Creating dance
with Body-Mind Centering
&
Authentic Movement

The creation of dance with BMC and Authentic Movement
___________________________________________________________________________

Content
Content ..................................................................................................................................2
Introduction............................................................................................................................2
The practical research: The use of BMC/AM in the practical research for the creation of a dance
...............................................................................................................................................3
Description of the process ...................................................................................................3
Working with Authentic Movement .....................................................................................4
Working with the body-systems............................................................................................5
The Bones.......................................................................................................................5
The muscular system........................................................................................................5
Following the flow - working with BMC/AM .......................................................................5
The selection of the material ................................................................................................7
The description of the solo ..................................................................................................7
The analysis of the sharing .................................................................................................10
The inner or personal perspective of this practical research .....................................................12
Bibliography..........................................................................................................................16

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.
My interests for this research arose out of my personal process and involvement with BodyMind Centering (BMC™2), dance and Authentic Movement3. 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
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
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.
3
For an easier writing I will use the abbreviation: AM for the discipline of Authentic Movement.
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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.4 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
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?
What kind of dance evolves out of the work with BMC and/or Authentic Movement? Can we
call that a dance in performance?

The practical research: The use of BMC/AM in the practical
research for the creation of a dance
This first section is a description of the process, which is followed by an analysis of the
process of the development of the movement material. I will divide the first part into working
with AM, working with the specific body-sytems (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 the practical research.

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
4

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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get an impression of the range, specificity and quality of the movement, but also to open
myself to new material and new pathways.5 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
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.

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.

5

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
awareness about the subjectivity of that selection (see Moustakas, 1990, www.
devmts.demon.uk.ac/resmethy.htm)
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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
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
5
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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
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.

6
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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 histo-cultural
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, 2003:
140) when is a dance 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 o 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 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.6

6

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”.
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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 position7. 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.
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
7

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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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.
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
9
__________________________________________________________________________
© Heike Kuhlmann - Graefestr.71 - 10967 Berlin - 0176-23499496 Heike.kuhlmann@web.de

The creation of dance with BMC and Authentic Movement
___________________________________________________________________________
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.

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.
10
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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
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 process8. 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.

8

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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The inner or personal perspective of this practical research
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.
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
12
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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 derealize 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.
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

13
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themselves to enter a deep process of revealing “their unconscious” while not being
personally affected when the material is not selected.
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).
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
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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
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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