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The early part of this intro duc tion devel ops from my chap ter in The Routledge Companion to Dance Studies 
(Jordan 2019).

Introduction

Stephanie Jordan

“Dance is vir tu ally always music-and-dance, unavoid ably inter dis ci plin ary,” I 
wrote some years ago (Jordan 2011). In recent years, this rela tion ship has attracted 
much scru tiny, a long-over due the o ri za tion of rela tions between the two media, 
yield ing fas ci nat ing insights. Perhaps this is because of the late twen ti eth-cen tury 
explo sion of inter est in “the body” across the arts and beyond, with music itself 
seen as phys i cal busi ness by com pos ers, per form ers, and musi col o gists (e.g., Cox 
2017). Perhaps it has been affected by the recent over whelm ing drive toward 
interdisciplinarity across all  aca demic fields. Whatever the rea sons, try chang ing 
the music for a dance and there would be no ques tion about the changed iden-
tity of the dance. On the other hand, a dance set to a piece of con cert music (as 
so many dances are) may well tell us new things about that music. Consider that 
each medium can some times be sub ver sive, at other times con fir ma tory of the 
other, with both pro cesses high light ing the dynamic rela tions between the media.

In the intro duc tion to this spe cial issue of the Journal of Music Theory, I cel-
e brate this dynamic, inter ac tive rela tion ship. Here the two media are both seen as 
sub ject to change rather than as static enti ties. They operate within a mech a nism 
of inter de pen dence rather than maintaining the hard binary of par al lel ism ver-
sus coun ter point (Kalinak 1992: 29–31). We are also deal ing with a com pos ite 
form: dance and music. While we might still be  able to trace the sep a rate devel-
op ment of the media, these two sen sory planes now meet to affect each other 
and to cre ate a new iden tity from their meet ing. The old terms of con gru ence and 
noncongruence, sim i lar ity and dif fer ence now seem by them selves inad e quate. As 
the musi col o gist Nicholas Cook (2013: vi) wrote in The Psychology of Music in 
Multimedia, “Multimedia is not music and words and mov ing images (and . . .) 
[he, and I too in 2011, could have included dance] . . .  but rather sub sists in the 
mean ing ful expe ri ence that results from their inter ac tion.”

Film-music the ory has been espe cially use ful here in pro pos ing con cepts 
of “mutual impli ca tion”—music and image work ing together in a combinatoire 
of expres sion (Gorbman 1980: 189)—as well as con cepts of “added value” from 
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the meet ing of two forces and “transsensorial per cep tion,” the visual con vey ing 
the aural and vice versa (Chion 1994: 5, 137). This issue of JMT comes at a time, 
too, when cog ni tive sci ence is increas ingly concerned with the basic prin ci ples 
of per cep tion in cross-modal cor re spon dences: in par tic u lar, between pitch and 
ver ti cal space (audi tory against non au di tory domains) but also from the phe-
nom e non of “cap ture,” when one medium (cho re og ra phy) brings to atten tion 
aspects of another (a musi cal note or line), alter ing the per cep tion of the music.

First, it is use ful to con sider how ana lytic research marks out the very dif-
fer ent tra di tions of dance and music: in close read ings of works and, in par tic u lar, 
in struc tural anal y sis. For this, there is a for mi da ble tra di tion in music, while in 
com par i son, there are few ana ly ses of dance works. This may well be because 
dance, an alto gether youn ger, smaller field, with a less-devel oped spe cial ist typol-
ogy, has never been driven by scores and film record ings in the same way. Yet, 
since the early twen ti eth cen tury there has been a sig nif i cant body of work in 
the area of dance move ment anal y sis, draw ing from Rudolf Laban’s the ory and 
nota tion sys tems. From the lat ter half of the 1980s, dance schol ar ship as a whole 
(most of it focus ing on twen ti eth- and twenty-first-cen tury dance within West-
ern cul ture) expe ri enced the o ret i cal and meth od o log i cal shifts sim i lar to those 
in the other arts (and added into the already broad musi co log i cal spec trum). It 
grav i tated rap idly toward inter ro ga tion of the inter re la tions between dance and 
cul ture while draw ing on phe nom e nol ogy as a key tool for mak ing direct con tact 
with the feel ings and mean ings suggested through dance. Meanwhile, the term 
the ory as applied in recent dance schol ar ship tends to refer to cul tural and polit i-
cal inter pre ta tions. (By con trast, in musi col ogy, sig nif i cantly, the term music the
ory has largely focused on anal y sis and close read ings of the musi cal work itself.)

It is inter est ing, how ever, and rarely rec og nized out side the field, that those 
involved in dance eth nog ra phy began much ear lier to work closely with music. 
This branch of study has engaged schol ars for mally since the early 1950s. An 
out stand ing exam ple of this is the state-supported work in the “social ist bloc” of 
Eastern Euro pean folk dance research ers, who in that decade started to col lect a 
large cor pus of dances with their music across many countries and then to under-
take their doc u men ta tion and struc tural anal y sis (Giurchescu and Kröschlová 
2007). Yet this work, too, has less ened along side the cul tural turn in other dance 
schol ar ship.

In Western the ater dance stud ies, my own field, a major con tri bu tion 
toward the new think ing came with the pub li ca tion of Paul Hodgins’s 1992 the-
o ri za tion and anal y sis (from his PhD dis ser ta tion) of the rela tion ship between 
cho re og ra phy and music. Hodgins coined the term choreomusical, which has 
since been mod i fied by oth ers as a label for the new field of choreomusicology (or 
choreomusical stud ies). That label has been used increas ingly (although there are 
still many excep tions) for a vari ety of work cross ing dance and music, now cov-
er ing social/folk and the at ri cal, non-Western and Western dance activ ity. While 
some of this work has con trib uted to his tor i cal and cul tural under stand ing, other 
work, like that of Hodgins, has been pri mar ily ana lytic, involv ing close read ings 
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of dances. Particularly since the mil len nium, there has been a marked increase in 
pub li ca tions within the field of dance and music as a whole (books and themed 
jour nal issues), con fer ences (for over a decade now, about one a year, and across 
sev eral countries), and dance/move ment sub groups within pro fes sional soci e-
ties (espe cially in the United States): within the Society for Ethnomusicology 
(2002), the Amer i can Musicological Society (2013), the Society of Dance His-
tory Scholars (2014), and the Society for Music Theory (2015).

Begin ning in the 1960s, a remark able body of choreomusical ana lytic 
research into baroque dance stands out, stem ming from uni ver sity music depart-
ments. Originally, it was strongly allied to the early music move ment. There has 
been a major increase in this activ ity since the mil len nium. From a choreomusi-
cal point of view, another out stand ing fea ture is the clus ter of schol ars who have 
researched the work of com pos ers for dance Tchaikovsky and Stravinsky and 
the cho re og ra phy of George Balanchine and Mark Morris. Both cho re og ra phers 
are well known as musi cians and flu ent read ers of musi cal scores. Notably, too, 
those under tak ing choreomusical ana lytic research (the most by far from North 
America) have had for mal train ing in music the ory and prac tice, as well as a cer-
tain amount of tech ni cal insider dance expe ri ence along the way (for instance, 
attend ing dance clas ses or pro vid ing musi cal accom pa ni ment for them). That is 
the case, indeed, within this issue of JMT.

Another topic cross ing the issue is rhythm. In this regard, a few points cov-
er ing basic prin ci ples may pro vide a use ful back ground to the arti cles that fol low. 
Rhythm is the most “nat u ral” fea ture linking dance with music, supported by cur-
rent the o ries from sci ence about our capac ity to “hear” visual rhythms and evi-
dence that we tend to hear in the mind’s ear rhythms that syn chro nize with visual 
changes (Guttman, Gilroy, and Blake 2005). Yet there are prob lems with ter mi-
nol ogy here on both sides, as Richard Cohn elab o rates in his con tri bu tion to this 
issue. Terms that exist for both media are known to be con fus ing and prob lem-
atic for com mu ni ca tion between danc ers and musi cians (and, cor re spond ingly, 
between dance and music schol ars). For instance, counts in dance are often used as 
a tool for learn ing cho re og ra phy, and often occupy more than one beat, some times 
a whole mea sure, while beats counted within mea sures are used in music more fre-
quently and only occa sion ally are shared as dance counts (McMains and Thomas 
2013; Smith 2005). Physical lim i ta tions deter mine that, in a given period of time, 
the max i mum num ber of pos si ble events (indi vid ual moves or notes/chords, con-
sti tut ing basic dura tions in each medium) is smaller in dance than in music: danc-
ers char ac ter is ti cally mea sure time more slowly than musi cians do. Yet there is 
often a very pre cise, and ana lyt i cally use ful, link between the two sys tems, in that 
dance counts (which are often marked in dance scores along side bar lines and 
musi cal time sig na tures) often span mul ti ple notated mea sures (e.g., four dance 
counts might cover a four-bar span). Another term that is poten tially mis lead-
ing is ges ture, a hall mark con cept in today’s music the ory, refer ring to a clus ter of 
notes of vary ing lengths and com plex ity, whereas danc ers would be much more 
likely to restrict its use to the sin gle move ment of an arm or hand. As for the term 
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phrase, whereas it has often been asso ci ated with cadence points in tonal music, 
it has been used so exten sively in dance that it has become vir tu ally mean ing less.

For choreomusical anal y sis, it is impor tant that part of the rea son for the 
mis un der stand ings stems from the lack of a devel oped vocab u lary in dance anal-
y sis. But this has been com pen sated for by a highly devel oped musi cal tra di tion. 
Many existing con cepts from music the ory can be use fully applied to both media. 
For my own work in the ater dance, I have grouped sev eral categories together that 
stem from music the ory and can eas ily be trans ferred to dance. To sum ma rize, 
these categories can be linked under the top ics of dura tion and fre quency, stress, 
the group ing of sounds/move ments into units, and the group ing of beats into 
meter and mea sures into hypermeasures that them selves cre ate sep a rate lay ers 
and build hier ar chi cally in ascend ing size (into two-mea sure units, four-mea sure 
units, etc.) ( Jordan 2000). Meanwhile, cross ing the two media in prac tice, there 
is a broad spec trum of pos si bil ity. At one end is con gru ence with pre cise dupli-
ca tion of musi cal rhythm pat terns in the dance. This could be supported by rec-
og ni tion of pitch with upward move ment and is some times referred to as music 
visu al i za tion (some times to humor ous effect, as in “mickey-mous ing”). At the 
other end is coun ter point from the level of local accent up to the var i ous lev els 
of hyper me ter. This is espe cially rel e vant, too, in the exam i na tion of interacting 
forms, another kind of visu al i za tion, with the dance matching or not matching 
imme di ate rep e ti tion or reca pit u la tion in the music.

For all  this abstract detail, it is fruit ful to engage with music and dance 
struc tures as drama and to admit the power of affect, responding to the capac-
ity for them to build and defeat expec ta tions, to the effects of syn co pa tion as 
a force against sta bil ity, and to pat terns of mobil ity and clo sure that sug gest 
ten sion and release. The notion of coun ter point is grounded in evi dence from 
social dance tra di tions of the play between musi cians and danc ers as inde pen-
dent voices invit ing inter pre ta tions of ten sion, anx i ety, and com pe ti tion. Indeed, 
as a sim ple exam ple, Eastern Euro pean schol ars have long observed the effect 
of met ri cal noncongruence through polymeter (two or more meters set against 
each other), a con ven tional device for cre at ing ten sion, with dance and musi cal 
accents (as in some baroque dances) cross ing in rapid suc ces sion. The Bul gar ian 
scholar Raina Katzarova (1960: 69) lik ened the device to a con tin u ous chase 
between the two media. Similar noncongruence became a sty lis tic trade mark of 
the bal let cho re og ra pher Balanchine and fea tured strongly in mod ern dance, for 
instance, in the work of Morris. Most unusu ally, it seems, in her 1938 Passacaglia 
and Fugue in C minor (to Bach’s organ work), the Amer i can mod ern dance pio-
neer Doris Humphrey intro duced polymeter at both met ri cal and hyper met ri cal 
lev els ( Jordan 1996: 20–21).

Let’s turn once again to the eth nog ra phers, who have under taken com-
pel ling research linking music with dance at the most detailed, microrhythmic 
level of con struc tion. Studying the categories of beat and meter, they note that 
the o ries that appear to have worked well for Western music and Afri can-derived 
forms (the two areas in which most research of this kind has been under taken) 
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may not suit all  forms of music. Turning to the body and to dance move ment has 
proved reveal ing. Tellef Kvifte (2007) pro poses looking at meter not in terms of 
a low est com mon denom i na tor of dance or music unit—as might be eighth- or 
six teenth-note time spans—but as the phys i cally “felt” higher level of reg u lar or 
even irreg u lar pulses (e.g., 2  +  2 + 3  +  2 + 3 spans within one mea sure, and these 
spans are already only an approx i ma tion), as in iso chro nous or nonisochronous 
meters. This research tells us about the prob lems of nota tion as well as the sub tle-
ties of the dance move ment and its rela tion to music. For Balkan and Nor we gian 
dance, as well as for jazz, Kvifte views nota tional sys tems that assume a reg u lar 
fast pulse as mis lead ing: they do not rep re sent actual expe ri ence.1

Turning now to this issue of JMT, it has been excit ing to wel come cov er-
age of such a wide vari ety of genres, both social/folk and the ater dance forms, 
and his tor i cal peri ods. It is also inter est ing to note the o ret i cal con nec tions across 
genres, in par tic u lar, a con cern with rhyth mic issues: meter and hyper me ter and 
their poten tial for cross ing and dis place ment between music and dance. I now 
intro duce the arti cles in the issue order.

First, focus ing on intrin sic rela tions between the music and dance, Mari 
Romarheim Haugen maps out rel e vant the o ries of cross-modal per cep tion that 
can be of gen eral appli ca tion. This leads her to exam ine the spe cif ics of a par tic-
u lar Nor we gian dance-music type, the social dance telespringar, an exam ple of 
nonisochronous meter. Following with anal y sis of the salsa social dance form, 
Rebecca Simpson-Litke exam ines how danc ers respond to met ric, pri mar ily 
hyper met ric, sys tems and per tur ba tions within salsa music. She also exam ines 
the tra di tion of the o riz ing salsa music and dance. Alison Stevens then ana lyzes 
the eigh teenth-cen tury con tre danse as a form that dem on strates hier ar chies in 
both met ri cal group ing and the group ing of mate rial (sounds/move ments). 
Establishing both dance and music as mimetic move ment expe ri ence, Stevens 
also argues that this expe ri ence could have influ enced recep tion of the con tre-
danse when it was intro duced into eigh teenth-cen tury Euro pean art music.

The two arti cles that fol low cover the ater dance within the bal let tra di tion. 
Mat thew Bell addresses the nineteenth-cen tury Tchaikovsky bal lets Sleeping 
Beauty and Nutcracker, using Stepanov scores of their cho re og ra phy by Marius 
Petipa and Lev Ivanov. Bell discusses long-range met ri cal lay ers and dis place ment 
fea tures and reveals how the cho re og ra phy can empha size hid den musi cal voices. 
Kara Yoo Leaman reveals Balanchine’s music-based cho reo graphic tech niques in 
Concerto Barocco, attend ing to Bach’s detail of rhythm and melodic pat terns, both 
simul ta neous and displaced con nec tions (using her own choreomusical nota tion 
sys tem), and to the con text of Amer i can jazz and Geor gian folk music.

From a dance schol ar ship point of view, this issue is unusual in deal ing with 
struc tural anal y sis in such detail. I am reminded that the sub ject of dance struc-

1  Another prom is ing field that this intro duc tion does not cover is con cep tual blend ing, which con cerns inter ac tion of 
another kind, focus ing on the mean ings resulting from two simul ta neous media sources rather than on struc ture. See Zbi-
kowski 2002, 2018.
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ture and style and their rela tion to music is fre quently ignored in today’s dance 
research. But these fea tures are not dry, sche matic phe nom ena. We can expe ri ence 
a tre men dous aes thetic thrill when get ting to know some thing rig or ously wrought 
as well as mov ing, mean ing ful, and intel lec tu ally stim u lat ing in other ways.

It is hardly sur pris ing, then, that nearly all  choreomusical research cur rently 
comes to us out of music the ory tra di tion. On the other hand, choreomusical 
work com ing out of dance cul ture is likely to offer a dif fer ent kind of think ing. 
I sug gest that a flow of work from many per spec tives would be ideal, with more 
schol ars trained in the basics of musi cal tech niques (not nec es sar ily to degree 
level), as well as musi cians and danc ers work ing in col lab o ra tion. This issue, how-
ever, has been planned to reach at least a music and dance read er ship, and ide ally 
other read er ships well beyond that. Certainly, it prom ises a new kind of invest-
ment in choreomusical stud ies—still a young tra di tion—par tic u larly as it looks 
to the future, reveal ing the ener getic ideas of a team of early-career research ers.
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