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	This study examines the precursors of screendance from the perspective of audiovisual discourse, using a sequential mixed methos approach. The research was developed in two phases: content analysis and a stage of observation, identification and comparison of concepts. For this purpose, a universe of 562 works of screendance was delimited, of which a representative sample of 160 was analyzed. The findings show that different cinematographic and audiovisual manifestations have influenced the configuration of the screendance discourse. In particular, commercial fiction cinema has contributed classical narrative strategies linked to montage in continuity, while musical cinema has contributed with the integration of dance pieces as a fundamental part of the narration of the story. Likewise, experimental and avant-garde films have influenced screendance works through fragmentation and the exploration of new expressive forms. Videoart and videoperformance have provided a conceptual approach focused on the performativity of the body and the relationship between movement and image. However, the results of the study rule out the music video as a precursor of screendance, given that its structure and purpose respond to commercial dynamics that do not coincide with the aesthetic and discursive principles of screendance.
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1. Introduction

Screendance constitutes an audiovisual manifestation that brings together the codes inherent to the language of dance with elements specific to cinematic language. Its affiliation with the postmodern context grants it the capacity to incorporate a diversity of approaches in the application of audiovisual techniques, which entails the appropriation of resources drawn from different discursive formats, both within and beyond the traditional scope of the audiovisual medium. 

Likewise, conducting research on this object of study has become increasingly important. In the field of screendance, although progress has been made, there is still no consensus among the academics, artists, and curators working in the fieldregarding all of its constituent aspects, including its origins, its characteristics, its possible classification, and even its definition. 

Nevertheless, two perspectives can be identified that bring these issues together. The first is grounded in the need for conceptual clarification so that the field of research can advance; the second maintains that defining the boundaries of screendance may produce a restrictive and limiting effect (González & Monroy Rocha, 2019). This uncertainty is due in part to the variety of modes of production associated with this type of dance-centered audiovisual work, created from such diverse points of departure as cinema, dance, or video (Alonso, 2007).

Given the lack of clearly attributed terms and characteristics in relation to screendance, as well as the discrepancies proposed by academics and artists, our objective has been oriented toward identifying its potential precursors, determining the genealogy of this type of work, and tracing the discursive origins of the audiovisual tools employed in this artistic genre. 

To this end, we have focused our attention on different types of audiovisual discourses in which various forms of dance appear, regardless of whether a performing dancer can be observed or whether, instead, the elements within the frame themselves carry out the choreography. These include traditional fiction cinema, musical cinema, experimental cinema, video art, the music video, and video performance. Likewise, since screendance works are, above all, dances produced in an audiovisual format, we have considered it necessary to determine which specific characteristics of dance are transferred to screendance.

1.1. Conceptual Framework

Audiovisual artistic works referred to as videodance, dance for the screen, cinedance, or screendance, among other terms, hybridize cinematic and choreographic language to create a form of dance that can only be experienced through a screen. Its consolidation as an artistic genre has required a symbiotic relationship between audiovisual and choreographic techniques since the origins of the cinematograph, which has contributed to the development of ways in which dance can take shape as an autonomous and singular audiovisual product, rather than merely recording a choreography performed on a stage.

The earliest manifestations of the the relationship between cinema and dance can be observed in films from the late nineteenth and early twentieth centuries that recorded various popular choreographies without any use of audiovisual language, simply employing a static frontal shot, partly because cinematic language itself had not yet evolved (Atienza Muñoz, 2013). 

However, as Rosenberg (2012) explains, although there may appear to be no deliberate act of hybridization between audiovisual and choreographic language, as occurs in screendance, the very fact that the photographer must decide how to frame the image of the dance entails a precise decision regarding how the performer is presented. This guides the spectator’s gaze and, therefore, may be considered a creative contribution to the choreography constructed in the moving image. 

During the period of early cinema, there were various collaborations between filmmakers and professional choreographers and dancers, who worked on the evolution of how dance should be recorded. One example is the participation of dancers from Ruth St. Denis’s company in Griffith’s feature film Intolerance (1916). In this film, specific mechanisms were used to record the choreography appearing in the Babylon segment, moving the camera vertically and horizontally in an elevator (Brum, 2019). 

With the arrival of the avant-gardes of the 1920s, dance shifted from being included in films as part of their diegesis to being presented in alternative ways. One manifestation of this appears in René Clair’s Dadaist work Entr’acte (1924), where a dancer is seen jumping, but filmed from a low-angle shot, offering other viewpoints from which to contemplate the choreography. 

Entr’acte, based on rapid montage intended to intrigue the spectator (Mitry, 1974), was not designed to participate in the commercial film circuit (Albera, 2009) and therefore allowed dance to appear in films of an experimental nature. This evolution in how dance is presented in an audiovisual format, where the images themselves appear choreographed (Kappenberg, 2013), begins to outline the different ways in which choreographic and audiovisual language can be hybridized. 

Likewise, during the avant-garde period, various works emerged that presented choreographed movement of the elements appearing within the frame without the need to use the body of a performer, as in films produced within the framework of German abstract cinema, including works such as Rhythmus 21 (1921) by Hans Richter, Diagonal Symphony (1921–1924) by Viking Eggeling, Opus I–V (1919–1923) by Walter Ruttmann, and Oskar Fischinger’s Studie 1–13 (1929–1936). 

With the arrival of sound cinema, a new film genre emerged: the musical film. In these productions, dance constitutes a central element through various musical numbers, which may or may not be integrated into the film’s diegesis. Regarding the ways audiovisual language is used to record choreography in musical films, two opposing viewpoints can be identified: that of Fred Astaire, who emphasized the need to use a minimal number of shots so as not to interfere with the performance of the dance (Dodds, 2004; Marimón, 2014), and that of Busby Berkeley, in which dance is created according to the planning of the recording apparatus, establishing a choreography of the camera itself (Pérez Ornia, 1991; Monaco, 2000).

Thus, three ways in which dance appears in audiovisual and cinematic form can be identified: (1) in a naturalistic manner, as part of the story’s diegesis, where characters dance within their social context; (2) in an experimental mode, presenting different viewpoints in the capture of dance; and (3) through the exploration of effects using post-production techniques, subordinating dance to camera planning. 

Between the 1930s and 1940s, with the expansion of television into private homes, dance events began to be included as part of broadcast programming (Valentín-Gamazo & Camarero, 2019). One example is The Ed Sullivan Show (1948–1955), which in each program included musical performances whose creators often danced. However, this type of audiovisual planning remained a record of what was occurring in the studio, without any manipulation of the image (Dodds, 2004). 

Audiovisual recordings or filmed dances are works whose sole purpose is the literal translation of a theatrical performance into an audiovisual format, without the intention of adding meaning through the use of production or post-production techniques. However, this type of dance recording, which may function as a form of choreographic notation allowing the choreography to be preserved or restaged (Rosenberg, 2012), does not convey the same emotional impact that a dancer can communicate to a live audience (Olenina, 2016).

Such filmed dances were also broadcast on British television in the 1930s under primitive conditions, where in most cases only a fixed long shot was used, showing the entire stage space (Penman, 1993). This type of recording departs from a specific planning process aimed at producing a unique work that could be considered dance for the screen, without taking into account the possibilities of audiovisual language. 

From the 1960s onwards, the BBC began broadcasting dance recordings that were not only filmed in the studio but also captured in theatres. In addition, programs from other channels began to be acquired in order to allow the public access to these performances, which they might otherwise not be able to afford (Dodds, 2004).

With the emergence of the Sony Portapak in the 1960s, the possibility of producing audiovisual projects became democratized through the use of a new medium: video. From this moment onward, and supported by the social and cultural transformations of the period, different types of audiovisual works began to emerge that explored the limits of audiovisual language, including video art, video performance, and what is now referred to as screendance. 

Within this artistic renewal, experimentation began with possible hybridization between video and performance art (Fernández Consuegra, 2017), video as conceptual art (Baigorri, 2007), video and land art (Rosenberg, 2012), and video and dance (Burt, 2006). According to Pérez Ornia (1991), these pioneers engaged with the new medium from an artistic perspective rather than from traditional filmic or televisual practice, giving rise to new types of audiovisual works. 

In the field of the music video, dance may appear in two ways: in a dramatic mode, in which dancers perform a role expressed through bodily language rather than dialogue, as in narrative fiction; and in a second mode that decontextualizes dance from the audiovisual product, including fragmented images that do not form part of the diegesis and therefore have no connection to the lyrics of the song (Buckland & Stewart, 1993). In this regard, Marimón (2014) explains that dance appears only as a dynamic complement providing movement, whose purpose is to help market the product in question, namely the musical track. 

However, the audiovisual approach to the use of dance in the music video is not innovative: it is presented using the codes of fiction cinema, or manipulated so that the piece itself “dances, jumps, spins and explodes, similar to what Busby Berkeley did” (Billman, 2002, p. 17). 

It is worth noting that, just as film directors and audiovisual creators became interested in dance and sought ways to incorporate it into their projects, choreographers and performers within the field of dance also developed an interest in cinematic techniques. However, this interest materialized in different ways of using the medium beyond the creation of a film, such as the projection of recorded images onto the costumes of dancer and choreographer Loïe Fuller, or the incorporation of video scenographies as part of the staging of choreographies intended for theatrical performance (Dixon, 2015).

According to Giesekam (2007), regarding the use of video projections in dance or theatre performances, there are three ways of incorporating them: (1) as scenography that supports the narrative of the work, (2) as a medium that forms part of the work’s diegesis in different scenes, and (3) as a spectacular effect intended to produce the sensation of a large-scale, technologically enhanced production. 

Therefore, identifying the precursors of screendance works may prove complex, particularly given that these audiovisual texts take shape within postmodernism, where the boundaries between different types of cultural production become blurred (Bhabha, 2004), established narratives are rejected (Lyotard, 1984), and a diversity of styles coexist within the same artistic domain (Jameson, 1990).

2. Methodology

To achieve our objective and, within the Spanish context, we employed a sequential mixed-methods approach. First, we applied the content analysis technique and developed a specific model for the observation of screendance works. Once the results had been analyzed, we proceeded to a second qualitative phase involving the observation, identification, analysis, and comparison of concepts related to the audiovisual praxis of traditional fiction cinema, as well as experimental cinema, musical cinema, video art, video performance, and the music video, in order to determine whether the results obtained in the quantitative phase indicated a use of cinematic language comparable to that of other audiovisual texts. 

To construct the sample, we relied on the official selections of Spanish festivals that are currently active and that program screendance works as their primary activity, from their inception through 2024, the year in which this research began. We relied on the curatorial work of these festivals because they function as curatorial hubs in a field where no specific market exists for this type of audiovisual text. The selected festivals were: [c] Screen Festival, Choreoscope, DanzaTac, EIVV, Festival de Videodanza de Palma, Fiver Screendance Festival, Mitz, and Zinetica Festival. 

First, we identified all the works selected by the festivals and excluded any film that could be considered an audiovisual recording of dance, a music video, or a documentary about dance. We also excluded all screendance works that were not openly accessible and whose restricted availability could limit observational analysis. Ultimately, our universe consisted of 562 audiovisual texts. 

To ensure that our sample was representative, we established an a margin of error of 0.3; consequently, our sample consisted of 160 screendance works, which were stratified by year. For the selection of each work, we used a random procedure, assigning a number to each screendance work by year and selecting them using a random number generator.

For the observation of the audiovisual language of screendance in the first phase of the research, we developed a basic analytical model with the aim of identifying different tendencies in screendance works. For this purpose, we drew on the research of Zunzunegui (2008), Gómez Tarín (2015), Carmona (2016), Fernández Díez and Martínez Abadía (2016), Casetti and Di Chio (2017), and Bordwell et al. (2020).

We organized the analytical model around five variables: Narrative idea, Types of cut, Type of experimentation, Type of movement, and Type of choreography. Within the variable Narrative idea, we proposed five categories to identify the type of idea presented in the screendance work: Narrative, which tells a story; Descriptive, which merely describes a location or event; Expressive, which seeks to generate an emotion in the viewer; Symbolic, whose meaning relies on symbols; and Conceptual, whose purpose is the transmission of a concept. Within the variable Types of cut, we proposed the following categories:

· Invisible, to identify works whose editing style was based on continuity editing, in which the spectator perceives no spatiotemporal rupture. Continuity editing can be achieved through established rules of audiovisual praxis. 
· Jump cut, to identify screendance works that do not attempt to maintain invisibility, making cuts perceptible to the spectator and thereby producing spatiotemporal disruption.
· Space jump, to distinguish works in which changes of location are achieved through the choreographed movement of a dancer who begins a movement in one location and, through a cut during the movement, completes the action in another space. 
· Cross-cutting, to identify editing that alternates between two scenes occurring simultaneously in different locations. 

Within the variable Types of experimentation, we sought to identify the type of image manipulation employed from an audiovisual perspective, proposing the following categories:
· None, to identify works that employ no manipulation of the image and simply present the performers’ choreography as such. 
· Points of view, to distinguish works that employ different viewpoints from which to observe the choreography, exploring framing in order to present atypical images.
· Temporal manipulation, to identify screendance works that alter temporal linearity and therefore employ effects relating to the order, duration, or frequency of events. 
· Spatial manipulation, to identify works that distort space, either through the manipulation of spatial perception or through the violation of the physical laws of reality, such as suspending performers in mid-air. 
· Image manipulation, to identify screendance works that employ post-production effects that alter or distort the image.
· Body manipulation, to distinguish works whose focus is the experimental distortion of the performer’s body through post-production effects. 

With regard to the variable Type of movement, we proposed the following categories: Body, to identify screendance works in which movement originates from the performer’s body, whether real or digital; Camera, to identify works in which choreographed movement derives from camera movement; Editing, to distinguish works in which choreography is created through cuts or transitions between shots; and Effects, to identify works in which dance is created through image manipulation using post-production effects. 

Within the variable Type of choreography, we proposed the following categories: Traditional, to identify works in which choreography is created conventionally through one or more performers executing dance movements; In association with the camera, to identify works in which choreography is shaped according to shot planning; Conceptual, to distinguish works whose choreographic idea is conceptual; and Appropriated means, to identify works constructed using images borrowed from other audiovisual works. 

Given that different categories may appear within a single screendance work, we measured all categories using a two-level scale: Present, to indicate that the category appeared in at least half of the screendance’s duration; and Absent, to identify works that did not employ the category at any point.

Once the results had been analyzed, we reviewed the principal characteristics of audiovisual language in traditional fiction films, experimental and avant-garde cinema, video art, video performance, and the music video, and proceeded to determine whether these characteristics also appear in screendance, thereby identifying these types of audiovisual production as its precursors.

3. Results and Discussion

As noted above (cf. conceptual framework), dance may appear in traditional fiction cinema as part of the film’s diegesis or as part of a narrative pause in which a musical and dance number is introduced. Regardless of the reason musical scenes appear, their filming involves a form of planning and image capture intended to be organized in the editing room so as to convey a sense of spatiotemporal continuity to the spectator, even when cuts are perceptible (Bordwell et al., 2020).

To achieve spatiotemporal continuity, a set of audiovisual resources and rules is employed, notably: the 30-degree rule, used to disguise the change between two shots of the same character (Edgard et al., 2016); the 180-degree rule, used in conversations between characters so that the spectator can understand their position and eyelines at all times (Morales Morante, 2013); cutting on movement, intended to direct the viewer’s attention to the action rather than the cut (Bordwell et al., 2020); and the maintenance of continuity (raccord), to ensure that elements remain in the same positions and that the movements of characters and vehicles continue coherently across subsequent shots (Tarín, 2015). Likewise, scenes filmed as a long take without any cuts can also be considered continuous (Fernández Díez & Martínez Abadía, 2016). 

As shown in Table 1, the screendance Invisible category, a category measuring the narrative continuity of dance scenes, appeared in more than 60% of the pieces. We also observed the use of the Narrative category in more than half of the sample, indicating that these works told a story, regardless of whether communication within the scenes occurred through words or through bodily movement.

Table 1. Analytical model and results

	Variable
	Category
	Present
	Absent
	Total

	Narrative idea
	Narrative
	51,7%
	48,3%
	100,0%

	
	Descriptive
	27,7%
	72,3%
	100,0%

	
	Expressive
	32,9%
	67,1%
	100,0%

	
	Symbolic
	2,6%
	97,4%
	100,0%

	
	Conceptual
	28,3%
	71,7%
	100,0%

	Types of cut
	Invisible
	64,5%
	35,5%
	100,0%

	
	Jump cut
	62,7%
	37,3%
	100,0%

	
	Space jump
	3,9%
	96,1%
	100,0%

	
	Cross-cutting
	28,3%
	71,7%
	100,0%

	Type of experimentation
	None
	47,6%
	52,4%
	100,0%

	
	Points of view
	22,4%
	77,6%
	100,0%

	
	Temporal manipulation
	54,1%
	45,9%
	100,0%

	
	Spatial manipulation
	13,6%
	86,4%
	100,0%

	
	Image manipulation
	15,1%
	84,9%
	100,0%

	
	Body manipulation
	18,4%
	81,6%
	100,0%

	Type of movement
	Body
	91,4%
	8,6%
	100,0%

	
	Camera
	17,5%
	82,5%
	100,0%

	
	Editing
	9,2%
	90,8%
	100,0%

	
	Effects
	13,6%
	86,4%
	100,0%

	Type of choreography
	Traditional
	80,2%
	19,8%
	100,0%

	
	In association with the camera
	25,6%
	74,4%
	100,0%

	
	Conceptual
	63,8%
	36,2%
	100,0%

	
	Through appropriated means
	1,3%
	98,7%
	100,0%


Source: Authors’ own elaboration

Considering the close relationship between cinematic techniques and dance, where developments in how the dancing body is presented have progressed in tandem, together with the data obtained from the content analysis, it is possible that narrative screendance works, which focus on telling a story through dance, have drawn on the praxis of narrative fiction cinema in the creation of their content. 

Moreover, these results are consistent with the fact that in classical dance, as in many works of contemporary or Spanish dance, there is a tendency to tell stories, conveyed through the performers’ bodily expression (Sorell, 1967; Dallal, 1996). For this reason, it is unsurprising that dance for the screen also exhibits this inclination. However, because screendance differs from traditional dance in its audiovisual format, it must maintain editing rules to organize images so that the spectator can understand the plot, as in fiction film. 

Regarding experimentation associated with the cinematic avant-gardes, Sánchez Noriega (2018) explains that these can be organized into three groups: first, Impressionist cinema; second, German abstract cinema alongside Surrealist and Dadaist cinema; and finally, independent or documentary cinema. For Albera (2009), however, the avant-garde should be studied in terms of its positioning in relation to the medium, one dimension of which is experimentation, as well as a cinema that dismantles the established commercial film form through both its narrative style and its modes of distribution.

With regard to a possible link between the avant-gardes and screendance, we have ruled out the documentary tendency, since it entails a mode of narration that presents an idea in an objective, explanatory manner. By contrast, screendance seeks to communicate, from an artistic standpoint and through choreographed movement, an idea or a story. 

In general terms, avant-garde cinema challenges established rules and breaks with linear narrativity, figuration, and the montage in continuity, and is typically screened in alternative circuits (Albera, 2009; Noriega, 2018). In this sense, independent cinema within the avant-garde was concerned above all with exploring rhythm through shot changes and shot duration. A notable example is Abel Gance’s film La roue (1923), in which the acceleration of shot changes, becoming progressively shorter, produces a visual rhythm that inspired other tendencies within the cinematic avant-gardes (Tejeda, 2008).

Rhythm is an essential element in the creation of choreography when manipulating movement (Dallal, 1996). Therefore, it is also a component that screendance must take into account, whether from the perspective of the choreography performed by dancers or through techniques linked to filmic praxis. In this respect, not only Gance’s film but also German abstract cinema explored the achievement of visual rhythm. 

Within the pursuit of an absolute cinema, the painters Viking Eggeling, Hans Richter, Walter Ruttmann, and later Oskar Fischinger, through various techniques, sought to set their abstract paintings in motion, using the displacement of elements within the image to explore visual rhythm. In their films, in a sense, painting danced (Mitry, 1974). For Rees (1999), these works were also linked to a musical dimension, as is dance, where performers move with musical accompaniment (Dallal, 1996). 

The exploration of visual rhythm through rapid montage, as in Gance’s film, was also developed in other works such as René Clair’s Entr’acte (1924) (Curtis, 2021), intended to be screened during the intermission of Francis Picabia’s Dadaist ballet Relâche. In the film, in addition to its explicit relationship with dance, one can observe the slow-motion leap of a dancer repeated from below, presenting an atypical viewpoint and negating both traditional representations of dance and narrative itself. This approach is close to screendance works that, through the use of audiovisual language, position the spectator from viewpoints that would be impossible in reality. 

Another way of exploring visual rhythm can be observed in Ballet mécanique (1924) by Dudley Murphy and Fernand Léger, situated within Cubist experimental cinema. The work creates a dance of objects within a framework of prismatic divisions, alternating non-figurative images and manipulating both internal movement within the frame and its possible recognition through the distortion of focus (Tejeda, 2008). 

In films associated with the Surrealist movement, the focus was not on visual rhythm but rather on the relationship between reality and dream, the factual and the oneiric, the known and the unknown. Although they also rejected commercial cinema, they explored this notion in an audiovisual format (Stam, 2019). One example that may be linked to screendance is Man Ray’s work Emak bakia (1926), in which the author creates, according to Tejeda (2008), a somewhat peculiar ballet through spatiotemporal deconstruction. 

With regard to French Impressionist cinema associated with directors such as Louis Delluc, Jean Epstein, and Germaine Dulac, these filmmakers focused on investigating emotion through the image, seeking to represent characters’ psychology through editing techniques and manipulating the image with effects such as superimpositions or dissolves (Aumont, 2016). A film from this movement that can be linked to screendance is Dulac’s Thèmes et variations (1928), which presents a kind of pas de deux between the images of a dancer who imitates the movements of the machines shown through parallel editing and which therefore function as her dance partner. 

As we have seen, the exploration of choreographed movement, visual rhythm, and works linked to dance concepts within the cinematic avant-gardes and experimental cinema suggests that these currents may have constituted a potential precursor of screendance. Moreover, as shown in Table 1, the results of our content analysis suggest that its principal feature, presenting dance on screen through the hybridization of audiovisual and choreographic language, can be achieved through Temporal manipulation (54.1%) and, to a lesser extent, Spatial manipulation (13.6%), Body manipulation (18.4%), Image manipulation (15.1%), and Points of view (22.4%), as occurs in films produced within the context of the cinematic avant-gardes and experimental cinema. 

With the emergence of the Sony Portapak in the 1960s, which democratized access to video production, artists from different fields had the opportunity to experiment with this medium in an affordable way. Early video art pioneers had the freedom to explore the medium from a perspective not constrained by production requirements or by market directives in the creation of their works (Baigorri, 2007).

These artists, who “looked at video with the eyes of art rather than those of cinema or television” (Pérez Ornia, 1991, p. 50), drew on earlier investigations of the image undertaken by artists within the cinematic avant-gardes, experimental cinema, and underground cinema (Fernández Sánchez, 1997). Accordingly, given their impetus to break with established rules in order to promote the experimental nature of the image, it would make sense that such approaches also influenced the formation of screendance works. 

Similarly, it should be noted that some theorists, such as Rosenberg (2012) and Monroy Rocha (2019), support locating screendance as a subgenre of video art, partly due to its praxis and partly due to its possible exhibition formats, with single-channel videos and may also appear as installations, multi-screen exhibitions, and immersive environments. 

In addition, other artistic fields became interested in this new medium, such as the visual arts, music, dance, theatre, literature, and even newer artistic domains such as performance art, and explored the different possibilities and limits that could be developed within a medium in which boundaries had not yet been established (Martin, 2006). As a result, conceptual works began to emerge that incorporated different kinds of language, not solely cinematic language. 

According to Pérez Ornia (1991), video art presents four fundamental characteristics: the use of videotape technology in a way different from television; a need for innovation and a break with the established order, as had been pursued by the cinematic avant-gardes; the inclusion of collaborations from other artistic fields; and patronage by artistic circuits such as museums or foundations. 

With regard to screendance, although the digital format is now used rather than videotape, a shift that also extends to recent video art, it is constituted through the exploration of the image, as we have seen, but also through artistic collaborations with other fields, such as performance art, music, video art, or cinema. The clearest example of such collaborations can be seen in many works produced in the 1960s and 1970s, such as those created by choreographer Cunningham and filmmaker Alan, the work Nine Variations on a Dance Theme (1966), created by filmmaker Harris and dancer De Jong, or works produced collaboratively within the framework of the Judson Dance Theatre (Burt, 2006).

Furthermore, as with video art, screendance circulates primarily through an almost non-commercial circuit, centered on dissemination via specialized festivals that perform curatorial work, or to a lesser extent through the art circuit via galleries and patronage. Therefore, video art may be another factor that has influenced the formation of screendance works, not only in terms of praxis but also in its mode of distribution, which is closer to artistic circuits.

Performance art, consolidated from the happening and Fluxus movements, departs from theatrical narrative, or, in the case of video performance, from an audiovisual script, giving rise to a form of art that may use any object or temporal duration as material for its configuration. This produces a concept of reality as art, rejecting the traditional to establish a new artistic language (Fernández Consuegra, 2016).

According to Pérez Ornia (1991), works created in Fluxus events relate modern dance, happenings, and musical experimentation. In these events, synergies among artists of all kinds produced works that incorporated characteristics from each domain. Screendance looks to these events and likewise uses “video to narratively delocalize and to introduce first-person identity into the frame” (Rosenberg, 2012, p. 52), a fundamental aspect of video performance. This can be observed in Variations V (1966), created through the collaboration of composer Cage, choreographer Cunningham, and filmmaker Tudor. In this performance-art-like work, dancers’ movements triggered sounds, while they interacted, without any narrative, with everyday elements, performing trivial gestures (Celant, 1999). 

Although performance art can be linked to photography and video, video performance is constituted as an entity in its own right, producing a performance-art work that can exist only in its audiovisual form. Nevertheless, it maintains the fundamental characteristics of performance art, including the artist becoming both subject and object, and the exploration of a concept (Fernández Consuegra, 2016). This aspect has a close relationship with screendance works that explore a concept, turning the performer into both object and subject. However, in the case of these artistic works, the investigation of a concept is usually limited to the notion of choreographed movement, regardless of whether this movement originates from the dancer, the camera, or visual effects produced through post-production techniques. Therefore, video performance may have influenced the formation of screendance works in this respect. 

As with dance, since the beginnings of the cinematograph, moving images have been closely associated with music, a relationship that intensified with the arrival of sound cinema in the late 1920s. For this reason, it is not surprising that today “the music and television industries need the music video format: cinematic micro-narratives that illustrate songs in order to promote record sales” (Pérez Ornia, 1991, p. 127). 

Dance in music videos may appear in two ways: one in which dance and performers act with a narrative and dramatic purpose in support of the song’s theme, and another in which dance appears disconnected from the story told by the song, through fragmented images with no clear relationship to the diegesis (Buckland & Stewart, 1993). 

As Dodds (2004) explains, there are formal similarities between these audiovisual formats, which often use performers’ bodies to execute choreography as a fundamental element of their existence. Nevertheless, although music videos and screendance works share the convergence of dance and music in an audiovisual format, the influence of the former on the configuration of the latter seems unlikely. This is due to the distinctive nature of the music video, whose principal purpose is the promotion of music and the construction of a sonic narrative, relegating dance to a secondary or subordinate role (Sedeño Valdellós, 2009). This fundamental difference limits the possibility that music videos significantly shaped the development of screendance. 

4. Conclusions

Screendance works, which are constituted through the hybridization of two different languages, cinematic and choreographic, are, above all, audiovisual products that can only be experienced through viewing on a screen. It is clear that their genealogy can be traced directly to concepts linked to the creation of dance; however, it is more difficult to observe the same from the perspective of different types of audiovisual production. 

As we have seen in the analysis of the characteristics of screendance works in comparison with various products that incorporate dance or choreographed movement, we cannot identify a single audiovisual work form that can be considered the sole precursor of this type of audiovisual text. This is largely because screendance works take shape as autonomous products within the framework of postmodernism and, therefore, can draw on a wide range of influences. 

We have found that the possible audiovisual influences on screendance from are as follows:

· Commercial fiction cinema and the musical film, structured around the classical three-act narrative model, have influenced screendance by fostering the creation of works that follow this traditional structure grounded in cinematic praxis. Rather than relying on actors and dialogue, these works construct their narrative through choreography, using movement as the primary expressive vehicle. 
· Experimental and avant-garde cinema, focused on distancing itself from the constraints of commercial fiction cinema, has contributed to the formation of screendance by offering possibilities for moving away from narrative while exploring choreographed movement at the level of the concept itself. This allows experimentation with the possibilities of image manipulation, from recording through post-production processes. 
· Video art works, which, like experimental or avant-garde cinema, seek to distance themselves from the prevailing commercial praxis of both cinema and television, while adding new possibilities for image manipulation, have contributed to screendance’s continued exploration of the experimental potential of concepts through the audiovisual format.
· Video performance influences screendance by supporting the idea of the performer as both subject and object of art, enabling the creation of works that study and analyze the camera/body relationship or bodily action.

Music videos, produced in the postmodern era, also draw on elements characteristic of other audiovisual forms and therefore occupy a position similar to that of screendance. In this sense, the music video cannot be considered a precursor of this artistic genre, but rather its sibling.
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