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Boundary Conditions is an exercise for sound and movement inspired by Mel 
Bochner’s wall painting Theory of Boundaries. 
 
Theory of Boundaries depicts the following four expressions or “language fractions” 
which describe the boundary of a painted surface in relation to the pictorial border 
and its resulting position as enclosed or not:   
 
 
 

at/in  over/in  /in  at/out         
 
 
 
For this piece the performers will take the expressions as prompts to an awareness 
of the possible relationships between them, and will then use whatever real-time 
information is pertinent to understanding their relationships to the surrounding 
movement and sound.  These relationships may encompass relationships between 
dancers, between dancers and sounds, between sounds, between sounds and 
silences, between durations/phrases enacted by different performers, or between 
sounds/silences/durations on the one hand and spatial movement on the other. 
 
Specific movements and sounds are left to the discretion of the performers.  
Performers should simply act with a sharpened awareness of their position within or 
outside of a relationship.  
 
Duration: open 
 



 
A Key to Interpreting Boundary Conditions 
 
Because Boundary Conditions is a performance piece that draws on the language of 
spatial location, dancers may interpret the four "fractions" that make up the score 
literally, while musicians, unlike dancers, must interpret the four "fractions" in a 
metaphorical rather than in a concrete way. Following are some suggestions for 
making sense of the score. 
 
Pick whichever fraction expresses a relationship that you would like to explore. Let it 
guide your performance. For example, if as a dancer you choose "at/in," move into 
proximity or contact with the dancer you choose to relate to and move with or inside 
of his or her movements. If you are a musician, have your sound meet another 
musician's sound and work within it—create harmonies, contrapuntal lines, parallel 
phrases, and so forth. If you choose a dancer to relate to, have your playing make 
contact with his or her movements and incorporate those movements into your line. 
Find analogues in your own playing for the movements you see. Match or 
complement their rhythms, match their expansiveness by playing more or less 
extrovertedly as the case may be, play staccato or legato depending on the dancer's 
fluidity of movement, play rapid phrases if he or she moves quickly, or slow phrases if 
he or she moves slowly, and so forth. Dancers choosing musicians to relate to can 
move into the musician's space and move within his or her own movements, or can 
interpret the musician's sounds with analogous movements. 
 
If you choose "at/out" meet the other performer and play or move outside of, or in 
opposition to, what he or she is playing or how he or she is moving—e.g., reverse what 
you would do if you chose "at/in." 
 
If you choose "/in," you can place yourself within the general situation and respond to 
it as a whole or, you can stay in your own space to move or play by your own lights 
without taking other performers' sounds or actions into account. (Yes, this is 
permissible in a piece about relationships—self-relation is a relationship too.) 
 
You may choose one fraction to follow during the entire performance, or you can 
move among them as you wish. You may choose one other person to relate to during 
the entire performance, or you may change partners as desired. 
 
The purpose of the exercise is to build awareness and through that, to strengthen 
relationships both with performers in your own field—musicians if you're a musician; 
dancers if you're a dancer--and performers outside of your field—dancers if you're a 
musician; musicians if you're a dancer. And you are free to choose whichever strategy 
will help you do that. 
 


