cues, props, lighting mechanisms, and 
chance-induced triggers. These dances are 
characterised as interaction spaces, wherein 
meaning emanates from the dynamic 
negotiatio
elements.  
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Figure 7. Cunningham’s Choreographies that 
Reflects the Relational Choreoscapes. 

In ‘Minutiae’ and ‘Way Station’ dancers move 
seamlessly through the medium of a sculptural 
object, transforming spatial navigation into 
choreography. The object, in virtue of its static 

causing a distortion in its spatial dimensions.  
'Story' is a performance in which the 
choreography is changed by the use of objects 
by the body. A costume that changes according 

the integrity of the space. 
The difference between 'Paired' and other 
performances is that the object of interaction is 

worn by the body. The flow of the space is 
changed by the uncertain series of movements 
that change according to the colour of the paint. 
In 'Scramble', the choreography is created 
through the differentiation of colours and the 
movement of the colour source itself. 
Consequently, the body and the object influence 
each other. As a similar but different 
representation, the moving light column 
intensifies when it interacts with the body, 
temporarily changing its atmosphere in 'Canfield'.   
In 'Signals', the positioning and orientation of the 
chairs influence movement, incorporating spatial 
decision-
interaction is even more intertwined in the 
performance 'Grange Eve'. The body moves in 

the space together. 
 
 

 
Bodies interact with each other in 'August Pace' 
and 'Change of Address'. While this interaction is 
evident in all types of collective dance, it is 
particularly pronounced in 'Change of Address
where one body significantly changes the 
trajectory of another. 

body and its environment. Space is no longer a 
neutral stage, but rather an evolving interplay of 
responsive elements. Time becomes reactive, 
unfolding through cues, imbalances and 
gestures that alter the course of the dance. 
Objects, structures and even garments act as 
participants in this choreography. Spaces are 
sites of mutual influence, where movement is 
generated through contact, resistance and 
response between diverse bodies and materials, 
rather than in isolation. 

3.3. Discussion 

No matter how much daily life is formalised by 
forms and structures, it remains inherently 
informal due to its unpredictability. Just as in 

randomness-based, space emerges in different 
forms. The chaotic unity of daily life is actually 
made up of these multitudes. In this sense, an 
attempt was made to identify similarities with 
everyday spaces through the four categories 
discovered in the choreographies, thereby 
interpreting the nature of daily embodiments. 

 Polytemporal Spatialities:  
Spaces mirror the unpredictable, layered nature 
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conversations, gestures and movements unfold 
in parallel yet uncoordinated rhythms. Chance 
encounters and temporal overlaps are embodied 

life. 
These spaces are not shaped by design, but by 
co-presence, decision and divergence. As 

is accessible yet inaccessible. It is also 
-

riences that reveal 

reveals the choreography embedded in 
 

 Disjunctive Simultaneities:  
Spaces reflect the fragmented and overlapping 

are characterised by a combination of different 
sensory perceptions and events occurring in 
more than one place at a time. As in public 
spaces, bodies perform without shared 
awareness. 
Events occur alongside one another, not 
together. These isolated narratives are not 
unified, but in collision. The concept of meaning 

rather, it is derived from the navigation of 
disconnection, contingency, and spontaneous 
intersections. 

where bodies act in an independent manner, 
forming transient relationships that dissipate as 
swiftly as they materialise.  
In both cases, the spatial meaning is not derived 

differences which are spontaneous, ephemeral, 

asserts, desire represents the sole element that 
escapes the forms in daily life. 

 Autonomous Co-presence:  
These spaces are characterised by their 
reflection of the layered, asynchronous and non-
interactive nature of everyday life. It is evident 
that a multitude of events may transpire either 
concurrently or at disparate intervals. However, 
it is crucial to not

a reciprocal influence on one another. These 
ruptures have the capacity to occur in a variety 
of phenomena, bodies, and temporal and spatial 

 
The elements within the space are not 

their own rhythms. In a manner analogous to 

mous 
manifestations. The concept of meaning 
emerges from the interplay of these elements, 

same or different spatial dimensions, yet 
maintain a sense of separation. Such daily 
spatialities are not composed, but encountered, 
and offer a choreography of disjunction, where 
connection is possible, but not guaranteed. This 
fragmented simultaneity reflects the disjointed 
realities of contemporary life, in which meaning 

without cohesion. 
 Relational Choreoscapes:  

Spaces are characterised by the establishment 
of the randomness of everyday life through 
interaction. It is conceivable for the encountered 
body, object or space to modify the flow and 
produce a new one. Just as Cunningham’s 
dancers respond to chairs, sculptures, or one 
another, bodies respond to a tree in their path, a 
sudden sound, or any body. As Tschum
asserts, the bodies traversing a narrow corridor 
adapting to its width is indicative of the violent 
relationship between space and body. These 
interactions form temporary spatial compositions 
shaped by negotiation and adaptation. 

through relational acts, including collisions, 
pauses and redirections. In both life and dance, 
the meaning of a performance emerges not from 
pre-planned pathways but from shared, ever-
shifting environment
spatialities that bodies discover through their 

space into a permeable and fluid structure by 

possible. 
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Figure 9. Body-Space Relations in Daily Life  

It is important to note that these four forms of 
spatialisation should not be regarded as 
independent characteristics. These spaces can 
appear simultaneously in daily life, intersect, or 

emporal spatialities and 
disjunctive simultaneities, the occurrence of 
relational choreoscapes is also probable. 
Autonomous co-presence necessarily intersects 
with disjunctive simultaneities. Therefore, these 
spaces are actually intertwined in daily life. They 
appear and disappear in movement together with 
randomness. 

4. CONCLUSION 

Space consists of all its elements and the 

from the ever-changing nature of these 
connections. From this perspective, the 
Cartesian approach is inadequate for describing 
space. Although space may appears as a void 
defined by physical elements, it is also 
influenced by numerous unseen factors that 
contribute to its meaning. 
After a space is designed and built, it stays in an 
open condition, allowing for various possible 
uses. This openness, which connects to social 
and physical interactions as well as temporal 
aspects, stems from unavoidable changes in 

 more than just a 
tangible object or a geometric structure, it is also 
a value that can be molded by personal 
intentions and that is socially constructed. 
Discussing such spaces is most possible in the 

is most free. 

they generate, the body senses its connection to 
that specific time and place. Within this dynamic 
interaction, where both sides continuously 
influence one another, every possible state 
represents a potential. When the actual space is 
understood as emerging in the in-between of 
these shifting random states, it reveals a nature 
that embraces change and sustains ongoing 
dynamic relationships. As a space that embodies 

stead 
derives its meaning from its ability to transform 
over time, constantly reshaping itself in each new 

system. Every new intervention not only alters 
the current condition but also opens up the 
possibility for future interventions. This directs us 
to spaces produced randomly beyond what is 
planned in daily life. 
As a designer, it is important to understand that 
the space is not a complete and perfect part of 
an ideal world. Unplanned situations are an 
important part of life, so spaces where this 
random harmony with the body can be 
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