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Introduction
To dance is human, and humanity almost universally expresses itself in dance. Dance
interweaves with other aspects of human life, such as communication and learning, belief
systems, social relations and political dynamics, loving and fighting, and urbanization and
change. It may even have been significant in the biological and evolutionary development
of the human species. […] Dance is social behaviour. Social life is necessary for human
mastery of the environment; dance reflects and influences patterns of social organization
[…]. Dance is psychological, involving cognitive and emotional experiences affected by
and affecting an individual´s personal and group life (Hanna, 1979: 3-5).
This research is about discovering the body as source for the creation of dances1 from within.
It is a study about discovering the inner creative sources. It is a discovery on our ancient roots
of communication2 through dance and therefore it is a research on our perception of dances.
Finally the study asks if the creation of a personal solo from within can fulfil our
understanding of what dance is.
My interests for this research arose out of my personal process and involvement with BodyMind Centering (BMC™3), dance and Authentic Movement4. In my life as a sportswoman and
dancer, I trained in many different movement and dance styles. I followed sequences and/or I
improvised. Following sequences I sometimes experienced that my body did not want to do
what it was expected or that I felt inappropriate. In the latter I felt more free, but also
discovered to get stuck in certain movement patterns.5 When I discovered BMC; I also
discovered many more new pathways in my body, than when I was following technique
classes. In 2003 I decided to participate in the “Integrative Bodywork and movement therapy”
training course with Linda Hartley, which mainly works with BMC, AM and Somatic
Psychology. Since that time I discovered my body in many new ways and my dance has
changed a lot in performances, improvisations and technique classes. It has become much

1

I differentiate between dances, a dance and dance. When I use a dance, I refer to one specific dance in
performance in contrast to dances, where more than one dance in performance is meant. Whereas when using the
term dance, all different existing dance forms and practices in the world are meant (compare with Hanna: 1979,
Jonas: 1998).
2
As this following description is verbal communication: it was my choice to also use the feminine pronoun in
the general descriptions; nevertheless addressing both sexes.
3
The name „Body-Mind Centering™ is a registered trademark of Bonnie Bainbridge Cohen. The abbreviation
BMC is used in common usage. For a better reading I will cut away the trademark.
4
For an easier writing I will use the abbreviation: AM for the discipline of Authentic Movement.
5
With that I do not want to declassify the use and need for training classes, the contrary is the case. I rather want
to see if BMC and AM can be an extra supply onto the training of a dancer to overcome certain blockages and to
unfold her unique movement potential to be able to embody her dance.
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more individual and more embodied. This course convinced me of the value of BMC and AM
and I wanted to explore its use for dance. How could it support the creation of dances?
My research is split in two parts. The first part is a practical research on the creation of a
dance solo, which evolved out of the practice of BMC and AM. The second part is a research
on the audience perception of the created dance.
1. What kind of dance evolves out of the work with BMC and/or Authentic Movement? Can
we call that a dance in performance?
2. How do we perceive that dance in performance?
The following section is an overview about the structure:
The first chapter is a brief description of the used analytical frameworks.
The phenomenological approach asks how something presents itself into consciousness.
Therefore phenomenology is used to describe the creative process and its outcome from
within. Merleau-Ponty´s theory of perception explains the active and selective role of the
individual in perceiving the world. Fraleigh (1987, 2004) developed Merleau-Ponty´s (1967)
concept of the lived body further for the area of dance. Insights from Eastern mind-body
theories (Yuasa: 1987) provide a different view on the body-mind relationship which supports
the BMC approach. Phenomenology does not include social nor historical aspects. These are,
however, essential when we access personal body stories through ΒMC and AM, because we
can describe and value the body-mind process from the inside and with our subjective
perception, but it does not relate them to our personal history. That is why we have to add
insights from psychology and sociology.
The Jungian approach of psychology is chosen because of its use in the creative art therapies
(Chodorow: 1997, Levine & Levine: 1999, Pallaro: 1999). Jung offers a model to understand
the role of conscious and unconscious aspects of ourselves in relation to creativity and
perception. His theory explains why the different body-systems are embodied and expressed
differently and why they can store unconscious aspects of ourselves. According to Jung
unconscious parts of our own personality can appear in images we project on others and
influence our perception. These individual influences on perception should be considered in
an analysis on the audience perception. Here I refer to Noack in Payne (1992), Chodorow
(1997), Halprin (2004) and Wischmann (www.dr-wischmann.privat.t-online.de/jung.htm).
6

The sociological aspects are mainly taken from Parviainen (1998) and Levin (1989), which
already combine phenomenology and sociology using the theories of Foucault among others
to analyse dance and personal growth in combination with social change.
The second chapter gives an overview over the practical framework and the used research
methodology. It is divided into three sections:
1. Description of the principles of BMC
BMC is a very wide ranging and still developing bodywork and movement technique,
drawing on writings of Hartley (1995, 2004), Cohen (1993), Olsen (1994) and Aposhyan
(1999) and on my personal experiences. Hands-on techniques, movement techniques and
integrating improvisation provide an integrated approach to enable the individual to
understand how body and mind work together and to unfold her own individual potential
within human being.
2. Description of the discipline of Authentic Movement
AM has been mainly developed by Mary Whitehouse and Janet Adler as a form of movement
in depths, also approaching unconscious aspects through movement and witnessing. The
authentic movement experience is processed through e.g. a verbal dialogue between witness
and mover or writings and drawings. Information is collected from Pallaro (1999), Adler
(2002), Olsen (1993), Hartley (training course 2004-5) and my own experience.
3. Research methodology
The research methods are based on a combination of Practice as Research and Action
Research and explain the proceedings. It refers to Merlin (2004), www.parip.co.uk, McNiff
(2002), Lester (1999) and Moustakis (1990).
The third chapter describes and analyses the practical research in two sections:
1. The creation and presentation of the solo
The creation of the solo was developed in a range of workshops over a period of four months,
where BMC techniques and AM were used to evolve the movement material. The
documentation of the workshops was further used for the selection of the movement material
for the solo.
2. The audience perception of the solo.
This part explores perception and dance as form of non-verbal communication. It investigates
the relation between dancer and audience with the body as common ground (Fraleigh,
1987:58-65) through steering the audience on observing themselves during the performing of
7

the solo and comparing their body sensation, feelings, thoughts from before and after in a
given questionnaire. It is a research on the audience, observing herself in the act of seeing
another and while seeing herself bringing consciousness on the intersubjective field, the nonverbal language of the body dancing and expressing. This chapter employs the analytical and
practical framework and therefore refers to the same literature.
The fourth and last chapter evaluates the whole research process in two parts. It evaluates the
personal outcome of this research. It analyses the value of BMC and AM for dance, posing
new questions to research. It further analyses the revealed implications of the audience
perception. It reveals what could not be done and ends with a preview of further research
questions and possibilities.

8

The analytical framework
This research is about the possibility of creating a dance with BMC and AM and its audience
perception. BMC and AM are bodywork and movement therapeutic disciplines. The intention
of both disciplines is to increase awareness, overcome the body-mind-split, support the
healing process of the body and support the individual in her ability to make free choices.
The question is asked, why specifically BMC and AM should be valuable for creating dances
for both dancer and audience member. For the dancer this value can be differentiated in the
creative process and the performance quality.
The perception of dances is examined through audience questionnaires.
A profound analysis can only be made by combining different theoretical fields, which are
mainly phenomenology and psychology, but also from sociology.
The phenomenological framework provides theories of perception which are necessary for the
analysis of the audience perception. For the latter, it is further necessary to draw onto
sociological theories. Phenomenological and psychological theories only observe the
individual´s perspective without relating it to the larger social context. This is necessary as the
individual´s perception is inscribed and formed by the society she grew up in (see Pavis,
1996:251).6 This sociological perspective will be supported by quoting other philosophers
such as Levin, Foucault or Bourdieu in order to underpin the argument but without explicitly
explaining their extensive theories.

6

Pavis (1996: 227-271) supports these approaches, saying: “A psychoanalytical approach on its own remains
inadequate for a full understanding of the perceiving subject, for it does not provide a sufficient account of the
subject´s inscription in the social fabric – starting with the audience within which she sits. A sociological
perspective therefore endeavors to keep in mind the fact that the spectator is not only a desiring subject, but also
an “unidentified seeing object“ located within a more or less clearly identified audience (251).”

9

Sociological Influences: Cultural, social and economic capital

`Objective´ perspective
`Objective´ criteria:
Visual + auditive
Use of space, time,
dynamics, movement
vocabulary

Subjective perspective

Phenomological perspective:
-how do I perceive the world
from inside?

Psychological perspective:
why do I perceive the way
how I perceive?

ASSIGNING CRITERIA FOR PERCEPTION AND VALUING OF A DANCE

PERCEPTION OF A DANCE
Fig. 1: Influential factors on the perception of a dance7

Phenomenological framework
We literally embody metaphysics when we dance; we become more present to ourselves,
more alive to others and the world: everything radiates […] where dancing is a mode of
thought, a special kind of knowledge and being-in-the-world (Fraleigh, 2004:4, 9).
The Cartesian notion of the body as a thing, as a passive object, which stands in contrast to
the actively thinking mind, is denied in the theory of phenomenology with its concepts of the
lived-body. The theoretical framework is mostly drawn from Fraleigh (1987, 2004) in
combination with Merleau-Ponty (1962) and Parviainen (1998). Phenomenology provides a
possibility of examining body-mind processes from the inside, valuing the subjective
perception of the concept. Phenomenology seeks to find the essence of something, asking how
something presents itself into consciousness. In examining the movement material from
within, in sensing and feeling the movement material, we might understand the essence of it.
When we describe our sensations and feelings while we work with the body-system (see
BMC chapter), we might begin to understand more about them.
The sensing and feeling of the outer and inner world is experienced through the senses. The
kinaesthetic sense tells us how we move with our body in space. It also provides the
7

`Objective´ is written in quotation marks in order to question the existence of `objectivity´. Our brain analyses
everything we perceive and that is why we value everything we perceive in an individual manner. Because of
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functioning of the basic motor functions and the perception. It is the sense which is often
processed unconsciously. This is described in Merleau-Ponty´s theory of perception (1967).
Through our body and its movement we have access to the world and through our body we
perceive and act in the world8. With and through movement we are and express ourselves in
the world. Our body is movement – inside and outside of the body. The movement inside the
body includes the life and work in the cells, the fluids, the organs etc. The movement outside
is how we are in the world.
If all this is perceived and processed unconsciously through our kinaesthetic sense, how are
we aware of our being within us and in the world? How can we then make choices? Our
perception is not necessarily totally unconscious, but yet impaired by the body-mind dualism.
The Cartesian mechanical eye observes the world outside and observes the body as an object,
which can be understood by means of stimulus-response conditioning and neurological brain
wave analysis. Consequently, perception is analysed and categorised and thus impaired, as it
excludes the experiential, non-comprehensible sensing body (Parviainen, 1998:22-23).
According to Cohen perception functions in form of a ”sensory-motor loop”: “Preconceived
expectations – Pre-motor focusing – Sensory input - Perceptual interpretation – Motor planning - Motor response - Sensory feedback - perceptual interpretation (1993:117).” This
causal chain also clarifies why “our perception of movement, i.e. our interpretation of
movement, is dependent upon all of our previous experiences of movement (Cohen, 1993:
117)”. This makes it more clear why perception is an active but most of the time unconscious
decision. The willingness to perceive movement brings us further access to bodily knowledge
(Hackney, 1998:3).
In dance we explore our kinaesthetic sense as we are moving in space, therefore dance can be
first a tool for the exploration of our perception and second a tool for the exploration of nonverbal communication, thinking as it is through the kinaesthetic sense that we communicate
non-verbally (Hanna, 1979:4-5)9.
this the terms perception and value could be exchangeable. The differentiation lies in the awareness of the
factors being influential for valuing the perceived things.
8
Here movement is considered as underlying all forms of lives e.g. unicellular organisms, plants, etc. Therefore
sitting and observing oneself is considered as movement. To go further on, it is “the main object of all this
material [is] to suggest additional modes of perceiving yourself and the world around you, using your live body
totally – body/mind/feeling - as a key to that perception […] How your body functions in movement –
Body/Effort/Shape – and what that means to your perceptions and expression (Bartenieff in Hackney, 1998:3).”
9
Hanna sees dance as communicative behaviour – a “text in motion” – or “body language”, which as a
conceptual natural language has intrinsic and extrinsic meanings. For her humans are multi-sensory beings who
act and watch or feel more often than they verbalize and listen. This is supported by Collingwood for whom the
kinaesthetic sense “is basic to communication and thus is central to all art experience (in Alter, 1996:25).”
Nevertheless it is the sense which is often underdeveloped because of the known reasons. If we think that 70 %
of communication is transmitted on a non-verbal level (Fiske, 1990), we have to ask how many
misunderstandings happen because of an underdeveloped kinaesthetic sense.
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The process of perception through the kinaesthetic sense is central for this study, as the
practical research is based on a) the perception of the body-systems in movement and b) the
sensing of the kinaesthetic reactions while seeing the solo dance.
In order to underpin this phenomenological approach of the lived-body, I will also refer to
Eastern philosophy, especially onto Yuasa´s Eastern Mind-Body Theory (1987), because he
compared Western and Asian philosophical traditions with the intention of understanding the
somatic lived body holistically, in contrast to the Cartesian understanding of body and mind
as almost separate identities. Expression through the arts relates the body to life, society and
the larger body of spirit (Fraleigh, 2004:30-31) and can therefore hardly be understood from
the perspective of body-mind dualism. However, dance in combination with somatic
processes “open up the manner in which nature and culture are embodied in our metaphysical
artefacts” (Fraleigh, 2004: 21). Yuasa´s Eastern Mind-Body Theory provides a different
understanding of aesthetics.10 Here, aesthetics is seen as something inherent in the cultivation
of embodiment and part of the expression of creativity (Ozawa-De Silva, 2002: 35).11
As the interpretation of the non-verbal parts occurs through our kinaesthetic sense and thus is
mostly transmitted and interpreted unconsciously12, it is necessary to relate the
phenomenological theory of perception with the Jungian approach onto the unconscious.
Whereas phenomenology aims at describing how something presents itself into consciousness
(Fraleigh, 1987, 6-7)13, psychological theories seek to find the reasons and origins of why
something presents itself into consciousness.

Psychological framework
In one area of this research the access of movement material comes from within. The inner
approach might bring up experiences from former times or “universal images” (Halprin in
Levine & Levine, 1999: 133-134). These can then be analysed and interpreted through a
psychological framework.
10

The question of the understanding of aesthetics is very interesting, examining it, however, would go beyond
the scope of this research.
11
Cultivation is a practice that attempts to achieve true knowledge by means one´s total mind and body. It is a
discipline of the body-mind. Its goal is not technical but a strongly ethical sense of personal perfection (Yuasa,
1987: 26-27).
12
On the other way around, Halprin says that “[b]y using this language consciously, we are able somatically
(through the physical body) emotionally and symbolically to re-access a re-arrange of life-responses and
reactivate feelings and images associated with certain life experiences (Halprin in Levine, 1999:136).”
13
Betensky had presented phenomenology as a new approach to art expression and art therapy, where she also
introduced the treatment of aesthetics into the approach (1977:173-179).
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It draws on Jung´s theory of the conscious and unconscious and the technique of active
imagination, because all the creative art therapies can trace their roots from his theories
(Chodorow, 1997: 1). That is mainly because it provides an understanding of the psyche
through its two incongruent components, the conscious and the unconscious. Jung sees the
ego at the centre of the field of consciousness, which relates to all the different emotional,
cognitive, behavioural and imaginative processes. In contrast to the consciousness the
unconscious consists of a mixture of personal and transpersonal aspects, which are
differentiated in different levels: the personal (personal story), the collective (transpersonal
and crosscultural) and the superconscious (connected to energies beyond the self) conscious
(Adler in Pallaro, 1999: 152-158, 190-204, Olsen, 1983:48). The whole process of
individuation goes through several stages which are related to archetypal patterns and images.
These are defined as the persona, the shadow, anima and animus, and the self (Noack in
Payne, 1992: 182-201). For this research it is only necessary to have an understanding about
the role of the shadow, which is “the other side of us (186)”, the dark sister or brother.
According to Jung shadow parts of our own personality can appear in projections we make
onto others. These can be unacceptable desires, emotions or actions. They can also represent
positive aspects of the personality which cannot be accepted (Noack in Payne, 1992: 182201).
Shadow parts are at first unconscious in us, but they can be made conscious e.g. in a
therapeutic context.
Active imagination is another approach to or dialogue with the unconscious. It is an
interaction between inner image and outer movement with the purpose to perceive what is
happening on the background of the consciousness. Whatever is perceived, often it is an
image, is looked at or held in consciousness. The image can take different forms, which can
be comprehensible or non-comprehensible. If the image takes an expressive form e.g. a dance,
the dance can just stand for itself or be interpreted in a constructive manner (Noack in Payne,
1992: 182-201, Eisendrath: 1977:63-71, further reading Chodorow: 1999).
Active imagination is adapted differently to BMC and AM. In BMC imagination is mainly
used in the hands-on work, whereas in AM active imagination can appear during the moving
and witnessing process. It can be a guide to enter into inner processes (Pallaro: 1998, Cohen:
1993).
The necessity derives further from the fact that BMC and AM are bodywork and movement
therapeutic techniques, which are here indeed used for the creation of a dance, but also work
13

within deep body and psychological structures. This connects the arts and art therapy with
each other.14 We can draw also a parallel from the relationship of art and therapy to the
connection of body and mind (psyche) in the Western understanding.15
Cohen writes:
Our creativity flows out of our unconscious – an unknown giving birth to knowing as our
consciousness listens. Our conscious mind can then discover the form or pattern that
emerges from the unfolding of the creative process. This insight into the pattern of the
process can then further open and expand the avenues of the unconscious expression
(1993: 13)
When all experiences and stories of our lives are stored in our body, a dancer who is working
with her body will enter “these stored experiences” at some point (Halprin: 2004). The
psychological knowledge supports the processing.
The Jungian understanding of the psyche and the shadow also give a different understanding
of the relationship between dancer and audience. A profound analysis can distinguish personal
projections from “objective” criticism.

Sociological framework
To look only on the individual´s perspective is not sufficient as the individual is inscribed and
formed by the society in which she is living in. Outer circumstances such as social, cultural
and economic factors must be included, as they form the individual´s preconceptions of a
dance. A sociological approach provides an analysis of performances in the larger social
context (Pavis, 1996: 261).16

14

The arts in therapeutic contexts are used for healing purposes; for letting go, expressing and/or gaining insights
through the study of the symbolic and metaphoric messages, whereas the arts for itself can have different
purposes; e.g. to name to contrasting reasons the arts for the art´s sake versus the arts for agitprop (compare Mc
Niff, 1977: 125-136). It also provides the knowledge for an understanding of the closeness of arts and therapy
and their interrelationship.
Levine states that the arts give the human being the chance to live with the truth and to bring the body home (in
Levine &Levine, 1999: 247). Whereas H´Doubler argues that all the arts, including dance, have as their common
source the fundamental human need of revealing the inner life in an external pattern (in Alter, 1996: 86). These
two opinions reveal the intimate connection between art (dance) and therapy.
15
In Eastern philosophy the term “the oneness- of body-mind“ is an ancient term. That means for example that
we cannot obtain true knowledge just by theoretical thinking, we need a bodily recognition or realization. That
can happen through the utilization of one´s total mind and body (Yuasa, 1987: 24-26).
16
With that the possibility to distinguish the several factors from the individual´s perception is increased. An
example of how the differentiation can be discovered is given by a part of Pavis Questionnaire, where the
spectator is analysed (1996:39):
1. Within what theatre institution does the production take place?
2. What expectations did you have of the performance [certain dance style]?
3. What presuppositions are necessary to appreciate the performance?
4. How did the audience react?

14

The sociological frame should help to underpin the relationship between the individual
perception and the hegemonic opinion upon cultural production. As we perceive the world
through our bodies, our bodies are also formed and inscribed culturally. Concomitant the body
carries the values and morality of society (for further reading: Levin, 1990, Butler, 1993,
Foucault, 1977, 1978). Especially in Western societies the Cartesian paradigm had an
immense effect on the body´s perception. Levin demonstrated how much perception is
connected to political economy and modern technology. He in contrast to Foucault argues that
the full realisation of our humanity as bodily beings is not possible without the full support of
a cultural, social and political context (in Parviainen, 1998: 14, 27). Following that
argumentation it is not possible to fully realise a “unity of mind-body” without changes of the
cultural, social and political circumstances. In employing this in this research, the questions to
be raised are about the extent the conditions of our society have on the perception of the
individual and how to gain an “unity of mind-body”. It will not be possible to answer these
questions but it seems to be appropriate to keep in mind that the approach has to be vice versa.
The body is manipulated in society, but it also has the propensity to resistance and as it has an
“intelligence” of its own, it can tell us what is needed. As dance is the art in which the body is
subject, medium and immanent source, it provides a potential to effect social change (see
Banes, 1994: 44), first of all raising the consciousness about the own personal body within the
context of the larger social body.
The next chapter gives a short description of BMC and AM. It explains briefly their
underlying theoretic principles, which are necessary to understand the practical research.

5.

Role of the spectator in the production of meaning. Does the performance encourage an unvocal or
plural reading?
6. What images, scenes, themes caught your attention and remain with you?
7. How is the spectator´s attention manipulated by the mise-en-scène? (Ibid: 39)
The necessity of a combination of a sociological with a psychological (phenomenological) framework is very
obvious in the questions 1, 2 and 5.

15

The practical framework
The principles of BMC
BMC was developed by Bonnie Bainbridge-Cohen17 in 1973. BMC “is an integrated approach
to transformative experience through movement re-education and hands-on repatterning.[…]
It is an experiential study that leads to an understanding of how the mind is expressed through
the body and body through the mind (Programme description of The School of Body-Mind
Centering®, Oct. 2004).” This experiential study involves a detailed and subtle exploration of
human anatomy, physiology, infant development, movement and perception within the
different body systems (skeleton, ligaments, muscles, fascia, fat, skin, organs, …), but it is at
the same time rooted in the knowledge “that lie within the subjective depths of each of us
(Hartley, 1993, xxix).” On one hand there is a lot of knowledge about the body and its
processes. It is easy to study and understand the anatomy of the body e.g. through learning the
names of bones and muscles. On the other hand we know very little about it. Cohen claims
that one of the most neglected parts in the education of the body is the study of the awareness
of the interior and its dialogue with the exterior in relation to the whole person. Although we
might spend a lot of time with the perception of the specialised senses, we reduce the
possibility of listening to our bodies (Olsen, 1995: 17). In order to perceive the world around
and within us, it is necessary to listen to our bodies (compare with: Merleau-Ponty: 1967,
Fraleigh: 1987, 2004).
Therefore the learning focus emphasizes building up an awareness and understanding of how
and when to use techniques and principles, or how to invent one´s own, in trusting one’s own
intuition (Cohen, 1993: 1). In BMC, academic studies of anatomical and physiological
functions of the body are combined with subtle explorations of the personal experiences of
these functions, because of these different aspects it can be seen as art and science of
movement on the same time (Hartley, 1995: xxxiv).
Thus the individual should be enabled to unfold her own individual potential within human
being. This study and learning process does not stop, but is an ongoing experiential journey
into the alive and changing territory of the body (Bainbridge Cohen, 1993:1). BMC does not
offer fixed rules and procedures but demands that the practitioner or teacher draws upon her

17

She began her career as dance teacher, occupational therapist and certified Laban Movement Analyst, then
studied neuromuscular re-education with Barbara Clark and Andre Bernard, Katsugen Noguchi in Japan and
Bartenieff Fundamentals, as well as a wide range of movement and mind practices such as Yoga, meditation,
vocal work, martial arts and craniosacral therapy (Hartley, 1989: xxiv).
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own creativity and personal experience in a way that will be unique for each individual. “It
gives a ground based in natural and organic processes from which we can each grow – both
inward toward a deeper experience of our inner self, and outward toward expression of our
unique self in the world (Hartley, 1995: xvii).”
It is a creative process in which students learn to meet and to recognize themselves and
others through the exploration of embodiment. […] Each person is both, the student and
the subject matter. Principles and technique are taught in the context of self-discovery and
openness, using movement, touch, voice and mindfulness. Students learn to engage
themselves and others, non-judgmentally, starting at the place where they are and the
place where others are. In this way, they begin to discover the ease that underlies
transformation (Nelson, 2003:160).
Therefore it is a story about embodiment, the human being at home, each of us in our own
body. To be present in our body is a form of awareness, and it is a first step towards being
kind to ourselves and to others (Hartley, 1995: xxi).
The experiential in-depth study of all the anatomical systems of the body revealed that
musculoskeletal system, organs, glands, nervous and fluid system “each express their own
quality of movement, feeling, touch, perception, and attention… [Each] system reflects
aspects of ourselves (Hartley, 1995: xxxii).” This is supported by Olsen’s (1983:47) statement
that our history is stored in our body. When we experience directly the anatomical systems
and structures of the body, they might be felt to embody inner “characters”, the subpersonalities or constellations of energy that coexist within us, acting and interacting with
each other in patterns unique to every individual (Hartley, 1995: xxiii).”
Hartley continues that these patterns may stay fixed, change or reorganize themselves
throughout life time and mutually influence each other “as intimately related expression of
who we are and how we each have journeyed through this life (Hartley, 1995: xxiii).” In
working with BMC we gain more awareness of ourselves; of supportive and oppressed body
structures. We might find that if one body system or organ is overused, abused or denied in
some way, the health of the whole person will be affected. In acknowledging and working
with it, we can change if we want to, taking a greater responsibility for our own well-being
(Hartley, 1995:300-301).

The body-systems
The body-systems also offer a beautiful model, a microcosm of relationships between the
individuals of a group or the subgroups within society. Hartley writes: “and so it is in the
larger world […] when one group of people is oppressed, exploited, or abused in some way
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by another more powerful or privileged group, then creative relationships based on mutual
support and respect can not be fostered (Hartley, 1995:301).“
The body-systems offer this model as each anatomical system or structure of the body has its
own quality of expression, its own function, needs and place within the greater whole. They
are all equally important and one body-system cannot survive without the others. These
functions and the qualities of expression were explored and studied over 20 years of study.18

Developmental movement pattern
The other important part of BMC is the re-exploration and re-patterning of the developmental
movement patterns. These underlie all of our movement. They also link us with the animal
world, as every ontogenetic development is a short recapitulation of the phylogeny (Haekel in
Vogel, Angermann, 1990:511). They describe the different patterns of movement from
conception over the movement development in the womb and after birth. They include
primitive reflexes, righting reactions, equilibrium responses and the Basic Neurological
Patterns. Cohen called them the alphabet of movement (1993: 5). They combine to build the
Basic Neurological Patterns, which are based upon pre-vertebrate and vertebrate movement
patterns. There are four pre-vertebrate patterns (cellular breathing, navel radiation, mouthing
and pre-spinal movement) and twelve vertebrate patterns. The latter can be classified in spinal
movement (head to tail), which correlates to the movement of the fish; homologous
movement, which describe symmetrical movement of two upper and/or two lower limbs
simultaneously, correlating to the movement of amphibians; homolateral movement, which
describe asymmetrical movement of one upper limb and the lower limb on the same side
corresponding to the movement of reptiles, and contralateral movement, which describe
diagonal movement of one upper limb with the opposite lower limb, correlating to the
movement of mammals.
Each previous stage underlies and supports each successive stage. That means any skipping,
interrupting or failing to complete a stage of development can lead to “alignment/movement
problems, imbalances within the body systems, and problems in perception, sequencing,
organization, memory, and creativity (Cohen, 1993:5, Hartley, 2004: 95-96).” It is not
necessarily the case that not completing one pattern must lead to e.g. imbalances. It can also
be that we gained the full ability through a different pathway (Hartley, 2004: training course).
On the other hand it might be that although we completed all stages certain patterns need to be
re-experienced and expressed again (Hackney, 1998:19).
18

In the appendix a brief description of each of the body-systems can be found.
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The approach of BMC can help on one hand through “focused touch” and “sensitively guided
movement” to release areas of tension and blockage, to gain and strengthen the core of inner
support. On the other hand the belief intelligence of the body tissues and their psychological
holding capacities open the possibility of a greater change not only on a physiological level.
The body tissues receive, perceive and respond to the messages given by the practitioner’s
hands even before the conscious mind is aware of them. Then, through movement, these new
sensations can be organized consciously into healthier patterns of use and in this way are
more clearly and consciously established and integrated within the body. That can help to
balance our body as a physiological-psychological unit and to access more fully the creativity
within us (Hartley, 1995: xxxi).

The use of BMC in and for dance
We search for material, with and through the body, through themes and/or technique. The
BMC as an approach for dance seems to me unique, because of its combination of bodywork,
re-patterning and improvisational dance it does not only change bodily patterns, but also
access a deeper level of bodily understanding and with that possibly access different and
maybe new movement material (compare with Ncneely in Hartley, 2004: 12). As a dancer it is
necessary to possess your own body and to be able to carry out movement from the
choreographer desired. This can even more have the result, that the body becomes an object or
working tool… Then “the body is reduced from self to property, something which is “mine”
but not “me”. The body, in short, becomes an object or a projection (Lowen in Wilber,
1979:106).” Other examples are that the dancer has health problems, cases of irregularities or
dis-functioning of the body. In trying to function again quickly, dancers and other people
often seek after quick results, which can succeed, or it can just help for a short period or even
make things more severe. Then much of our energy and aliveness can become inhibited with
the result that we can feel cut-off, disassociated from our physical body or it can lead to
sensations of being ungrounded, tension or weakness, discomfort, pain and lack of real and
vital contact with our environment. We then lose access to the knowledge and wisdom that
the body holds. Hartley writes, citing Grof (1985) that consciousness needs to be brought to
bear in order to understand the meanings of bodily experiences, and integrate psychological
levels of the process. Bodily processes and altered states of consciousness are also closely
related, and explorations through movement and bodywork sometimes lead to experiences of
a perinatal, transpersonal or spiritual nature.
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The BMC approach offers a bridge by which the connection between processes of mind and
body are made conscious and it links inner processes with the forms of expressions they take
in the world (Hartley, 1995: 303). This exemplifies why the psychological framework is
necessary for the practical research process.
Therefore it seems to be a useful approach for both dancers and choreographers for the
creation of dance material and the development of a healthy dancing technique according to
the own and unique body of each dancer. This approach can also offer a way for both dancers
and choreographers to develop a different working process, which is based on the
responsibility of each individual and not on the responsibility of just the choreographer. It
might be a way to change the “unequal” relationship between choreographer and dancer into a
more equal one.
In the next part the discipline of Authentic Movement will be briefly described.
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The discipline of Authentic Movement
We are beginning to place enormous emphasis on creativity, but there is a tendency to
think that being creative is limited to “producing” something. I would suggest to you
that the basic creativity of the human being consists in his working toward his own
fullest development, the realizing of his own potentials, the allowing himself to grow.
What we create first is ourselves and it is out of ourselves that the producing comes.
(Mary Whitehouse in Pallaro, 1999: 40)
Here the basic principles of AM and their use for the dancer and the creation for
choreographic material will be described. This “discipline of Authentic Movement”, as it was
called by Whitehouse and Adler, has evolved over 30 years. AM - as the names suggests - is a
movement form, where the emphasis is placed on authenticity of being in the moment, that
means that the person who is moving19 does not know what she will do. She rather opens
herself to let the unconscious reveal itself into movement. That is called “being moved” rather
than moving (Whitehouse in Pallaro, 1999:43). It can be compared to what Laban called an
inner effort, a specific inner impulse, which has the quality of a body sensation. “This impulse
leads outward into space so that movement becomes visible as physical action. Following the
inner sensation, allowing the impulse to take the form of physical action is active imagination
in movement (Whitehouse in Pallaro, 1999:52).”
The eyes are closed, so that the mover is enabled to give full attention to her inner sensory and
imaginal processes while listening inwardly to the flow of sensations, images, feelings,
sounds, memories and movement impulses which emerge into awareness (Hartley, 2004: 62).
This should relieve the access to the unconscious. This should also facilitate a healing as the
body guides us into stored memories and experiences and toward consciousness and we are
allowed to express the unexpressed or unconscious (Olsen, 1983: 48).
The experience of being witnessed by another over a period of time, with empathy,
compassion and clarity should enable the mover to internalize the presence of the external
witness and to develop her own internal witness (Hartley, 2004: 64).20
The movement of the person is witnessed by one witness or a witness circle, which provides a
supportive structure. Their role is to create and hold a safe space (“container”), to keep the
time and to give their presence in a non-intrusive, non-judgmental, and compassionate form
towards the mover. It is understood that the witness embodies her own process of encounter
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In the discipline of AM we call the person who is moving the mover and the person observing witness.
For further reading about the role of the witness: Adler in Pallaro, 1999: 141-159.
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with the unconscious while witnessing the mover. In this process both play a role for the
process of the other. The mover is enabled to dive more deeply into her own inner stories with
the support of the witness, while the witness continues her own process through images,
sensations and projections being revealed by the observation of the mover (Ibid: 64).
Adler suggests that the witness “practices the art of seeing. Seeing clearly is not about
knowing what the mover needs or must do. The witness does not look at the mover, but
instead, as she internalizes the mover, she attends to her own experience of judgement,
interpretation, and projection, in response to the mover as catalyst (Adler in Hartley, 2004:
65).”21
With the regular witnessing of the AM the mover is led to develop her own inner witness.
The last part of an AM session is the anchoring of the experience into the consciousness. This
can happen through a verbalization of both movement and witnessing process, as well as
through writing or drawing. Adler describes that anchoring process:
After each movement session it is important to anchor the experience in consciousness;
this can be done by recalling the experience to the witness, or by recording it through
artwork or writing.[…] The integration of unconscious material into conscious awareness
is the ultimate goal, so that we may grow into an ever deepening and embracing sense of
being (Ibid: 62-63).
This described form is called the ground form of AM when both a mover and a witness are
involved, but they are further forms of practices of AM (for further reading see Pallaro, 1999
or Adler: 2002). With the ongoing practicing different levels (see psychological framework)
of unconsciousness can be accessed (Olsen, 1983: 48, Adler in Pallaro, 1999: 152-158, 190204).
For this research AM was used as a tool to approach unconscious body movements related to
body systems or developmental movement patterns.

Authentic movement in performance
Another possibility is to use AM as a performance form.22 In common usage one says that a
“good” performance –choreography, improvisation, authentic movement, etc. – is authentic
(1983:53) and that gives AM already its value as a performance form according to Olsen.
To concretize the values further: One is the infinite resource of movement material. Second is
the integration of the dancer with her personal experience. Whitehouse says that our
21

Hartley writes that although AM is a discipline and not psychotherapy, it most certainly can effect therapeutic
changes at the psychological level.
22
“Authentic Movement and Performance: Imagining Brightly Colored Flowers I Rise” is an example for the
use of AM in performance (Haze, N.:2004).
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movement is our behaviour and that there is a direct connection between what we are like and
how we move. Dancers are skilled to move their bodies for the pleasure of watching them,
sometimes their body can be treated like a tool to use, which would match the Cartesian view
of the body as a passive object (Parviainen, 1998: 20-25) rather than an integral part
belonging to the dancer (in Pallaro, 1999: 59-61). The question of the effects of the Cartesian
body-mind dualism on the perception of the audience will be discussed later.
The third value is that it informs the dancer and the audience about how the stories stored
within the body. Whitehouse wanted to know the something in man that dances (in Pallaro,
1999:59). According to her, dance does not belong to the dancers, but to man, therefore it
opens out and “becomes more than ourselves in our little, difficult lives (Ibid, 59)”, so that we
are touched. If there is a parallel of the relationship between mover and witness to that of
performer and audience, our view on dance is informed and challenged in a ground-breaking
way:
The multiplicity of the human experience lives in each of us, and the stage provides an
opportunity to embody our inner selves by moving as performer, or by empathizing or
projecting as witness. This transference of awareness between the audience and the
performer enables transformation for both. At first, the collective mind of the audience
supports the surrender of the performer to unconscious energies, but soon the audience
surrenders its awareness of self and goes with the performer towards transformation as
well (Olsen, 1983: 49).
As we practice witnessing while watching a performance, we begin to recognise authentic
states and also become aware of our own projections. In noticing the extent to which what we
are reading into someone´s movement is our own material and how much is theirs, or how
much is a shared state, we begin to more clearly identify the larger connections between us as
human beings and our collective history. According to Jung we project our shadow or
unconscious parts onto others. In becoming conscious about what we project, we start to learn
more about ourselves and the unconscious parts can become conscious.
What consequences would this approach of witnessing have for the observation of a
performance and what would be the further signification? In the evaluation I will come back
to that question.
With these short descriptions it will be possible to understand better the practical research
with its outcome and its difficulties. The following section gives first a short description about
the methodological approach, which is followed by the next chapter on the practical research
process and its analysis.
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The methodological approach
The answers to my research questions demand a practical investigation. This practical
research is embedded into a theoretical framework. “Practice as Research” (Merlin, 2004,
www.parip.co.uk) and Action research (Mc Niff, 2002) offer methodologies to combine both
theory and practice in an intertwining and informing way. “Practice as Research” is used for
material which is practical in nature. It offers the opportunity to investigate the creation of
dance material based on BMC and AM and to embed, evaluate and ground that research
process into a theoretical frame of mainly psychology and phenomenology.
Action Research instead uses a cyclic or spiral process which alternates between action and
critical reflection and in the later cycles, continuously refining methods, data and
interpretation in the light of the understanding developed in the earlier cycles. It can be
described as a family of research methodologies which pursue action (or change) and research
(or understanding) at the same time (http://www.scu.edu.au/schools/gcm/ar/whatisar.html).
Therefore it provides a systematic evaluative tool for mapping the process through an
alternation between action and critical reflection.
The classification into the group of Practice as Research gains to develop new insights for the
making of dances. Nevertheless the unknown terrain makes the implantation of a cyclical
reflection and evaluation times necessary. This tool is taken from Action Research. It should
offer possibilities to change non-adequate methods into adequate ones.
According to Gadamer every interpretation is based on the perspective of the interpreter
(McNiff, 2000: 53). As I am dealing with the twin issues of self-analysis and reflection of the
research process on one hand and audience analysis and perception of the solo on the other
hand, both phenomenological and heuristic research theories provide concepts to work from a
subjective position (see Mc Niff, 2000). A combination of both is necessary, as the
[p]henomenological methods are particularly effective at bringing to the fore the
experiences and perceptions of individuals from their own perspectives, and therefore at
challenging structural or normative assumptions. Adding an interpretive dimension to
phenomenological research, enabling it to be used as the basis for practical theory, allows
it to inform, support or challenge policy and action (Lester,
http://www.devmts.demon.co.uk/resmethy.htm).
Where as the heuristic research focuses on the examination of the self through self-reflective
practices such as diary writings. It is a research on the connection between what is out there,
in its appearance and reality, and what is within me in reflective thought, feeling and
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awareness (McNiff, 2000: 53). It can be distinguished from phenomenological research in
focusing more on the personal experience and retaining the essence of the person in
experience (Moustakas, 1990: 38-39). As researcher and research subject are the same person,
the personal experience and reflection is essential and should therefore be embedded in an
appropriate way. The phenomenological aspect of seeking for the essence of something, but
rather in a descriptive than in a explicative way, still emphasizing on the subjective
perspective (Lester, http://www.devmts.demon.co.uk/resmethy.htm), should help to
understand the possibility of an underlying phenomenon. These research methods were
chosen, as a) the discovery of the inner creative source for dance can only be made focusing
on the personal experience and b) the exploration of dance as a form of non-verbal
communication also has to be done looking insight oneself.

Description of the process
The process started with the development of the movement material. Over a period of four
months I realised workshop sessions where I worked with BMC and AM. After an initial
warm up to get into the body-systems, I worked with AM, using my inner witness and a film
camera to capture the evolved material. After that I spent time on making drawings and
writing down thoughts, impressions, whatever was coming into my mind. I tried not to judge
or value the evolved movement material nor the drawings or writings afterwards, in order to
get an impression of the range, specificity and quality of the movement, but also to open
myself to new material and new pathways.23 I recorded these workshop sessions using
different media such as video, writings and drawings.
In the beginning I did not know what to expect. During that process I changed my approach
once due to reflection and analysis. That meant that I let go the plan to develop two separate
performances using just one body-system in one performance. Instead I decided to follow the
body-systems which desired to arise during the workshop sessions.
In the beginning of June I closed the workshop sessions in order to prepare a solo for an
audience. I recaptured the movement material from the video and revised the writings and
23

There is a belief in the discipline of AM which is based on Jungian psychology that everything is important.
Although we might not know nor understand the meaning of something in the moment, the understanding and
importance can emerge later on.
It is also necessary to take into account that in these kinds of research and other phenomenological and/or
heuristic research, the focus is on the perspective of the subject. Therefore the material was selected according to
the personal and subjective opinion. From a subjective perspective it is not possible to reflect the whole range of
material in an objective way. The selection rather is consciously made according to the personal knowledge and
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drawings. Five workshops were spent on selection and arrangement. The selection of the
amount of movement material occurred according to the personal attraction and a fluidity in
the arrangement of the whole. Different body-systems were now woven into the arrangement.
Some time was further used on demonstrating clear transitions from one body-system into the
next, so that e.g. nervousness should not effect the clear demonstrations of the body-system in
the movement.
As a dance is finally valued as art through the perception of the audience (Fraleigh, 1987:61),
the exploration of the audience perception is the second part of this research. As dancer and
audience share the body as a commune ground of the human being, it is suggested that they
communicate through the body. Therefore the object of study will be the body and its
sensations.
The next part was the showing of the solo. The analysis of the audience perception was made
through questionnaires, which were divided into three sections. The first is a short description
of the theoretical concepts lying behind this solo and a guideline. The second section had to
be filled in before the showing. It contained some questions about the state of being and
feeling in their bodies at the moment of arrival. The third section asked again for the state of
being and feeling after the sharing in order to be able to compare before and after. The
audience members were also invited to use different media for feedback – dancing, drawing,
writing and/or talking. The different feedback media were chosen to gain independence from
the ability to verbalize their perception. They should offer an opportunity to let non-cognitive
or even unconscious parts speak (compare with theories of perception, chapter 2). This
approach is taken from creative arts therapies, where creative arts are a tool to access the
unconscious parts of ourselves (Levine & Levine, 1999, Halprin, D., 2003, Allen, 1995).24
The possibility to initiate a shared conversation was left open until the day of the sharing,
depending on the reaction of the audience members.
The analysis of this process and its outcome can be read in the following part.

awareness about the subjectivity of that selection (see Moustakas, 1990, www.
devmts.demon.uk.ac/resmethy.htm)
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Nevertheless the analysis of the audience perception will not include the drawings for the following reasons.
Unfortunately the main reason is the restriction on the size of this work which stands in contrast to the
complexity of the analysis of the whole research. The drawings were left out, because first only some audience
members made drawings and second because of the nature of drawings an analysis would ground more on
suggestions and interpretations than an analysis on the written material.
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The practical research
Part I: The use of BMC/AM in the practical research for the creation of a
dance
This first section is an analysis of the process of the development of the movement material.
The analysis is made through the notes taken during the workshops. I will divide the first part
into working with AM, working with specific body-systems (the bones and the muscles) and
working with BMC. It is followed by a description of the solo. My personal perception of the
showing finalizes Part I of the practical research.

Working with Authentic Movement
I worked with both eyes closed and open, having the camera and myself as witness. This was
difficult on one hand and challenging on the other, but there was no other possibility as there
was no outer witness available. This fact stimulated an interesting learning process about my
inner witness. I anchored the experience in consciousness through writings and drawings.
Nevertheless there were times when I would have preferred to have an outer witness, because
it would have supported my process and maybe clarified some doubts through a shared
anchoring process.

Working with the body-systems
The Bones
After my first workshop, I made the following commentary: “Be it, timeless, minerals, sound,
fire, liquid in the marrow – hot spring (11.3.2005)”, searching for the quality of the bones. An
important step in that work while having a connection with the bones (or another bodysystem) is not to let the mind interfere through analysing or judging the outcome immediately,
but to enter into the process through active imagination in movement. With that approach of
active imagination I ascribed different movement qualities to the different layers of the bones.
For example in moving through the periost, my movement became long and stretchy
movement, whereas I found a fluid quality in the bone marrow in contrast to the continuous
and slow quality of the compact bone. It became obvious to me that the bones had a
grounding effect on an anatomical and psychological level, giving stability within a light
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quality. Sometimes the work brings up visual images: “[It] is like a river a calm river with
which you be drifted away. A flow – continuous flow warm, hot, yellow, red - the consistence
of lava (3.5.2005).” This image appeared when I was working with the bone marrow. It was
an energising image, because I could correlate it to the production of the blood cells
happening in the bone marrow.

The muscular system
The work with the muscular system was very different. It was much more functional with no
visual imagination. It is a very familiar body-system to me, because of my life-long
occupation with movement, physical education and dance, but this system also provides for
me possibilities of how to enter the world and how to realise things, where other people might
use the bones or the organs as a ground body-system.
My most generalized feeling produced by working with the muscles is the feeling of energy,
joy and aliveness on one hand and of will of power, fight and struggle on the other hand.

Following the flow - working with BMC/AM
The change of approach was due to the experience that the work with specific body-systems
was influenced by my “Integrative Bodywork and Movement therapy”- training with Linda
Hartley. This influence can be imagined in that way that during the training weekends we also
worked with specific body systems. Some of the body-systems needed more time for
integration and evoked as consequences of certain processes during the workshops which
interfered with the specific work on the selected body-systems.
When I decided to let go the specific body-system exploration, I wrote: “I feel this movement
exploration is [a] very important step – using my BMC-experience and my intuition to
explore new pathways…it was like a gift being here, having the space and letting the
movement happen, […], just following my body´s inner needs (19.5.2005)!” With this
decision I felt that I stepped forward into a direction of becoming more aware about the
“oneness of body-mind” and starting to see this as a practice of “self-cultivation”, which
Yuasa regards as crucial in understanding the body and the relationship between mind and
body. The self-cultivation frees the individual from the dominance and control of mental
forces commonly experienced in everyday life (Ozawa-De Silva, 2002: 31-32). It also
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allowed me to make a step into the direction of finding the essence of this work in the
phenomenological perspective and to dance the lived-body in its full form.
The body-systems which appeared were mostly the organ and the fluid system. Both
demanded strong attention, which becomes obvious in the solo. This inner necessity of the
organ and the fluid system to be expressed in movement was due to processes I was going
through in my outer life. The fluid system is further important for our expression and quality
of movement. It is also underlying other systems, as our body consist of 70-80% of fluids
(Training course notes, 27.5.2005). The appearance of the organ-system cannot be generalized
with the exception that they store emotional aspects, as the different organs have very
different qualities to me. A very light, but rapidly hiding, communicative aspect I could find
in my lungs, which I realised in my second sharing was hard to stay with in the solo. This can
be an example of the re-patterning of an organ, which takes its time. Old patterns are normally
very strong as we lived with them for many years and for good reasons. Re-patterning takes a
long while, because mainly our cerebellum needs to restructure the nervous pathways. In
moments of stress it can happen that they become dominant and overlay the new patterns.
This is one example where working with BMC in the creating of a dance is not immediately
successful.

The selection of the material
The selection of the movement material took place after examining my notes and the video
material. I took new notes and little drawings of movements I felt attracted to while I was
looking at the video tapes. After that they were practically explored and interwoven in the
studio.
During that process an insecurity appeared about the appropriateness of this selection,
although beforehand I had decided not to work with AM and BMC in an improvised form or
instant composition because of my anxiety of a negative result. An inner dialoguing started
about the definition of dance versus movement and what should mean to be a good
performance. There are so many different understandings about what is dance or better what
should dance be in performance, which heavily depend on social-political and historicalcultural circumstances. Therefore art and therefore also dance “resists satisfactory definition
(Redfern in Carter, 2003:126).” She further says that “we cannot even know that it is a dance
(Ibid: 129).” Rather asking what is a dance we should ask according to Fraleigh (in Carter,
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2003: 140) when a dance is happening. Then we come to the point that the recognition of a
dance is - as a social and historical phenomenon - dependent on the social-cultural
circumstances (Redfern in Carter, 2003: 129). Therefore it is further important to know why
you as a dancer want to create such a dance, rather then posing such a general question. And
that it depends on what and how the dancer wants to create the dance. My notes from the
3.6.2005 give evidence e.g. that both - improvisation and sequences have advantages for their
use in performance: “I found it difficult not to go into the muscular and nervous-system, when
I select the material. When I improvise; I have more the feeling of fluidity, but found it then
difficult to repeat the material.”

The analysis of the sharing
The atmosphere on each of the three days was very different and possibly influenced the
exertion of the solo as well as the response. The test (my first sharing) was very personal as
there was just one audience member watching me. I was a little bit nervous as it was the first
time to show the solo to somebody. The performing and the personal feedback gave me
encouragement and trust for the next sharing. This resulted in less nervousness before the first
official sharing. After this sharing the audience members started to write and draw almost
immediately, but nobody started to dance. Parts of the discussion will be analysed later.
The second sharing was again different. I was again more nervous, knowing that the audience
would consist of my tutors, some of my dancers and two friends, trained in BMC.
My inner experience of the outcome was not as good as the other ones, which was partly due
to outer circumstances as I had to start late with the result of having more difficulties to
connect to my lungs in the beginning, especially when I was doing a side shift related to an
internal move of my lungs. That changed during the continuation of the solo.
The immediate reaction of the audience members after the sharing was similar, but it felt
more academic. Everybody started to write immediately. Everybody seemed to be caught in
their thoughts, even the children who were there were quiet. The discussion changed the
atmosphere a little bit although it stayed dense. This perception is influenced by my own
nervousness, which was possibly interrelating with the audience members.
The shifting from side to side coming out from my lungs, which I mentioned earlier, is one
example where I experienced a different and less successful quality of expression. I
experienced my lungs stiffer and not easy to access in the second sharing. This resulted in a
movement which had the same form as before, but was less filled and experienced from the
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inside. This experience raises again the question about the use of improvisation versus
composition. Further research could possibly reveal an answer.
Summing up the whole process enriched my understanding of the process of creating a dance
from within. Through the work with the body-systems, BMC and AM, I also touched deeply
my personal process. I experienced myself that my personal history is stored within the
different body parts and layers, yet in every cell. This clarified a connection between the arts
only as a form of expression and the arts as an expression of a therapeutic process25. Allen
(1995) writes about her struggle of being both an artist and a therapist one not being valid in
the domain of the other. The difference might only be made in the West, whereas in Eastern
philosophy according to Yuasa self-cultivation can be compared to the Western
psychoanalysis, without being designed as a form of a therapy, but rather attempting to go
beyond the standards of normality in its everyday sense (in Ozawa de-Silva, 2002: 32). This
research can therefore be better described in this sense.
In the next section the audience perception is described and analysed.
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Here therapeutic process is understood in the sense that it deals with psychological processes within the
personal history and not in the sense of working with a therapist.
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Part II: The audience perception of the solo – analysis and interpretation of
the questionnaire and discussion
I showed the solo in the Orangery of Bretton Hall: A long and very bright room with windows
from the roof to the floor on two sides. The room overlooks the beautiful surroundings of the
Yorkshire Sculpture Park with its hilly meadows and beautiful old trees. Bretton Hall is part
of the University of Leeds and the academic context is obvious. The majority of the audience
members had a dance background or were studying or working in Bretton Hall. Some of them
danced in my MA piece. Two audience members are lecturers of mine. Two came from
outside with their families. I invited them as we are part of the same Bodywork and
Movement therapy training group and as they have knowledge in BMC and AM. In total the
solo was shown to 15 persons on three different days. The first showing functioned as a test
and therefore only one person was invited. The other two were arranged due to the availability
of the invited people.26
As evidence of the audience response and perception I summarized the answers of the
questionnaires into tables, which are then analysed.
Table 1 demonstrates a slight change in the state of feeling. Different reasons are possible, but
no clear statement is possible. Probable that the relaxation was due to the inward focusing as
well as the shift of focus away from their daily life tasks to the solo. That can be further valid
for the next two questions about the feeling of connectedness/disconnectedness and the state
of muscle tone/tension.
Most people are only aware of the amount of tension in their body. The question about
connectedness/disconnectedness, assume the knowledge and awareness about a body-mind
disconnection, before this question can be answered. The fact that all the audience members
were committed to movement led to the presumption that they could understand this question.
The question about a change in their perception of their own bodies led to misunderstanding
(Table 2: 11 out of 15).

26

As I know all the people and they know me although within different contexts and with different depths, I
have to take that into account in the way how I analyse the questionnaires. Even though I made the
questionnaires anonymous, because I did not want them to be influenced by my personal relation with that
person, I cannot avoid that the persons are easily recognizable out of the questionnaires.
For the analysis it can even be useful information, allowing the analysis to become more profound if
interpretations are included which are based on my knowledge about the background of the person.
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How do we perceive our bodies? In what way do we perceive our bodies? Through our
senses or/and thoughts/ feelings? Do we normally perceive our bodies? The lack of
understanding of this question elicits a core question of how perception is affected through
the Cartesian body-mind dualism. Nevertheless the next question (before and after the solo) to
write down the first body part/organ/structure which you intuitively think of, certainly is a
form of perception although quiet unconsciously, but it can be seen as a mirror of the
individual differences. Obvious is that none of the audience members wrote the same body
part twice, although a dominance of mentioning head/neck/spine/shoulders/back27 can be
found. Important is to be aware of the difference between the consciously deciding on and the
unconsciously reacting to something.
The different theories on perception in the phenomenological framework explained the
process of perception and Cohen pointed out that perception is based on an active selection
which mostly occurs unconsciously. In making that selection process conscious, the
possibility for choice making is opened. Consequently the consciously accessing of
perception and the awareness and selection of choices can lead us to achieve freedom
(compare with Marcuse in Levin, 1989: 38). 28
Foucault´s “techniques of the self”29 should be put in context with the process of perception,
because they include the context of society and its history in the self-practice. On one hand
that is important, because when all experiences are stored in the body, than it is arguable that
also cultural and social circumstances are inscribed into the body. If perception is further is an
active selecting process, than it is possible to select what is inscribed into the body and how.
On the other hand it prevents the self from falling into forms of self-absorption and/or
narcissism. It is further necessary to think:
about “practices of the self” that understand the essential intertwining of self and other,
self and society, that are aware of the subtle complexities in this intertwining, and that
conceptualize self-development as a process of “enlightenment”, mediated by social
learning. […], that are critical and emancipatory […] (Levin, 1989:118-119).
In this sense dance at first can function as a tool to access our kinaesthetic sense. Reaching
high aims: It could support the development of an emancipatory and critical self.
27

I put head/spine/shoulders and back together as they are deeply connected with each other through the spine
and the surrounding muscles.
28
“The openness of human existence consists in responding, capacity for perceiving the presence and
meaningful of whatever appears, the capacity for responding meaningfully to the perceived significance of these
phenomena in a way that corresponds to their significance (Boss in Levine, 1989:43).” This is another way to
describe that first there is a necessity to perceive the self and the world before it is possible to understand the
significance of the things.
29
The “techniques of the self” can be seen as an attitude or philosophical life, which reflects an inner critique of
what we are and on the same time embeds this in a historical analysis (in Levin, 1989:41)
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Although many audience members did not understand the question the question about feeling
a change in the perception of the own body (see Table 4), they understood it unconsciously
while they were answering the next question about choosing a body part. A shift of perception
can be claimed as different body parts were chosen before and after the sharing (see Table 5).
Is that an example of the wisdom of the body (see Hartley, 1995:307-308)?
Active imagination (see chapter 2: psychological framework) is used in the creative process in
order to bring themes into consciousness (see Chodorow 1997 and in Pallaro, 1999:301-314)
the body and its movement are origin and pool for active imagination. This is supported by
Todd stating that every thought which is supported by a feeling provokes a muscular change
in the body. Vice versa functional aspects and particular movements evoke certain attending
emotions, images and associations.
In this case the audience is watching the solo, but at the same time paying attention to their
own bodies and their sensations. I.e. the witness embodies her own process of encounter with
the unconscious (Hartley, 2003: 64). If we relate the role of the witness with the role of the
audience member (see section AM, compare Olsen, 1983: 49-59), remembering Cohen´s
approach to perceiving as an active selections process based on our personal background, the
audience members are coming with their personal background and life issues to the dance.
They then see the dance with their selective gaze and they unconsciously interpret and project
onto the dancer their own stories, processing anything through the process of watching the
dance. The dancer embodies her own story, but she also embodies the projections from the
audience members even without knowing that (compare with Fraleigh, 1987).
A change of awareness and perception expresses a change in the body of the audience
member and can be interpreted as reaction on the solo. This sounds very simple, as our body
perception changes all the time in reaction to our environment. Nevertheless we are most of
the time not aware of that. In bringing awareness to the process of perception at some points
(e.g. watching the solo), it is possible to gain back the own activity in the selective process of
perception. The last part of the questionnaire was an open question about how the audience
felt during the sharing and if they can describe body sensation, thoughts or other reactions.
What follows is an analysis and interpretation of some for me meaningful parts of this
question.
Calm, at first as it progressed I felt energized I was aware of being a witness and wanted
to engage with you which I think I achieved. A tangible manifestation of this engagement
came in the form of me breathing with you! I need to see movement of this purity, it
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reinforces or replenishes lost energy, maybe psychic energy. It nourishes my Soul (No 6,
June 11, 2005).30
I choose this commentary, because it gives an evidence of the difference to a normal theatre
performance and shows that this audience member was aware of the special role, although the
“being aware of being a witness” and especially the “wanted to engage with you” can be
interpreted as being more with the performer than with herself. On the other hand it gives
evidence about the personal needs of the audience member. The dancer may have served as a
catalyst for evoking the feeling of “replenishing energy”, which gives evidence of Fraleigh´s
(1987) theory of the dancer embodying the dance for the audience.
Other commentaries were more descriptive about the solo. This can be a signal that their
focus had rather been on the dancer rather than their own bodies (No. 17, 14, 11, 5).31 One
reason could be found in not being able to switch from their daily practice of analysing and
interpreting dances into the role of focusing on themselves as said in the following:
Found it difficult to stop viewing the work as “choreography”, or to concentrate on my
own sensations. Was fascinated by concerns to do with the connection between the dancer
and members of the audience (No 11, June 13, 2005).
In this quotation the awareness of the difficulties to switch into an other role is announced.
This raises the question of how easy or how difficult it is to change out of “old habit or
pattern” and to be flexible in the personal behaviour depending on the circumstances.
This other example: “Throughout the solo the focus of my body keeps changing (No 1, June
13, 2005)” leaves open if the rather abstract naming was a conscious choice of not wanting to
be more specific or an unconscious reaction of not being able to switch into the role of
observing herself rather than the dancer.
The following two abstracts indicate personal reactions to the movements in the solo:
When you where stomping the floor with your right foot I felt it on my stomach and then
with your next movement with your hands towards the window I felt a nice sensation of
release in my feelings and emotions (No 2, June 11, 2005).
Sometimes not aware of placement of body I was watching due to angle, made me more
aware of my own body placement. Involuntary shaking as dancers´ feet and legs at times
interested me more than the other movement. Felt a shaking in stomach (No12, June 13,
2005).
30

This audience member is practically not experienced in AM or BMC, but he is very interested in these
techniques and has read about them.
31
“A good use of the space, a dynamic change effective.
As an audience can feel the change from your body movement.
I thought a piece about people sensations from tense to relax, showing how the body uses.
The breathing and beating are really good. The whole piece is dramatic and powerful (No 5, June 13, 2005).”
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Both members32 reacted with a sensation in their stomach, although their descriptions suggest
that the sensation in the stomach happened as reaction to different movements, even though
the second abstract does not clarify the body sensation to a specific movement. The
commentaries link their body sensation with the movement origin of stomping the floor which
came from working with the organs and especially from working with the pancreas and the
stomach. Nevertheless the sensation of the audience member can also indicate their personal
story, a reflection or a dialogue between dancer and audience member. A further work with
this audience member e.g. through hands on work and AM could reveal more details. This
audience member negates in the following statement a relation between the own body
sensation and her own body story:
Certain moments directed my focus towards one area of dancer´s body, although this did
not relate to my own body through any kind of sensation (No12, June 13, 2005).33
This negation could be interpreted on one hand according to the Jungian psychology as a
negation of her own shadow parts, which could be reflected in the dancer (compare with
Halprin, 2004: 177), but on the other hand it can give evidence of a very differentiated
awareness of herself, the ability to distinguish what is hers and what is part of the dancer´s
story. In not knowing enough, there is a danger to draw rapid and then maybe wrong
conclusions in a research (compare Prosser: 1998). Therefore the researcher has to be careful
what to interpret.
The following image is an imitated copy34 of the answer of one audience
member:

Fig. 2: Imitated copy of answer from No 16, June 13, 2005
32

It is important to realise that they both experienced the same and as specific, although one is very experienced
in BMC and AM and the other not at all.
33
This audience member is a dancer, who experienced a little bit of AM with me, but has no experience in BMC.
34
The hand writing quality made it impossible to scan it.
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This answer demonstrates another way of accessing the intuitive body knowledge through
letting the words unconsciously appear in the way and where they want to. It is an example of
how the reflection period could start after a movement circle in the discipline of AM.35
The shared discussions after the showing clarified things further. One example is that one
audience member allowed her to lie down on the floor and rest. She did not feel permitted to
do that before my announcement.36 When she actually lay down and connected with her body,
she realised a need, which was not obvious before, that of her spine wanting to be stretched
(No 4, 11.6.2005). Why did she not follow her personal needs? A reason can be found in
certain social and cultural rules and norms, which are so deeply inscribed that they restrict us
more than needed (see Fraleigh, 2004: 198-201, 208-210).
The importance of that issue is evident, as the same theme was raised again in the discussion
of the second sharing37 and followed by a discussion about the effects of the settings of the
sharing on the perception.38 Here different questions were raised. They stretched from what is
dance to personal needs and restrictions created by outer circumstances.
One example reveals the larger context of this research. While we reflected on the
possibilities for creating an atmosphere which encourages the audience members to dive into

35

As I could recognize, this audience member is trained in the discipline of AM and BMC.
“I don´t know because before I came her, I feel really tense, because I havn´t done anything other than stay in
my room for two weeks. After the sharing I am relaxed in the way that like my mind travel to somewhere else
but my body is like something out of my body but my body is still like that kind of stay because it is my body.
All I want to do now after the sharing is just lie down and sleep on the ground. So I really want to stay with
myself, because now I really feel connected with my mind.” She was then lying on the floor. “Now I feel that I
want to stretch my spine and I just after I draw I really I lie down for a little and I can really feel myself like
being supported by the floor and even though I have done my voice massage before I didn´t feel as much that I
needed the floor as I feel now. So that ´s nice (No. 4, June 11, 2005).”
37
“I think it would have been like a very different experience to obviously it would have been difficult but if it
was just if you would have just one person with you and then straight afterwards take it. Because I felt I would
have like to move straight afterwards but in this context I wouldn´t. It´s like I feel very comfortable and it kind
of made me feel more aware of my disconnections because I did a sort of I had the experience of wanting to sort
of move the different parts of the body sort of realising that I am quite disconnected and stressed at the moment
(No 14, June 13, 2005).”
38
“And I wonder how it would have been if we would have been in the space watching you when you re actual
moving that would have because I think that was the case because I think I might have got up and perhaps even
do what I have been allowed to or what I have been tempted to move with you (No 15, June 13, 2005).”
“I think that would have made it much more shared experience as well because I felt very alone
If you havn´t had a child, would you have chosen to sit on a chair (No 13, June 13, 2005).”
“Giving the choice no I don´t like sitting on chairs. I like to have my bump on the earth in order to feel grounded
present and also wanting to witness wanting to see and be true to that I know if I am sitting on a chair for a long
long time I am disconnecting so I sat on the floor I don´t know but I hope I would still choose to sit on the floor
laughter (No 16, June 13, 2005).”
Interesting is here that No 16 is one audience member experienced in BMC/AM. She knows her needs very well
and it seem that she does not care about the outer circumstances, while No 15, not experienced in AM/BMC,
was bothered by the atmosphere.
36

37

their own sensations, we have to ask in what space/context “meaningful” art39 can be shown
in. Are traditional theatre spaces already occupied with certain meanings, so they do not leave
space for inventions? This questions has been posed various time in the history of dance
through a variety of people e.g. like Wigman or the Judson Church Movement (for further
reading see Jonas: 1998 or Banes: 1983, 1994).
So it seems to be useful to go away from theatre settings and let audience choose how and
where to sit, stand or even lay down. On the other hand it is important to bring this kind of
work into traditional theatre space in order to challenge the way an audience watches a dance
performance?
The questions are not only questions about watching the own sensations at a dance or theatre
performance and its consequences, but they can be put on an abstract socio-psychological
level40:
How much do behavioural codes restrict my personal needs?
What do I need so that I can follow my personal needs?
In what environment/circumstances can I follow my personal needs?
One audience member, a dancer, realized through the showing how much she liked to
combine dance and drawing and how little she was actually doing it.41 The realization of the
existence of certain personal needs can be seen as a first step towards following and fulfilling
certain personal needs according to their feasibility.
I don´t know how the mind is going to walk with the body but somehow I feel probably
there are certain type of movements could be good for our healthy or what ever could be
health for our relaxation or something and after the sharing I feel I would love to know
how to do the things in a regular base so I can help myself to reduce the tense or like if I
have some thing that I feel sad or what ever I can use these body movement to help me to
reduce it (No 3, June11, 2005)42
In provoking such a question through the showing of the solo, I feel that I reached much more
than I had ever aspired, because if a dance can guide people not only to become aware about
their personal needs, boundaries and desires but also leads them to really go for it, then it

39

I use the term “meaningful art” here in the sense that the work of art means something for the artist as well as
it touches the observer.
40
I do that for the following reason that we have to look at dance in the context of ourselves and the society. If
we think about the cultural and social context in which we watch dance and where as well as how we watch
dance, it becomes obvious that dance is embedded in the cultural and social codes. Therefore it can even if the
setting is slightly changed come to certain personal transferred restrictions. These inform us about how we
“unconsciously” accept or internalize behavioural and cultural codes in such a way that we do not even feel our
“personal body desires” anymore.
41
“I feel inspired, I have to, I want to dance and draw maybe because every time when I draw. I want to do more
and more. And it is a pitty, because I don´t do it really often (No 2, June 11, 2005).”
42
This audience member is not a dancer or mover, but studies creative writing. She also does not have
experience in AM and BMC.
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becomes something revolutionary. With that I do not say, that dance per se is something
revolutionary nor that the solo achieved something revolutionary, but that the quotation
arouse possibilities about what a dance could be or do in the future. However, that would
imply further development of the use of BMC/AM for dance as well as an openness of the
audience to change its approaches and expectations about how to see and sense a dance
performance, so that the dance can become more a form of communication.
The analysis of these questionnaires gives evidence of the different factors influencing the
audience perception. It shows the influences personal, social and cultural background on the
perception. It manifests an influence of the Cartesian body-mind dualism on the way we
perceive. I would argue with Parviainen (1998: 38) that it is time to start watching dances
with our kinaesthetic sense, letting our lived body appear more while we appreciate seeing
dances. This research can be seen as a first step to see and unveil the relationship between
dancer and audience, but further research would be needed to approve this evidence and draw
further conclusions.
The following chapter will evaluate and discuss the whole research project in more detail.
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Final discussion of the research process and the audience
perception of the solo
I do not want to draw conclusions43, but rather reveal and discuss the complexity and
implications of the two research questions and within that put out more questions.
The question if there is a possibility to create a performance out of the work with BMC and
AM is a rather simplified, as the kind of dance in performance has to be concretised
(arranged, improvised, choreographed) and it has further to be differentiated into inner
(personal) and outer (social) values.44

The inner or personal perspective
Personally the research process extended my knowledge of the use of BMC and AM for dance
performances. My appreciation for this work increased as it opened new pathways for seeing
me and others in the world. It provided me with a differentiated understanding of dance in
performance, which made clearer what I want to express with dance.
A lot of movement material emerged out of the practical process of working with BMC and
AM - just a tiny little bit was put into an arrangement for the sharing. The richness of material
gave me the desire to move on with these practical research workshops, to delve deeper into
the body systems or the developmental patterns in order to discover more and to maybe find
lines, parallels, contrasts or other things. I got insights into what more to dive in. The
arrangement of the solo e.g. felt incomplete, or rather as a beginning of the many possibilities
of what to do with that material choreographically.
I learned more about how the work with deep body structures can affect the creative process
in different ways. It brings old patterns, arising from the unconsciousness. Allen (1995: 109)
writes about this deep process:
When working in depth, images will transport you back and forth between the past and the
present, the self and other, the personal and the archetypal. You will gain insights into
your own life but also, if you look closely, into the greater context of time, place, and
politics.
43

Lester writes about the final section of phenomenological researches: “I have a dislike of “conclusions”
particularly in this kind of research, because it suggests a finality and surety which is not defensible (Lester,
wwwdevmts.demon.co.uk/resmethy.htm). Remembering the spiralling process in Action Research
(www.scu.edu.au/schools/gcm/ar/whatisar.html), where one step is evaluated in order to take the next step, I see
that whole thesis as one step on the ladder for further researches.
44
It is necessary to differentiate the type of performance (authentic, improvisational, arranged, choreographed),
because this influences as well the appreciation and outcome of BMC and AM used in/as performance. The
outcome can be as different as there are dance performances with different dance styles and different aesthetic
understandings of dance.
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Evaluating the practical research process the combination of BMC/AM with dance can maybe
be compared with the cultivation practice (see Yuasa, 1987), where the question of aesthetics
is placed within the account of embodiment in its social and cultural dimensions (Ozawa-de
Silva, 2002-35), that means that an embodied dance is aesthetic because of being embodied.
We are human beings, we are essentially social, and our sense of ourselves is constituted
through our interactions with others. This can sometimes prevent us to know our real needs
and concerns. In working with the inner creative source in dance, away from preconceived
ideas about dance in performance, we also come in touch with our needs and concerns and
therefore we can become aware about the socially imposed order and inscription in our
bodies. We must change ourselves, but not only for individual fulfilment (Levin, 1989: 98,
102, 106). The roots for liberation can be found in a radical, non-conformist sensibility which
allows to breaking – if necessary - with the conditioned social norms and structures (Marcuse
in Levin, 1989: 38-39). As we change and develop in the personal spaces, we also learn more
about the larger social-political structures we need to change and how to accomplish that
(Levin, 1989: 115). Allen says the same in other words
Moving from a hierarchical model of society to an egalitarian one cannot be achieved
through legislation alone. The change must take place within the hearts and minds of
individuals (Allen, 1995:109)
So if one takes into account the larger social context while working with deep body structure
in the arts, then one can acknowledge and follow the personal challenge easier, although the
revealing of both inner and outer constraints can block or even stop the creative process. The
importance in the larger social context of working with the body-systems - revealing layer per
layer the social and personal historical inscriptions - gave me strong support in my own
process. I would further agree with Levin that the “distinction between “inner” and “outer”,
“subjective” and “objective”, can be, and in fact often is, an instrument of social domination,
on so far as this duality is used ideologically as a way to discredit, privatize, and de-realize the
potentially subversive authority of individual experience (Levin, 1989: 98).”
It is my understanding that somatic practices acknowledge the body as culturally
constructed, meaning that a person´s life experience shape his/her personality, and the
way of looking at the body as well as the world in general (Antoniadou, 2001:10).
The trust in the value of BMC/AM for the creation of a dance can only develop in relationship
of the larger social context. This context uncovers from where doubts and questions might
come (e.g. see earlier the question about what is a dance and what is a good performance) and
helps to acknowledge the essence of these techniques.
41

According to Antoniadou the work with somatic techniques such as BMC or others will affect
the performing expressiveness and choreographic endeavors of dancers, because “dancers are
already very physical but not always connected to their inner-self and individual uniqueness,
especially in class (2001:14-15). Nevertheless there are some concerns I would like to
mention for the use of BMC and AM while working with dancers. Both techniques can only
be effective when dancer and choreographer are open to enter a deep process with its possible
implications. According to AM, the choreographer would have to switch from her role into
the role of the witness and the dancer into the role of the mover. The difficulty for the
choreographer is to then find the balance of being non-judgmental and non-intrusive while on
the other hand selecting material for the choreography. The difficulty of the dancers to allow
themselves to enter a deep process of revealing “their unconscious” while not being
personally affected when the material is not selected.
The outer or social perspective
The social (outer) perspective has to be put into the context of purpose, context and place.
Here Pavis (1996) gave a differentiated analysis of all the different factors influencing the
outcome of performances (Bourdieu: 1979, further reading Wolff, 1983). Their existence has
to be accounted while analysing the specific factors revealed by this research which concerns
the perception.
The showing of the solo took place under especially arranged circumstances. I did not
perform in a normal theatre, but in a rehearsal room. Would the perception of the audience
have changed in a theatre space? The audience was invited. Dance and/ or movement
experienced people were chosen because of my preconceived expectation that these could
follow more easily their self-observation, being trained in being aware of their own bodies.45
The other concern that they could focus a lot on dance analysis and that this would distract
them from the focus on their own body sensations resulted in not asking them for their
opinion whether this solo was a dance or not. Some of the audience members nevertheless did
both personal observation and dance analysis (see Chapter 4, Part II).
Adding self-observation to the creation of a dance using body-awareness techniques
(BMC/AM) made the evaluation even more complicated, because it put another spotlight on
the issues of the culturally impressed body-mind dualism and its implications for the nonverbal communication through dance (Levin in Parviainen, 1998: 14, 20-25).
45

As there are many variables to consider in this complex research; I wanted to diminish some of the variables.
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Dance is experienced through the kinaesthetic sense (Pavis, 1996: 319, Fraleigh, 1987, Seldon
in Alter, 1996). At the same time we live in a society where the body is relegated to a place of
shadow (Lavendel, 2002), where body and mind are separated from each other (Parviainen,
1998: 22). The separation of body and mind is also a separation from our kinaesthetic sense in
the way that the kinaesthetic sense is not felt consciously. Unconsciousness further implies
that there is no possibility of choice. According to Pavis (1996: 319) an understanding of the
kinaesthetic sense as perception mode and of consciously sensing is necessary for the
aesthetic value of something. This matches with the Eastern understanding of aesthetics as
account of embodiment (Ozawa-de Silva, 2002:35). Thus, if my body is separated from me, I
cannot sense consciously and thus cannot experience the dance aesthetically according to
Yuasa´s understanding. Therefore the spectator must connect with her body in order to
perceive a performance with her kinaesthetic sense. Then, she can have a “sensuous
perception” which is rooted in the embodiment and therefore holistic (Parviainen, 1998:38).
Nevertheless this does not imply the discovery of a biologically inherent aesthetic
appreciation and perception, but a discovery of the personal authentic perception, which had
been formed by all the experiences made. We can call a perception authentic, when we
acknowledge all the factors being influential on our making of an opinion while we are
subjectively perceiving and judging a performance. That differentiates the authentic
experience from something seen as biologically inherent and universal: it is authentic because
it is true and unique for the person and it then teaches the individual about herself and the
world she lives in. How much does the authentic perception correspond with the aesthetic
appreciation of a dance? The answer to this question cannot be given here, as the definition
and understanding of aesthetics open another discourse.46
The personal observations revealed a lot about the difficulties of seeing a dance work without
existing expectations and with new eyes. It showed that social and personal histories are
deeply involved in the seeing and perceiving of a performance. It also demonstrated the
difficulties of individuals to discover their own desires/needs and to follow them.
But according to Parviainen (1998:30) the body has its own intelligence, it can tell us,
sometimes very precisely, what it is we need from the present live moment of our historical
situation. The question is then if we follow this intelligence or not. Sometimes the process of
46

Further readings: Wolff: 1983, Alan: 1995, http://www.aesthetics-online.org/ideas/index.html,
http://plato.stanford.edu/entries/aesthetic-judgment/
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consciousness comes through reading: “Through Beauvoir […] I learned that I am not
determined by my body, neither my particular biology nor my gender […], there is something
fundamentally and culturally constituted beyond this fact […] our socialized and gendered
reality is constituted through acts of speech, of gesture and movement, of dress and dreams,
and every manner of our being in the world (2004:91).”
Sometimes consciousness arises out of the act of seeing. The sharing taught some audience
members about their own desires, e.g. it aroused desires like wanting to know about healthy
movement or wanting to connect dancing and drawing more with each other. Levin says:
We need a conception of “body” that enables us to “ground” resistance to oppressive
power in the needs and concerns, reasons and motives that are constitutive of, and
constituted by, the body-self´s lived experience (Levin, 1989: 98).
The point is not, that that cannot be created in “normal” dance performances, but if it is the
intention and if yes, if it is then purposely brought into consciousness. Consciousness arises
from a mutual process of naming something involving reflection and action (Anttila,
2001:18). The purpose of raising consciousness is an important step towards liberation.
[Communication] requires, among other things, the capacity to be touched and moved by
what one sees, and the capacity to listen carefully and with an open mind (Levin, 1989:
102).
The personal observations of the audience members also exemplify the communicative aspect
of the solo. The communication channel was still, quiet, small and unconscious, but it directs
the way towards a communication through dance and through the kinaesthetic sense;
overcoming a body-mind dualism towards “the oneness of mind-body”. In communicating
consciously with our kinaesthetic sense, with dance, we become aware about the intelligence
of our body. In following that intelligence of the body while creating dance, dancing or
watching a dance, we might find a way back to become “human” again and than humanity can
express itself in dance (see Introduction; Hanna: 1979).
It could even go further, quoting Boal: “Theatre is born, when the human being discovers that
it can observe itself; when it discovers that, in this act of seeing, it can see itself (Boal,
1995:13).” To transfer that to dance, to dance and/or to see dances in performance is a way of
discovering ourselves as human beings. It also means a discovering that the body – we - are
not totally imprinted by society and history, that there are possible choices. Therefore there is
a need for an understanding of the intelligent body, which is capable of self-reflection. There
is a need to understand that the body is capable of articulating its motives and reasons for
action (Parviainen, 1998:27).
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To discover ourselves as human beings can be one purpose for using BMC and AM in dance
performance. In this sense Shapiro (2001:22) asks: How can we understand through our
embodied knowledge what it might mean to live freer and more empowered lives?
For Shapiro that can happen through an emphasis on the body and its memories, in seeing the
body as a subject, it can become a vehicle to embodied knowing. In other words; if we
discover ourselves in the act of moving or seeing somebody moving, we gain more awareness
of ourselves and of others. Becoming aware is the first step to take in order to become an
individual with the freedom and responsibility to make choices and take creative action,
which is the vision of BMC (Hartley, 1995: 300).

Fig. 3: Possible value of BMC/AM for the creation of dance

That process can be seen in the Foucauldian sense, which emphasizes body techniques and
body cultivation exercises by which subjects make themselves objects to be known, and
practices that enable them to transform their own mode of being. These practices in
Foucault´s sense are not formal patterns and therefore matching with the BMC approach, but
rather an elaboration of a form of relation to the self that enables us to fashion ourselves into
subjects of ethical conduct. This ethical conduct involves a notion of aesthetic, which leads
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Foucault to the question why not everyone´s life could become a work of art (in Parviainen,
1998:120). Before closing the spiral of this research, we should listen to Marcuse:
It is the effort to find forms of communication that may break the oppressive rule of the
established language and images over the mind and body of every human being (in Levin,
1989: 104).
If I listen to my own body intelligence through the technique of cultivation, practising the
oneness of mind-body, I become an artist (in the Foucauldian sense as well as according to
Eastern body-mind philosophies.) As an artist I follow the freedom to discover myself in
seeing and making art. This further enlarges and deepens my cultivation of myself further.
This practice is a dance of freedom - it is communicated to others through the whole
embodied self.
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Outlook for further research questions
Much more could be said, much more can be done.
Associations of the use of BMC/AM in dance performance with change within the individual
but also within the social body were put up. The verity and validity of these made associations
and questions must be prooved through further researches. The questions will come in the
same order as they were discussed in the previous section:
1. How much does “cultivation-practices” and BMC/AM have in common? How much
“cultivation-practices” are used by dancers and audience members? How much does
“cultivation-practices” influence the aesthetic appreciation of a dance? Is there a
culturally rooted difference between “Eastern”47 and “Western” aesthetic appreciation
of dance performances?
2. What is the difference between witnessing and watching a performance? Should
witnessing be applied to all performances? Witnessing a performance would demand
from the audience not only to witness the performer but also themselves. It would
demand to relate the own life to the surroundings and to be open to reflect the revealed
issues. Is it desirable to witness a performance? Does that contradict the “normal”
understanding of dance in performance? How much does “normal” watching a
performance influences the spectator bodily?
3. How much does aesthetic understanding and authentic perception correspond with
each other? This question implies to look into the discourse of the aesthetics of art.
4. Is it possible to provoke real changes in individuals and the larger social body in using
BMC/AM in dance? How?
Further practical investigations could be explorations on very specific structures of the bodysystems – their movement patterns and quality - e.g. in the organ system the liver. Are there
differences between the movement arising with or without hands-on work on a specific
structure or body system? What much does movement pattern and quality of a specific body
structure range in different individuals? In working with a specific body structure in dance
with different dancers: How would it look, when this specific body structure would be
choreographed?
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The terms “Eastern” and “Western” are too general, as there are many differences within “Eastern” and
Western” countries. They used here in that general way to symbolize the bigger difference. In a research study it
would be necessary to really choose two countries to compare their cultural differences involving the specific
historical and cultural traditions.
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Appendix
Part I: Questionnaire
BMC, the creation of dance movement material and audience response
Instructions:
Please read the following instructions carefully and ask if you don´t understand them or if you
have difficulties in following them through.
This material will be used for research purposes, but the response will be treated with care and
anonymously.
In this sharing I will show a short solo, which I developed while I was working with the
principles of BMC and using Authentic Movement in order to let the movement arise out of
the body.
BMC “is an integrated approach to transformative experience through movement reeducation and hands-on repatterning.[…] It is an experiential study that leads to an
understanding of how the mind is expressed through the body and body through the
mind (The School of Body-Mind Centering®Programme description, Oct. 2004).”
This experiential study involves a detailed and subtle exploration of human anatomy,
physiology, infant development, movement and perception within the different body systems
(Skeleton, ligaments, muscles, fascia, fat, skin, organs, …), but it is on the same time rooted
in the knowledge “that lie within the subjective depths of each of us (Hartley, 1989, xxix).”
It has been developed by Bonnie Bainbridge-Cohen in 1973.
Authentic Movement is a movement practice, which is developing unique theoretical and
methodological body of knowledge involving the relationship between observation and
action, witness and mover. (Musicant, Sh., 2001: 17). As I worked alone, I used my inner
witness and a camera for observation and witnessing.
The solo which you will see is an arrangement of some of the material which evolved out of
the process.
As I am interested in the relationship between me as a dancer and you, as an audience
member; I ask you not to look at the dance in the same way as you might be used to it, but to
let the dance enter your body through your eyes and to observe everything what might arise
inside yourself. Please, do not cut out sensations, thoughts you might think that they are
useless. Do not judge the sensations and thoughts, but value all of them in the same manner.
Try to be honest with yourself.
After the sharing, I ask you to stay with yourself in order to canalize and feedback these
sensations and/ or thoughts. I provide various things for you to express your own individual
response to my dance. If you want to write, use the last empty pages. If you want to draw,
there is drawing paper and pencils. If you want to dance, there is a camera, which will capture
your dance. If you want to speak or sing, there is a mini-disc to record it. If you need a
structure, I have some questions for you to answer. If you want to do something else, come to
me and we will see how we can realise it.
Regarding the technical equipment, I just please you to ask for help if you don´t know how to
use it. Another thing is that I put a number on these sheets of paper in order to make the
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questionnaires and feedbacks anonymous. Therefore I ask you to put that same number, on
what ever way you choose to response, so that I can connect this sheet of paper with the
response afterwards. If you choose to dance or to speak on the tape, just say the number at the
beginning of the recording.
Before seeing the solo, I want to ask you to fill out the following questions about yourself and
your body sensations. Please be as honest as you can and as abstract as you need.

Questions before the sharing:
How do you feel today?
Very stressed-------------------------------------------------------------------------very relaxed
How does your body feel?
Disconnected------------------------------------------------------------------------very connected
Very tense-------------------------------------------------------------------------very low tone
Name a body part/organ/structure (use the one which is coming into your mind immediately)
which you are very aware of at the moment

How open and interested are in this sharing?
Not interested and open-----------------------------------------------------------------very interested
and open
This is because
You have a lot of other things in your head, you have to do
You doubt the outcome of it
You are interested in your response
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Questions after the sharing
How do you feel now after the sharing?
Very stressed-------------------------------------------------------------------------very relaxed
Can you feel a change in your feeling?
Yes

No

Has your perception of yourself changed?
Yes

No

How does your body feel now?
Disconnected------------------------------------------------------------------------very connected
Very tense-------------------------------------------------------------------------very low tone
Name a body part/organ/structure (use the one which is coming into your mind immediately)
which you are very aware of at this moment

How did you feel during the sharing? Can you describe certain body sensations, thoughts or
other reactions you had:
(Please do not judge or cut out anything. But feel free to abstract, when it is too personal to
describe it, although it is anonymous)
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Part II: Summary of the answers of the questionnaire
Table1: How do you feel today? after the sharing?48

No

State of feeling before the sharing

State of feeling after the sharing

T

Felt very stressed, more or less disconnected, tense, was aware of
the head, was very interested, but had lots to do

3

I think I m quiet relaxing today especially after sending many email
that I delay for a long time.
My upper part, especially my shoulders feel stressed though I don´t
why. I feel want to go out have walks since I´ ve been doing that
recently but I don´t go just these two days because weather is bad
but I feel strange in my body, probably it want to go out.
Relaxed
Stressed
Normal
Quite normal
Very stressed
Fairly stressed
Stressed
Quite relaxed
Relaxed
Normal
Very stressed
Quite relaxed
A little bit stressed

Much more relaxed, felt a change in
feelings, not sure if the perception
changed, balanced between connection
and disconnection, tense, aware of
shoulders and hands
I relaxed. Even the phone ringing I was
able to forget it soon after. I tend to
relax and just see dance differently.
A little bit of stressed but in a good
feeling
Change in feeling, not sure if perception
changed

6
4
2
12
17
16
14
11
1
13
15
5
10

Energized
Physical stressed- mind relaxed
Normal
Relaxed
Relaxed
Less stressed
Normal
Normal
Slightly more relaxed
Normal
More relaxed
Relaxed
More relaxed

Table 2: How does your body feel?
No.
T
3
6
4
2
12
17
16
14
11
1

Before the sharing
More disconnected

After the sharing
Less disconnected

Connected
More disconnected
Balance between connection and disconnection
Balance between connection and disconnection
Connected
Quite disconnected
Disconnected
Connected, not in pain
More disconnected

13

Slightly more disconnected

15
5
10

More disconnected
Just connected
Alert, connected (cold)

Unsure about connection
Connected
Connected
Connected
Very connected
More present and connected
Disconnected
Connected
Balance between connection and
disconnection
Balance between connection and
disconnection
More connected
Connected
Present - more relaxed

48

The numbering of the questionnaires in the tables represents the chronological order of how they were handed
in by the audience members. The complete questionnaires, the drawings and the recording of the discussion can
be looked into when desired.
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Table 3: How is your muscle tone? Range from high tension – low tone
No.
T
3
6
4
2

Before the sharing
Tense

After the sharing
Tense

Middle tone
Very tense
Little tone

12
17

A little bit tense
Tense

16
14

Tense
Tense

11
1

Balanced between low tone and tension
Balanced between low tone and tension

13

Tense

15

Very tense

5
10

Not too tense
Not tense/present

Unsure about tone
Tense
Balanced between low tone and
tension
Middle tone
Balanced between low tone and
tension
Less tense more balanced
Balanced between low tone and
tension
A little bit more tension
Balanced between low tone and
tension
Balanced between low tone and
tension
Balanced between low tone and
tension
Not tense
Present – more relaxed

Table 4: Has your perception of yourself changed?
No.
T
3
6
4
2
12
17
16
14
11
1
13
15
5
10

Yes

No

X
X?
X

Don´t understand the question or don´t be sure
I am not sure, maybe
Not sure
This I cannot determine
Ican´t answer this question with yes/no. It is because I didn´t feel anything today, no
I do think I have a desire to relax, in term of everything, not only study-wise, but as
daily life.
Don´t understand this question. I feel different, but am still the same person.

X
My perception of my body has changed slightly

X

Don´t understand

X
X
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Table 5: Name a body part/organ/structure (use the one which is coming into your mind immediately)
which you are very aware of at the moment

No

Before the sharing

After the sharing

T
3
6
4
2
12
17
16
14
11
1
13
15
5
10

Head
Toes
Shoulders
Neck, lower back
Stomach
Right upper arm
Bladder, heart
Nerves
Gums, neck, knees
Spine
Foot-back
Stomach, tension being held in my calves/back of knees
Shoulders
Head
Centre

Shoulders, hands
Forearms
Spine
Shoulders, blades
Neck
Right thigh
Upper back/spine
Eyes/lymph
Heart
Sternum
Heart, lungs
Right calve
Back
Legs

58

Part III: The description of the solo
I will describe the movement from the inside, how it feels moving through it and how it
derived out of my body. I will also describe it in the present tense so that you can follow it
with your imagination or your inner eye.49
I start in the middle of the room lying on my right side with the back to the audience. My legs
and arms are curled in. I relax into the floor, breathing into my organs and slowly from the
inside I lift up a little bit the side of my torso, rounding my left side and arching the right on
the floor. With the breath I return and bend my right side and arch my left, lifting my arms,
head and legs a little bit from the floor. I continue doing organically increasing the movement
edges until my right arms reaches underneath my right torso and I roll on my belly. I spread
out my arms and legs and I lift them up together with my head, reaching into the space, seeing
the world around me. Curiously like a baby discovering the world. Enjoyable and fluid
without a stop I curl back into myself on my left side, now facing the audience and
continuously bending and arching the sides of my torso and moving my organs from the
inside. At the time when I arch my back on my left side I continue to roll back on my right
side through an arch of my back. My arms are opened backwards. Once more I bend, then I
arch and my arm and head lift me to a sitting position, swinging the arms to the left and the
right, again seeing the space around me. I use the swing of the arms to come onto my lower
legs, sitting on the side and bringing the legs from one side to the other. I swing into a
handstand and through a turn I twist my arms and look, sensing into my reproductive organs.
My arms come up and over to bring me through an arch back to the floor in Upward facing
dog position50. I swing my legs through and connect with my lungs and the breath, starting a
tiny shifting from side to side; slowly increasing the shifting until I let myself go and roll over
my belly back into sitting, reaching with my arms to the diagonal backwards.
Fragmentarily I pull my arms back in into my stomach and then sequentially out to turn
myself up into a standing. I use my arms from the inside to reach and give to the outside, like
giving seeds to the earth and to the sky. The movement sequence increases and leads my arms
over my head and through an arch of my upper body back into the floor into the upward
facing dog position. My right leg opens and leads my into a sitting position with open legs
and the swinging of my arms back into the upward facing dog position. I repeat this again.
49

In AM the mover and the witness speak in present tense about the movement material. Adding to that it would
be interesting to see what kind of response would come up from just reading the description of the “solo” for
those who did not see the “solo”.

59

Then I pull my legs into my upper body and come into standing and into another movement
pool, derived from the work with the bones.
I am in a wide second position. My pelvis moves forward while I jump backwards, letting my
arms hang loose, just following the movement impulse. After travelling a distance backwards
I change into my muscular system and my left arm down and up to the right side. The elbow
pulls back and pushes forwards and brings my body into a turn over my left and into a short
running in a tiny circle, sequentially lowering my body down to the floor, so that I get onto
my right side. I increase the tonus of my muscles, pressing arms and legs into the floor to then
suddenly jumping out of the floor, spreading my limbs out into the air. I repeat this one more
time. Then through pushing into the floor I bring myself slowly up to come over the side into
standing and walking forward, like being pushed by somebody else at the sacrum. I come into
a stop and connecting to my breathing I move my arms up through my centre in a “chi gong”
related manner. I activate my lymph and my liver. With the arms up in the air, mood and
tonus change and I make fists to open my arms to the side and pushing the air between my
hands together like a sponge. Like having a chi´ball in my hands I move that energy, while I
suddenly get to the floor on my back with the legs up in the air; supporting my lower back
with my hands. Being, just being in my bones. My legs move in the air like a pendulum until I
very slowly roll over my head into a sitting and then kneeling position. My right arm points
and reaches forward shoulder high. I drop it and my right leg swings out and back and guides
my body into a very light barrel turn. I slide over the floor until I reach more to the front of
the space, where I start to do two more jumps. I curl the left leg and my upper body in to then
bring my right leg over the top, opening my upper body to the sky. I turn and my arms move
to the sky. My hands come together. The movement is very thick in between connective tissue
and fluids e.g. venous blood. I lower both arms to my left, pointing into the floor, while my
left leg twists to my right. Suddenly my arms move to my right and bring my whole body into
a forward move, which leads me into a Sufi-like turn. My arms are wide on the sides,
shoulder high. After a while I stop and my arms make half a circle so that my left arm points
to the floor and my right arm to the ceiling. My upper body is slightly bent to the left. I look
straight forward. My pancreas is activated, nothing can stop me now.
I drop down both hands flexed pointing to the floor. My right arm moves diagonally to the
left, my hands turn into fists. That goes back and forth, every time coming up a little bit
higher. You can hear my breath entering through my nose.

50

For the ease of writing I will use common names which are derived e.g. from Yoga or other dance or material
arts backgrounds.
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My right arm completes a circle while my legs come into a second position. My feet are
stomping on the floor, while my right arm is circling inside out. I look forward furiously. I
take some steps to the left and back to the right. Then I repeat to stomp in the second position
circling my right arm. Suddenly I stop, my right hand turns into a fist. Slowly and furiously I
look at my fist. Looking at that fist, my whole body relaxes. My fists open and my arm
reaches diagonally upwards to the right. I follow my hands with my gaze. My heart opens. I
shift my weight to my left and the right arm moves down. My left arm circles once; then
pointing to the floor. My right elbow initiates a turn over to my right into a side jump into a
second position. My back is facing the audience. I jump up and down while my arms
reinforce that jump. Back into the bones
After a while both arms point diagonally to the right. My right arm moves down and I twist
my body. My left leg moves to my left hand and I move to the centre of the space.
My arms move like breezing air into my face and I fall backwards, bringing my legs into the
air. The rebound of that moves me into a handstand. Going down brings me into a very jointlike jump.
From here I come into the floor into a backward arch on my lower legs. I move my upper
body forward, while my arms move into a position like the wings of a bird. I start moving my
arms and my torso animal-like beyond time and human beings. Then my arms move upwards
and punch down into my stomach, which brings me on my belly and from here onto my back.
I relax into the floor.
Suddenly all limbs push into the air and lift my body up into the air. I fall back onto the floor.
My back arches and brings me into sitting with long legs. I take my right leg to move it over
my left to bring me into a downwards facing dog. I push into the floor, again animal like I
come into a one leg balance and my arms start to move from my torso, reaching out for
something. I drop into a short monkey-like run forward. My right leg doubles and brings my
whole body to drop onto the right side into the floor.
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Part IV: The body-systems
The body-systems offer a specific model of thinking, which allows a different access to the
different body parts. Each anatomical system or structure of the body has its own quality of
expression, its own function, needs and place within the greater whole. They are all equally
important and one cannot survive without the other. These functions and the qualities of
expression have been explored and studied for more than 20 years. This led to the following,
summarized description of psycho-physiological functions of the body-systems.
1. The skeletal system:
This system is composed of the bones and joints and provides us with our basic supporting
structure and gives us the form with which we move through space. The bones lever us
through space and support our weight in relationship to gravity. The joints give us possibility
of movements and their shape defines the shape of our movements through space.
Through embodying the skeletal system, the mind becomes structurally organized,
providing the supporting ground for our thoughts, the leverage for our ideas, and the
fulcrum or spaces between our ideas for the articulation and understanding of their
relationship (Cohen, 1993: 2)
2. The ligamentous system:
The ligaments are holding the bones together and define their boundaries of movement. They
also guide muscular responses by directing the path of movement between the bones, and they
suspend the organs.
“This system provides specificity, clarity, and efficiency for the alignment and movement of
the bones and organs. It is through the mind of the ligaments that we perceive and articulate
clarity of focus and concentration to detail (Cohen, 1993:2).”
3. The muscular system:
The muscles move and support the bones. “Through this system we embody our vitality,
express our power, and engage in the dialogue of resistance and resolution (Cohen, 1993:3).”
4. The organ system:
The organs provide function and structure for the internal survival such as breathing,
nourishment, elimination and reproduction. “They provide us with our sense of volume, fullbodied-ness, and organic authenticity. Organs are the primary habitats or natural
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environments of our emotions, aspirations, and the memories of our inner reactions to our
personal histories (Cohen, 1993:3).”
5. The endocrine system:
A system of exo- and endocrine glands which produce secretions, e.g. hormones, which are
released into the blood stream in order to be transported to other places in the body, where
they provoke certain specific reactions. “This is the system of internal stillness, surges or
explosions of chaos/balance and the crystallization of energy into archetypal experiences. The
endocrine glands underlie intuition and the perceiving and understanding of Universal Mind
(Cohen, 1993:3).”
6. The nervous system
The nerves receive and give information to all cells in the body. Its function is the
coordination and control of information throughout the body within the central and peripheral
nervous system. “The nervous system underlies alertness and thought, and gives precision to
our coordination. This system establishes the perceptual base from which we view and
interact with our internal and external worlds (Cohen, 1993:3).”
7. The fluid system
The fluids are cellular, interstitial, blood, lymph, synovial, cerebrospinal fluids and fat. They
portray the transport system of the body. “Fluids are the system of liquidity of movement and
mind. They underlie presence and transformation, and mediate the dynamics of flow between
rest and activity (Cohen, 1993:3-4).”
Fat for example is seen as a part of the fluid system. In its mobilized states it expresses strong
primordial power and a sense of graceful fluidity, whereas it creates a sense of heaviness and
lethargy when it is “stored as repressed or unacknowledged potential power (Bainbridge
Cohen, 1993:4).”
8. The fascial system:
This system establishes a soft container for the body. The different types of connective tissues
integrate and divide all other tissues. “It is through the fascia that movement of our organs
provides internal support for the movement of our skeleton through space, and the movement
of our skeleton expresses in the outer world the inner movement of our organs. Through the
fascial system we connect our inner feelings with our outer expression (Cohen, 1993:4).”
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Part V: photo-impressions of the solo
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