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Aesthetr histphgnsrtracc the ongin a?' aesthetic and art ~
theones to Plato’s Republic, Writien in the sixth century
B.C., this dialogue referred to “the long stynding argument
. between poetry and philosophy .7 It was ndt until the .
eighteenth century that phiosophes Alexandes Baumgarien
2pplicd {he new name “aesthetis™ to the old argument.
«hesthetics, which onginated as the science of beauty,
Jdeveloped many approaches to the study of art and the
aestheli expenence. Baumngarten suggests ihat the primary
reason for differentiation among aesthetic perspestives Is
theoreticians’ inabthty 1o define aesthetics voupled with
theus intenectionsof moral or metaphy sial dogma. A
secondary factor has been varying degrees of vompetency

| imong aesthetic theoreticizns when dealing with different

( art forms. It is alsg necessary to vonsider the direct or

induect influence of ecunomue, politival, wechnologival,
religious, suientific, educationa, and psychologral forces

on each theoretician, ¢ . e

The aesthetit experience has been defined broadly asa
_ fezhing aunibuted (v an expenence in which the sensuous,
quabitative aspeutsare snwvuniered apait from all mediatiun
ideas, and independently pof any getermunation as to
whether ui nut anything eise exists (Weiss, Nine Bastc Aifs,w
1961 ). 1i has been suggesied that dance as an an experience
“is essentially a creative process. One paper in thisbook,
Brennan’s “On Creativity,” discuges this aspect of dance.
Ravizzi's “My Body Is My Temple* and Fetters’ “An
Experiential Body Aesthetic™ examine the role of the body
as the dancer’s aesthetic medium.
" .Both the creative procéss and the assthetic experience in
dance voncem themselves with the art object—the dance—

,
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and the elements that comprise the dance—colos, space, *
shape, flow, time, and vonjinyity. These elements are the
focus of Friesen’s “Aesthetic Order in Dance™ and the
Walke: Rostankowski paper on “Effort,/Shape Theory z.nd
the Aesthetivs of Dance.” The roie of the churevgrapher
and teacher in the aesthetic process is ireated.by Hoerter in.
“Beauty and Truth in Dance” and by Wheeler in
“Aesthetics and Children.” v N

Tiadstional aesthetie theories have been vonverned buth
with the art ubject and with the beauty of the object via
sume mode of sense percepuion. Fraleigh, in “ Aesthetic
Pejeeption in Dance,” suggests that “the perception of {fic
danue is the witnessifig of expressive process, aestheti,
prucess, and movemeni process as one.” She fovuses, in
past, on the perception of the dance from thewudience’s
perspective. Both in wuntrast and 2s complement Thumas
wonsiders the aesthen. expenence from the pesformer’s
perspective in “*Characteristics of an Experiential
Aesthetic.™ o

The inteni of the monograph is io deal with aesthetcs
fium a biuad-based sppioach appealing iv an eddecuy dame
audience. The mix of writings by dancers, dance '
philusophers, and physiial educators shuuld broaden the
readei 3 perspective of acsthetics ahd dance. 1 8 hoped that
these papers mll stimulate thought and cnticism and
perhaps prowide an additional prism for the viewing and
experiencing of dance. v W

- Carolyn E. Thomas
Buffalo, New York :
June 1979 .
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Alter several years of steeping myself in the hiterature and

~ Waiching videvtape expenments lon} iniv the mght heping

. creative dancer. .

{o1 instghts that would produce a sudden revelation, I have
coneluded that the study of crealivity in the art of dance
has generated more queytions than answers. The word
‘ureauve™ 1s zpphied freely 1o varied siuauons and people.
Thereare creative thinkers, creative encounters, creative
feelings, and creative toys. Each of us could name someone
we think of as cregtive, those of us familiar with the dance
world would have no difficut y s,upplymg the name of 2 |
What 15 of interest abput creative ability in dance,
however, are the questions that go beyond supgtficial
idenuficauon. What is it 2bout weriain peoplc—or about

" what they do—that warranis the label “creauve™? Are they

different from other people” If so, in, what way and why
Can whatever*jt” is be learned or taught? -
The artist 1s the archetype of creativity by virtue of Jus

- ot her ability 1o shape words o1 matier into new and unigue

Lttuie s known, however, abour the dance arusi as a
persoty, how $nces are oreated, or how darice vreativity*ean
" best

fostered. * 1
To understand creative ability.1n any, one ficld it is
newessary to have an understanding of the extensive study

uf wreauvity already underizken. The psychulogist Guilford *

1s generally crediied wich smtiauing the senous investigation
of creanve behavion in the 1940 as he sought 1o elaborate
on jus theory of inielhigenge. Throogh test development and
the use of factor analytic techniques he identified different
wntelleciual abiliues and proposed hus Sihucture of Inielleut
(SI) model (Guilford, 197 1) (v vategonze and interrelate
them. Abalues thai suressed the generation of numerous
altematives 1o a problem insiead of 2 prcdetcmﬁncd
solution he labeled “divergent production,” It was
_dwvergent producuon factonssuch asonginality, :deational ¢
o1 expressiongd fluency, and flexibility that Guilford
1dentified as creative thinking abilities. Healso |,
disunguished between sasks that required vebal answers
and those thai asked for nonverbal or fjgural responses.
As.in Guilford’s studies, Torraiice (1962).also utilized

- divergeni production tasks; but he constdered creativity

. from 2 brgades perspevuve. Using verbal and figural tests,
, £avh of which required several iypes of thinking (1.5,
origin:hty, fluency, ﬂexﬂ;ﬂity. o1 claboration), Torrange
surnmed scores for these criteria on each measure and
denved a single creaivity Index. Ths was in wonirist to
Guilford’s method of using each sest sore agan mdiution
of z single trait. -~ - ‘l

Scores of other researchors have devejoped instruments
10 measure singula: o1 vollective components thought to be
mzdated with creativity . An 2ppreciable amount of
evidence has accumulated, some of which has been
quesuoned gn u\'erai grounds It has been an underlying

. = l “ ; B '
ON-CREATIVITY:  ° ‘ - .

. °  aconcern with-the divergent thinking and other similar

A |}

assumptiun that Teauivity Is a separate dimensiun from
, imglhigenve, analyuial iechmugues wed cailies Lended 1o
support that belief. Later studies (Murphy, 1973, Wallach,
+ 1970), however, have found that many of the vanabla
devtloped from the divergent production apptoach
voitelaie as much o1 more su with intelligence facturs as
- they do quachplheha condition necessary to
substantiafe.a $eparate domain.
The issue of validity—the extent to which 2 test
awuraiely measures whai i1 18 supposed (v measure - is alsc

measures. Although validation studies have been under
p taken to relate test results to expefty, ratings or other
evaluations of vreative behavior, these Jatte: assessment
methods alsc may be quesuoned as (o their zccuracy in
measunng reative behavior. In some instances, vahdity
oeffitients have been very low.
Other approaches have been used to study creativity
Psy hoanalyui theory siemming fjom Fréud's concept
i subizmaiion firsi viewed the vreative person as one who
turns away from the frystrations of reality by molding
fantasy into new products of expression, Later thinking
refated creztiveness to a regression or relaxation of ego
functions, i.£., creative inspiration emerges from an
sndividual's ability vu regress (v primary thuught processes,
those that belong (v the realm of dreams 2nd fantasies
Subsgquent elaboration of the idea is left (o the secondary
ut fugial thought processes A common means of testing
{ this concept is the Rorschach inkblot test
Proponents of a humanistic “utlentation, such as Carl|
Rogers and A. H Maslow, assume quite a different posture
and e creativity springing from the huthan tendency to
self actualige, to Jhange through relationships between the
self and the environment. Rather than avolding znxiety
through faniasy the vreative person is a well adjusted
individual who seeks, by wonfronting the world, to develop
as an integrated and complete human being Althoug.h a
numbes of thevreucians s this vieyy they du not seem
4p be voneerned with o emphjcal data to support
their ideas. |
Using 4ssociation theory as 2 base, Mednick (1962)
vonstjugied the Remote Assoclajes Tests (RAT) 1o assess
oIeativity, Creative thinking is viewed as the zbility to form
new combinations of associative elements, The more
creative solution is the one that combines th¢ more
, mutaally remote elements. Dispute ove whethey the RAT
. may be mpre related to Intelligence thag »reztivhy has
made, this measure controversial,
s~ Whethe: investigatory have Initiated studies of »reztivity
from 2 theoretical framework ot from more singular
avenues of inquiry thrge emphases are apparent the
product, the person, of the process. A typical method for
cvaluating vreative produc.ts 1 the use of Latings by persons

. ¥ .
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knowledgeable in the field. Inventions, scientific
publications, and ar, works such as puems, drawings, danwe,
and music compositions are only a few of the m}ﬂ? items
that have beeri appraiced. 3
Criiena fo; determining wreagive products van be specific

10 the discipiine, such as “asymmetry of line” oi “thres-
dimensionality” for graphiu ari, or moie generahizable (v
several fields such as “novelty,” sensttivity to problems,
‘fluency,” and the like, The effectivencss of product
evalibuion resis on the researcher's abilify to specify the
elements by which to judge the product vreative and to
describe and quantify these elements as discrete favtors

. recognizable by a panel of experis. Assuming that can be
donc, then judges must be trained to be consistent and

objective jn their agsessments. Although experis’ .

evaluations often are used, there are acknowledyed
difficuities in sufficiently removing subjective influences.

. Extensive study has been undertaken to discover the
sharactensucs of the creative person. Numerous
questionnaires, inventonies, self reports, and other {ypeyof
insiruments have been develuped 1u probe persunaliues,
The collected data may refer to attitudes, interests,
mouvations, childhood expenences, education, ol parental
and environmental influences. There is still a need to
determine if particular personal data are related to
imnnovative thinkers and achievers in ceriain fieids,

Enlighienment about ihe Lreatve process lags fa
iheInformation (hat has bgen gathered on the creafive
product or person, Wallas (1926} descnibed four staged h
\Ec_,ﬁ;epzrauon, incubation, illymination
FOth archers have examimed ihe
acknowledged génjuses in the sué
patierns of thinkin} thai reflect the woskipgs of an
imagiiative mind. planaitdns and déscriptioris of the
process have been atiempted, but there hasbeen
insufficient expanswh\fr;hese ideas 1o bnng us tu any real
undersianding of the nafbire of the vreative provess. One
difficulty lies in developing appropnate methods of study

- How dou you probe the mind grappling with a problenmrwi
achieving an insight? What are the imporiant time
considerTtions for the process iv eyolve? Whar shoeld wo
abserve to identify phases of the process?

The above is only a brief and incomplete,picture of
prevous siudies uf creativity. Many books and hundreds of

. aruivles have been wnitien an the subject and a great deal
has been learned since interest was sparked more ¢ 3Q
years ago, While they have not been negleeted in ,
research, the aris have fajled io generate the degree of
inieresi nevessary (o'develop sound theory and systéfati
reseaich. The lack of such development is not surprising
when one considers two facts. persons in a given field
usually generate the sysiems of inquiry. nevessary lu ex
knowledge in their areas, and ariists are usually more
interested in “doing” therr art than in analyzing it.

+ Dance, in particular, is an ant inneed of more

investigating io help it grow as a discipline with a solid

conggptual base. Documented knowledge about ¢ creativity
in dance 13 very kmited. Some of, the relevant research hay
been dune by physial educqivn interesied in unders:an%r:g

nd

Muvement «realivity 1athey than by dance researchers.
example, Wyrick (1968), White (197 1), and Glover (197
eauh vonsirucied motvi creativity cests usIDg judggs jaungs

—am—y—t.

as scores for one or more of/fhe entena of ongnality, © +
fluency, flexitiiliny, and elgburatvn. Theu Lest items have
specific instructions that askubjects fur different w
inventive movement rcsponsés tg the same stimulus item
within a 15k, Exvept for iwb of Gluver's iests, these studies
piesented tasks that,ehcited movements moré typieal of
spon, stuni,ui object mamipulation activities than of dance,

To measure creativity, as it might be exemphfied in
dange movergent Withers (1960) devised three tests which
were raied by experts. Each of 11 dance majurs composed
a shuri dam.e wmpaosition, a dam,e techmugque phrase, apd

. Jmprovised in movement-for 2 minutes. The ratings on
seven Jr1tepia were voirelated with seures from Guilford
tgsts purporting to measure similar factors,

Little (1966) taught two danee classes asing different
teaching mesthods and rated the filmed group danues from
cah class on the degres of creativity exhibited. To
determine the creative quality of the dances,% wntenon
llstmg of 22 attnbutes was devised and vahdated thwough
experts ratings. In Crawshaw's {1971) study, 15 students
. gruups of threes and fuurs were evaluaied vn seven uritena
as they improvised to a musichl stimulus and as they
wmposed a dance sequence using rising and falling
movements.

Usipg Guilford’s Structure of Intellect framework,
Brennan (1976) cunstructed three movemeni performance
tests 1o assess the vreative ability of 61 dance majors.
Further daia un the subjects were gatheied thivugh the use
of experts 1atings of danwe creativity.personological
inventones, and measures of cogmtive style. The Barron

Welch Aif’Scale and The Re Ari Scale were used by
. Wilsun and Manley (‘I 578 ) ;peppraisb Eihe creative potential
of first yeat dan Measuring persunality
Jharautenstics a Q‘t;‘ gr iun were also a imstcred
o  inthis study. \,_ﬂ DL i
Although the aboy mvcsugéuons in movcmcnt or dance
Lreativity ¢ fewthers not menyoned here have

siaried lu\)pen.doors to andersianding vreative ability in

dange, hey constitate only 3 small beginning 1f dance -
rese efforis in this area are (G grow in any meanfigful
dir , more-setious consideration must be given to

1h& building. A majo1 problem in vicativity researchin

general is the need for a iabM¥ theoreual framework phat

—wll take into account the diverse aspects of the
phenumenon uf vicauve behavivi. Cusiens theones txplain
enly pieces of the, .puture, with some tuu narrow and others
twu braad in suope. Givent the vomplesty of yreative abﬂity
1t may be (oo optimistic to envision an all encompassing
stiugture. It 1s reasonable (o suggest, howevel, that there is
a more vompichensive frame of referenye than those
already proposéd. b

Asndicated. earher, most approachcs haye focused on y

the pruduct, the persun, o1 the provess, bu}here has been_

‘ [

little attgmpt to formulate a theory that plces these
ingredients of ¢reativity in a meaningful corliext
Admuttedly, it is through small research enterprises that
knowledge advances, but this advance is possible only If
each enterprise flts into a broader perspective.

Research in dafive vreativity generally has been done ina
pieeneal fashiun, with imaied woneem fui underlying
_theury . Sevelal reasuns might awvuni fur (his Jack of ,
direction. Firsi, dhere s a diffivulty in proposmg theory
withuut suffivient basic infurmation  sumething yet twbe

W
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developed in dance. Secondly, there is 2 tendency to adopt
protgeols, me . 2nd insiruments from othes fields but
not necessanly to understand or fully explore the
conceptual rationales that produced them. Lastly, with so
few researchers 1n dance studying creativity, there is no
consistent flow of fresh data to generate new 1deas, Most
tnvestigaiions appeat v be sigula inquiries, the 1esults are
seidom used i further studies (o conunue a bne of dunking.
The value of answers in research is directly related 1o the
mmportance of the questions asked. A few suggesuons-

follow. To address them adequately would require a

thoughtful and dynamic interplay between theory

developmeat 2nd the gathering of facts. t

1. Is i1 posaible o replivare what would reasonably be
«alled the creative process in an cxpenmcntal dance
situation? A study of graphuc artists by Getzels and
Csikszentmthalyi (1976) presents a new theory that
mught prove useful for dance. Departing from the
usual positioff that creatvity 1s maiply a problem-
solving venture, they propose that the ongin of
creative vision may be instead at the the problem-
furmulation siage uf the process. Their results venfied
that the way the artists went about finding the 1deas
for theur, drawings was related to.the artistic worth of |
the resulting progucts. To develop a stmilar model for,
dance might yield exciting insights toward an
understanding of the creative process in choreography.

2. Is the performung process creativity or crafi? When
we speak of creative ability in dance are we referming

. only 10 the activities of the choreographer or are
performers also constdered creative? The composing

, *of & dance is obviously a creative endeavor—the
combining of movements 1nto new forms—but what
about the dancer on stage bnnging hfe to the work?
Ts thus the imagination at work or a display of  «
technical skill? Actors speak of crcatm}/a role. Do
dancers do this.as well?

., This question inspires lively debate among dancers
with apparent agreement that effective performers
possess a quality that goes beyond technical
virtuosity, Can that “quality” be properly labeled
.creativity? Pursuing the question would not only
enlarge the concept of cregtivity, but would enhance
our understanding of the nature of performance.

3. Cah creativity in dance be learned or taught? Tigt
inclusion of improvisation, composition, and problem-
solving techniques—both in educational and certain
professional dance curricula—attests to a belief that
creative behavigr can at least be enhanced. What we
do not know very precisely is how. There is a need to
develop teaching models that allow instructors to

" Incorporate knowledge and assumiptions about
creatiyity into concepts and methods that can be,
employed in teaching and to test their effectiveness
in controlled situations, Equally important would bé

the undertaking of longitudinal studies to determine |

. e/

[}
- -

thc role creative dance expenience van play in the
development of the individual and the relativnshup of
that expenence to the subsequent production of ideas
and forms of zesthetic wotth,
To follow uncharted paths in dance research alse
requires a sufficieni Jevel of wreative behaviui on the part of
the researchey.. The quality of the results will be determined
by the degree tu whivh an investigator appruaches problems
with a sense of adventure, imagination, and a fecling fu1 the
phenomenon undes atud_y I is importani o iemembei that
research itself is crcauve activity.
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Many dan&rs.percewe the body asa finely tuned

instrument used to express an emotton or idea. Froma -

yoga perspective, the body is viewed as a glorious temple,
and each person may explore fis inner splendor. The body
1snot used as a means 1o somehung else, each yoga posture,
position,.or to use the Sanskrit term, asang, is an end in
itself and should be experienced as such.
The purpose of tus paper is 1o offér a basiv inicoduction
1o Hatha yoga and to examine its potential in affecting the
aestheus expenence of the dancer. The paper witl address
three major points. First, obngf overview of yoga in .
general, second, dn explanagion of Hatha yoga, third, the
significance that Hatha yoga has for the dancer.
» When I was asked to write this paper my reaction was,
“What do I have 10,0ffer, the dancer in regard 10the *
aesthetic expenence?” While Bot a dancer in the formal’
sense, 1 have, however, “danced” with my yoga at umes.
As a pracutroner, ieacher, and student of Hatha yoga for
the past 8 years, | have abserved and worked with many.
dancers, The majonuy of these students deflnitely believed
that Hatha yoga provided them with a fresh appreciation
{o: thewr bodily betng and theur movement potential. The
low, relaxed, staue sueching movements they executed |
. with total awareness allowed them tddiscover new aspects
~ of themsélves as moving beings. In this paper I want 10
share some of the knowledge 2nd mnsight 1 have gained from
Y paniicipaung in and teaching Hatha yoga. The emphasis is
not on the aestheucs of yoga per s¢, but on the way yuga
. tan develop a person § awareness and appreciation of his vt
* hér sensual bodily being. - .
What Is Yoga? - .
Yoga is one o} the oidest and subulest forms of human
. miovement disciphine, It is gengrally belteved to have
opgtnated 1n Indra three thousand years ago, although the
first wnuen text, by che Indian teacher Patangali, wasn't
panied unuf 400 B.C. The word yoga 15 denved from the
Sanskm root-verb yuy meanmng to bind, join, unite, and
contzol. The word denotes a balanced union of mind-
tody-spint within the individual, as well as 3 union.with
the Jarges scope ol univesal energy. The movement towaid
unity ithblies the harmony students qt' yogabeginio
expenence even i the earliest stages of practice. Asa
student writes; - . .
. ‘Centening my awareness on different parts of my
. physical body almost brings tears to my eyes. Tears
that say how joyful they areat finally being
recogflized. | have been out of union with my body

" Infroduction to Hatha Yoga s

. of ones self in the dropping Of the shoulders A mechanical

for most of my adult hfe’ and the joy that I've hada -
gumpse of is what bemng truly zlive is {Belleger, 1978}

The purpose of yoga is not to stave for an “end”, rather it

15 4 progss of awareness that becomes part of daily Jife As
Lasater, a yoga teacher, observes, ,
N . x
» . - - L
.. The sctual techmques of bunging the individual into -
¢ the process of yoga vary But the:y all Nave the
commorn purpose of bnnging the separate self to the
reahzation that jt is not only a‘unique Individual but’
also simlultaneously the very essence of the uniyerse
(Garfield, 1977)

* The body I the first avenue students explore in ordefto
expenence the glotious umiverse within, thisapproach is -
called Hatha yoga There are mapty types of yoga Bhakti,
the yoga of love and devotjon, Jnana, the quest for truth
and intwtive knowledge of direct experience; Karma, the
yoga of daily life, artd Tantra, a yoking of opposites to '
pruvide a union. There are other forms of yoga, but théy are
all focused on some aspect of human expetience In the
case of Hatha yoga the focus isb our body and our
movement (Eliade, 1969). .-

4

Ha is derived from the Sansknt Word meanmg sun or the
auiwve force, tha developed from the Sanskrit word moon or
the passive force. Hatha yoga forms a union of the mind ,
body-spint contrastifig the active and passive aspects of W
movements. An example of this occurs when one muscle
group is,actively stretched, followed by 2 letting go or
passive pHase. The active and passive aspects are not just
voncemed with muscles but with ohe’s attitudes as well.
Thus, one van drop or relax the shoulders, or one can 12t go

exercise with results thiat are pnmarily extemal can be”
approached expenentially Such an experienge has the
poténtial to {ransform the whole person

In the broadest sense Hatha yoga can be a yoking of the
physical, mental, emotional, and spiritual dimensions of a
person. In Hatha yoga these components are experienced af
a wholes When this whole experience js attained the o
students are performing yoga and not merely exercising -
thejr bodies. Although we will examine the mental, "
physich!, emdtional, and spiritual aspects separately, the
essential point is that they are all experienged as a unity

The first component of Hatha yoga is the mentdl aspect,
reflected in the conceritration, awareness, and.mood of the

' . I
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a§5nas..Studgnts are instructed to ¢oncentrage on the
muvements and beyome awaie of the subtle language uf the
bady. There 15 a difference between stretuhing (exetuise)
and experiencing stretvhing (yuga). Ful exarfiple,students
may be asked 10 rdise thewr arms above their heads ang
lower their arms, Then the students may be direvted to
rase their arms suwly , feeling the 1utaiton of the shoulder
jumnt, the iemperature differences of the ain as theil arims
move through spave, and, finally, the extension oLopening
in their shoulders, elbows, wiists, and fingers. This
awareness 1s faviliiated in Hatha yuga by having studenis
focus attenuon un the present moment, move very siowly,
and, ai first, cluse thei €yes so extemal distiactions van,be
filiered vuy. Students 41€ encouiaged Lo be nonjudgmental
and aueepi themselves as they aie’at that moment, bevause
the ego-thinking self, by being too vittival, van pull them
out of the yoga perspective. °

As one student Succinctly stated

-

“‘

I m beginning to understand that you have v tove Lhe
posture, and if you re gomng io “push g dout
lovingly, tenderly. You must feel and expenience wha
+ it Is doing for you and go with tiyet feeling, savor it,
encompass it. {Flemmcr‘ 1978)

A |

« This savoring of muvement in the piesent magent
provides an opportumty io expenence compleiety the
movemeni s ihythm, harmony, and flow. A Tibetan paiable
addressed this mental dimension of movement
A man without awareness is:like a cairiage whose ’
passengers are the desiies, with the muscles {or horses,
while the carniage itseif 1s the sketeton. Awareness 1s -
the sleeping Loahman As long.as the voachman
remanms asicep the vapriage will be dragged aimiessly
here and there Each passengernseeks a different  * .
destination and the horses puil djfferent ways' But, |
when the coachman is wide awake and holds the reins
the horses will pull the varriage and bring every
passenger Lo fus propel desnination, {Felderikrats,

-

ot 1972,p.54) N - ’

+

A studeni s awareness of movemeni bungs 2 different
quzhty to the expenence; only whojfigracticing such
atvareness can the student distihguish yoga from exercise.
The final aspect of the mental dimension is the mood of
cach asana. The asanas put the body in a speuific alignment,
and there 1san avcompanying mood with each posture, For
exampie, in the hion s pose (Stmbasan) students sit on thew
heels with the arms extended to the knees. The posture is
begun by slowly straighteniog the spine, opening the
mouth, stretching out the tongue, elongating the whole
face, and rolling the eyes upward. Once in this posture, the
moud of a hion iseapenenced o siaight solid back, mouth
opened wide, and fully siretched body. Students become
aware thal each being has a regal part and understand that
strength that 1s part of their beings.
¢ This concept vi the mood has great signifivance fos

- danvers, who musi Jearn o adopt a muod and quickly

change it f studegts van begin by holding the moudina .
stationagy pusitioh and totally living it as if they were
hons, this may be a fauilitating step in learning i biing
mood (o the danveJn the last sevtion of this paper

v ' )

. must be aligned exactly to achieve the maximum benefits

*

Tt 3
awareness will be examined i relation to dance As
mentivned eailigt, the nrental dimensiun avvumpanies the
physcal, emotiondl, and spintyal cottipunents, most
im'portantly, Lhey aie expenienced 45 4n integialed and
unified whole. .

The physival dimension 1s reflected in the postures or
asanas. The asanas aie €xplained and demynstiated in detail
su stydents knuw what specific muscles i€ involved, where
tu focus vonuentiation, and the benefiis uf the pustute
From the stait, students are told the aciive phase inv lvcy
enteiing iniv tHe 4s4na, holding the asand, and moving out
of the asana. The passive or relaxed “letting go” aspect.of
Jhe muvement is stiessed equally The passive phase offers
upportunify tu telax the area just wortked It 1s as though
une is €Xplessing applecidtion to the just wurked musiles
for the stretching experience fhey have allowed |

The precision of the postures s important, the body

of the asana. This precision demands an awareness of the
\Jody while dbing the postures Many dancers have used
Hatha yoga for physical stretching By doing the postures
on a regulai basis, the muscles stretch-out, the joints open
up, and energy channels begin to develop in the body The
physical benefits alone are reason enough for dancers to,
become involved 1n Hathayoga |
The emphasis of Hatha yoga is the feeling of the asana
and not 4 stuving for the goal of how the asana should
luwk. Thus nu matier how mflexible students are, if they
properly align their bodies and work into the stretch
without forcing i, their bodies will open gradually. ve
I have found 1n working with dancers that feeling 12(:
streteh van be difficult because often they are so flexible
that the pogture js achieved with little effort. In contrast,
the inflexible person immediately vonfronts tightness when
stictvhing The essential point 1s that the physical posture 1s
enly impanant in relation to feeling. y !
The emotional component of Hatha yoga is-integrated
into the asana through breathing or, the Sanskni teim,
pranayama. Students are made aware that certain tensions
in (he budy may be emotionally related and that breathing
can help release tension. Some stu'?us experience many
different feelings; with the musculdr stretch there often
may be an auwumpanying emotional release Ag one student
stated . < ",

. . . .
AI{I could do was feej a sense of rehief flow over my
whule being and tears kept rolling down my cheeks
I wasn t crying but this seemed to be a new awareness
and feeling of total relief. [ had (o keep wipingaway v
tcars. This seemed 30 strdnge as [ was not sad but just
seemed as though my body was releasing emotional

* encrgies in this manner (Gotthieb, 1978)
.

As students begin to use breathing to awwomplhish the
total stietch, theie is an opening of inne1 Space as.well
Students van bégn to feel comfortable with this
experiential feehing—a sort of inner choreography. The:
openness allowvs individuals {0 move with this feeling For
danuers, it is tmportant Lo be sensitive to this aspect of their
beings, since movements originate fiom within, where they
become altve. Danvers need a full iange of feeling su they
van use the budy's Lotal potenjial Like potfers who must
prepare their day just nght, dancers must sHaR_e their .
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bodily feelings, boih internal and external, into a state of
preparedness so they can move with whatever fechng 1s
appropriate for+a particular dance.

‘Breathing is important because, it reflects an eme-txonal
state. When individuals relax their breathing usually
becomes deep and smouth, when they are lense they take
. shallow, choppy breaths. In yoga, ilie act of breathing is
jemphasized in order to aid in releasing tightness and
tenston. For thus reason, breathing techniques are
introduced early 1n the course. Students are told how 10,
breathe a complete-breath, they leam that it onginates
from the abdomenal arez and Moves like a gentle wave up -
into the chest area. It is important for students to bevome
familiar with a completg breath so they expenepce its ,
fullest potential. Students then can use whatever part of the
complete breath required by p ar mavement. For
example, dancers may not us¢ a complete breath, but.
whaiever type of breathing is requxred they are much more
aware of their breathting End how it relates to their bodies’
movemend. Another technique for developing an awareness  «
of breathing 1s to direct the inhaled bieath to tense.areas uf
the body, then to exhale and visuahze” the tefision lgaving
the body. At this puinit students van aimost fecl the budy
come alive.

Breathing is aisv 1¢lated o the spint ual dimerision of
Hatha yoga. The spintual aspect is realized when the
menial, physical, and emutiunal vumpunenis die integiaied
through bieathing. Students no lungeLhave i cuncenuaie
on the executiun but van use breattung tu muve sluwly iniu
the stretches. It seems almust as though students nu lunger -
direct then movemenas, theu breathing i1s moving them. As
the yoga movements becume efforiless, they grow more
simdarto dance. Both yoga Practitioners and dancers have
1u be awdiessf technique, bui just lu eXecuie a mechanival .
muvement gives 4 wuld appealance, and the muvement
appeai$ empty. Dancers need tu know not just the physu.al
and techmcal aspets, but the mood emouon.spfnt and
meaning ol movements tv biing them aliv; 1 then bodies.

Danve and Hatha yoga are very stmtai in this respect.

The menial, physival, emutional, and spuitual aspecis of
Hatha yugd may be integratedrin the asdnas, Stodents eniel
into the asana slowly, with their awareness totally focused .
on the body 50 they van-move 1o the edge bf theis stretch,
with the body in pioper alignment. Thip#nsures the
appropriate muscles arc beng stzetched. The edge of the
.stretch is that point where the pain just begins, or where
the “sweet tenstun” resides in the gsana.”The pain becumes
the teacher because it informs studgnts of their limits. It is
like a torch in the night; it offers direction and guidance for
focusing awareness. Students are encouraged to become
aware of the pam and 10 play with it. This 15 where
breathing enters into the stretch. The body Is in proper .
alignment, the awareness is focused on the “sweet tension,”
and the siudent begins to move slowly into the-posture by
inhaling. This inhalation symbolically repeats the first
breath of life, just as exhalation represents deaths Thus,
breathing functions as a mini life 2nd-death cycle.

As students continue to breathe into the "sweet
{ension” they van visuahze the tension lgaving the bud
with the.exhalation. At this point vanous foims of visial

- andk et imagery can be used to assist in a more
prufound release uf tensiun, Breathing allows students {ov
pcnetrate lnto.lhen deepcst levels and open themsclves

*
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<his integration:,

physlcally emotionally, mentally, and spintually. .
The emphasis with this approach is ngi that students

should achieve some ideal asana, but that they should -,

cxpernence wheie they are with the asana. Even beginning

student§ who van't tyuch theu tues are doing Hatha yoga.

The fulluwing statement by 4 Student cléaily ,sbrq;\nmzes

L) I a
LY

. .
. Istretiched more than I ever have. I feit pamnbut 1V
also experienced pleasure. While streiching, on the
exhalt I lowered my body and bent my elbows. While
dotng this my mindgand bodjgwere very peaceful,
Although it was pawnful I expenenced it asapattof |, -
. pleasure. ] developed a deeper instght into what pain
really 1s. You can’t have che without the other. They
#¢one and the same thing. The only difference 1s
how you percelve 1t. (Hifschorn, 1976)
The Yoga of Dance ’

Hatha yoga is a prucess, and is not goal uriented. It is
Jumeless because awareness 1s,{c;uused in the pieseni
moment ,ihis means that no oife movement ts muse
impurtani than anothei. Each movement w @asana is an end
in itself. For example, unlike dancers who must continually
link together a senes of muvements to expiess a feeling to
others, yoga siudents are only concerned with their | .
peisunal chuieugraphy, In Hatha yuga dapcers van immeise
themselves in the present mument uf the'dsana thhuut
being cuncerned with audience reactiun Ihyve dwaveled
huweser, ihat syme dancers have dffficulty setting astde
then attitude of ‘performing™ for uthers. When they finally
itanseeng this peifurmance attitude thein muvements take
on a deeper quality. =

Hatha yuga may heip ddnuers vonwentiate on the plescm
mument. This cunvenilatiun is impuitant bevause daneers
must wuntinually change muuds frum dne moment vt
movement to the next. An awareness of 2 mental and
physical ventel 1s essental il Hatha yoga. Studentsare
envouraged tu gather themselves in the gow’ moment and
bflance internal and external awareness?he ¥ van entel
iy the asana. Obiamning the venteied, balanvedPusitiun 2t
the siart of eah yoga session provides students with a
reference point from which to begin movement. This
ventered position also Is impprtant becaue students van
vonsivusly put themselves in 4 Space they have wreatpd. So.
often in daily life we lost that control, for this reason
establishing the centes 1s Jike voming hum& tu the body. As
a student noted: I .. |
I am experiencing more seif-acceptance. I look
forwarg to the time that Phave to myself m yoga. ]

! yalue the expenence of feeling ventered. It feels iike .
my many “selves” come together, check things out
with each other, accept each other, and blend into
one whole for a time! {Bouma, 1978) . \
. |

Hatha yoga provides students with an opportunity 1o ’
give themselves the time and attention they deserve.

Althuugh this point appears ubviuus, it 1s amazing how few

people give themselves this ime. Because so uch is ;
demanded of thé body, 1t needs attentlon to relax and

revharge. The fueus of attentiun in Hatha yuga is on the self.

Stadents use theii awaleness tu suan the budy and ljsten to
€ * [
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1ts language in ord‘;:o determine what needs to bé i
stretched, strengthened, relaxed, or massaged, This
determination is espevtally imporiant after dance workouts

. where the body may have been pushed too hard and
dancers need relaxing techniques. Hatha yoga asanas are
limited to a set pace and are almost always stationary. This
stationary positton eliminates many of the vanables with
which dancers must contend and allows stydefits to ente:
into the movement and to experience subtle aspects of the
¢>ody such as energy flows and mood. Once this awareness

s obtained in a stattonary posttion, dadcers can begin to
integrate it with their movements.

A key point is that Hatha yoga movements ongmatc
“from the temple within, Movements must be felt and |
expenenced intemally, then they van be allowed to moye

« out through the body. In yoga the person expresses the
body, in contrast to expressing tdeas or feengs in dance.
Becausg movements come from the person s core they have
deep feeling.

*  The development of this m;emai source encourages
dancers to'sustatr the mood of the dance, as well as to feel
the amiplitude, contraction, and expansion of the
movement. As dancers explore their vanous levels and ,
dimenstons they find 1t increasingly easy to actualize these
feelings while dancing. A}

ln summary, Hatha yoga provides an integrated
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approach ror appreciating the body adits movcmengs As
students learn the language of the body they can begin to
expEnence subtle dimensions that can become part of theif
movement repertotre With the awareness and consciousness
Hatha yoga requires, dancers can begin to experience new
dimensions of the aesthetic experience The attitude that *
the body 15 a temple has hmutless ramifications for dancers,

amd, more imporizaatly, foi human beings who are dancers
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Instrument, then, the performer’s body is distinctly
different from other instruments. Sartre (1973)referred o
.. the “body fordtself™ as the mstrumeht of one’s beéingn
the woild However, this reference to the b asan
Instrument for the actualization of one® projects should
not be, misconstrued as a seference to the body as a mere
object to be used, Rather, the body for-itself (body-subject)
Is a “privileged Instrument.”™ Sartre (1973) wiote, “we do
, not usé this instrument, for we are it” {p. 427)..

The performer’s body demonstrates at once one'’s |
objective and subjective arders of being. It is, in"a sente, a =
“thing among thing,” quaptitative and visible, but itisalsc
a subject who s¢es and feels and is sensitive to the world
(Kwant, 1967). Thus, the aesthetiv experience of the body

.by the performes is particularly unique and distinet from
the aesthetic experience of other art objects. This | ~
Juniqueness will be explored in the fOllowing exammauon of
the expgrience of ane's body as a dynamie rhyth!Qu form.
P AL h ) D)

Qrigination and Primacy in the Sensuous L
, Elsewhere (Fctters, 1976) I have characterized acsthetic
experience as a particular quallty of consclousness which
originates and primarily resides in the sensuBus dimension.
Traditional aesthetic theory evidenves a geneial reluciance
in according the senses a primary_place,in aesthetic
experience. It is only with distinctions and restrictions that
traditionl theqrists have admitied the sensuous injoithe
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Art js man’s way of bridging his existential alienation from . $ug¥ifice of aesthetic expenene. In adieuc theory the .
. nature by means of the reincorporatron 81 sensuality into “sensuous” has traditionally (onnoied pleasuiable
_ his experience of himse][ and his woild (Basescn, 1968, attraction of the senses, the pnmary aesthesic senses being
p. 135). -, . J. ™ S the so-caljed “higher” sensegs of sight afd hearing. The
. Lo, - © . Y@ 7 “sensual,” on the other haryd, being neglected as
Modein theones of aesthetic expenence have stiessed . - aesthetieally mrelevam, has refeited vv the expenence of .
) the role of the body. The pnrhacy of the sensuous in the -, bodilff pleasures. These pleasures are a function of the
. agsthetic exPBnence is well accounted for in these theorles, “lower, seases of touch, raste, smell, ete., those “grossgs”™
. {Barkan, 1975). It Is not unreasonable io-suggest that the budily*sensations, patticularly the sexual (Berleamt, 1964). |
uous_expetience of the body is not agly a necessary This sensual dimenswitigyolving tuuch angd uthe wn"pl
feature of the aesthetic experiénce, but ffiat, indeed, pne's senses has been equated with the life of “low™ and lusyful
fody can also in ftself be a nchand primary soyrce of the . appetite, tempting one io dwell on bodily pleasutes,
« ‘sesthetic experience. i . including the efotic, Rpligious and moral censors—
- This paper examines the natuge of an.aesthctfc grounded in metaphysical dualism and monism and' thenr
experience of the mgving body the perfoymer’s point av.ompanying denigrativn and cuntempt for the budy~
of view. Lipman (1956) desRribed three distinct roles o1 the have denieq the aesthenic valueW¥ sensual expenence.
. humerrbody in aesthetic creation and perceptlon. (jthe . F vllowing the ttaditun of, Greek iavivnalism, the visual and
body as a “gualitative presefice,” also callgd the “body aural were regarded as the hughe: senses because they wedg
image™, (2) the body a5 an iristrument of creative umsid@icd to be most closely related io the operations of
* fccomplishment, and (3) thebody as a “persistent, | , eason (Berleant, 1964), while the iactile, kanesthetic,and .
1. intensely significantsubject martes of the arts” (Lipman, | ythel cuntact senses were given the siamp of infenur status
' 1961.1]). 425). An experie(fial body acstheyic Is an because they were less related to “reason’ and more
intensification of bodily experiende as it unites all of these assoclayed with “budy.. The Luntact Senses, it was thuughi,
functions into one vividly lived presence. A performer’s called attention “directly to the body " sather than
. bpdy is at once the instrument of creatid¥ the object of divecting it “guiwardly” to external objects (Santayana,
perception, and the.subject who pesceives: As an £ % 1955 - A" -

. Isolaung the senses [rom une anothes and disciminating |
among them resulted in the distinction between the
sensuous and the sensual, a distinctlon that annecessarily
and aceurately bifurcates experience. Mggleau-Ponty’s
avcount of the natare of sensuous perception offers a
phenomenulugieal argumeni agaunsi a dualisuic meaphysic
and the fragmentation of sense exPerience. He

acterpeed the act of ptrception as an act of the entire
bodWZaner (1971) and Kwant (1967), interpreting
Merleau-Ponty, wrote, respectively. “Each sense .. .
implicates the entire body, sefers simultancoysly io all
othe: senses, and, thus, is intrinsially imersensury ™ (Zanes,
19717p. 150),and “What we call ‘awareness’ o .
Aonsiousness’ is not one single reality, woneemiated in one
puini. 1t is spread all uvenths budy and it is multiplied in
fnany different organs” (Keyant, 1967, p, 54). .
To fully appreciare ihe fichness of acstheue experlenve .
we musl rejcct the misongeption that “awareness resides
+  predominantly at a point behind the eyes, between the cars
and above the neck” (Pelletier, 1978, p. 22), When we
. Say human consciousness is embodled, we are saying that

{he entire body is an instrument and expression of
cunseiousness, Hana Huffman suwimuly expressed thus

. peiveprual integration of ihe senses when he wiuie, “Seeing
with the physical eyes borders on blindness, We see indeed
with all our senses™ (Berleant, 1964, p. 104). Thus

. ¥ expeitence is distuited by vateguiizing i exdusively un the
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=+ basis of a singuiar sense modality. Experience is a function
of the whole body acting as a synergetic unity. Therefore, |
the distinction beiween the sensuous and the sensualgsa ~
function of the ,“l_ugher"_gnd “ower" senses 1s an untenable
one. . ’ ¢ : *
This $ynergetic unity of the body m the act of
perception is revealed 10 the phenomenon of synesthesia or
intersegsory effec(s. Expenence is assimilated through |
synesthesta &s a unificdf muitidimensional totaliry. I suggesi
that the wnisual-tactile-kinestheu & synesthesta 1s
particulady releyan: to the perfo xpenence of she
beauty of hus or hef body. The ex ce of dyhamic form
1s a total body expenence. The sen form is often
» embodied in formal visual properties, such as proportion,
symmetry, iine, and balance. But the zesthetic, sensuous
. appeal of the body o the perform®r 1s a function not only
of these visual dimensions,®ut also of factile anda .
kinesthetic qualities of expansion or contraction, hardness
- or softness, lightness orstrongness, surrender or force,
directness or indirectness, quickness or sustainment,
freeness or boundness, ]
Symmetry 1s a fel{ symmetry, balance, a felt balance.
Dynamuc form ismot only perceived as the changing shape
of one’s physicat body, but also felt as pattemro/r .
coffigurations of one’s energy radiating through space.
Form is felt form, and aesthettc awareness of one’s body
Lan be sz1d to be a consciousness of the full sensual Impact.
of one’s athietic energy. I the aesthetic perception of the
body 1 movement the performer does not experience the
separation between the bady as viewed externaly and the
body as subjectively lived. Rather, the performer
expenences the. “fusion of this.double giyenness” .
(Madenfort, 1973, p. 7). Aesthetic perception of orfe’s own
body 1s an expenence of a spatiaily living sensuous body, a
synthests of body. as art object, with its particular. linear
qualitses, and the body as lived or felt dunng the movement
v experience. . .

-

-

. 1
. Contrary to Sarire, performers carinot obsectify theyr
own bodies{n the same. sense s, others can, for they cdnnot
1 .29 get outside thewr bodtes to attay ecessary distance.
Performers are embodied bein f consctousness-

. body, not'a “dissectable thin

p. 113). No one else ean “gee” What performers see of their
own bodies, for these aje views enriched by ynseen
e sensuous qualives. The spectator sees dancers’ bo ow
*  through space smoothly, gracefully, with apparent ¢ase and

elegance, but only the dancers can know the brute stréngth
. invoivedgn this visually hight and effortless performance.
It 13 this Sensual knowledge that enriches and enhances _»
. one’s visual Image of the body as a work of art-and that
makes this image umquely one’s own, incomprehensible to
another lopking on. -t
As a sensuous experience and a total body expefierice ,
.+ aesthetic'delight is not 2 delight_in jlluslon, as many play
.. theonsts and aestheticians descrbe the expenence-of art.
Instead, it 1s a deepentng of the experience of teality.
Cassirer (1956) charactenzed ari.as “an sntensification of -
reality. . . 2 continuous process of concrefion” (p. 184)..
Borrowing Rogchnik’s (1975) descniption of play, 1
contend that aesthetic expenence yezdelightful encounter
Wil world, “not a pleasurable rdure away from R”
(p. 12). Aesthetic experience, as an intensely vivid M
experience of concrete reality is not, however, an ordinary
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experience, in the sense of everyday practical activity
Th a “suspension of the ordinary " aesthetic expenience s *
“felt” with a compelling directness, Tn an'extraordinary
expenence the pesformer delights i the presentational
. immediacy of the sensuously concrete.
To suggest that aesthetic experience,as an intense §
encounter withi the world, Is originally grounded in,
seasory expérience 1s not to suggest that aesthetic
* expenence 1s wholly and exclusively a sensuous experience -
A phénomenological conception of the unity of mind body
functjoning is the metaphysical stance underlying this
explication of aesthetic expenence. Form perception is 2
total body-mind act arid involves both sensory and
cognitive powers. Ut -, .
Kovach (1974), definingthe stPucture of aesthetic
experience, recognized both the sensory and cognitive role¢
He wrote: N N

-
ra

The beholder does several generically or specifically

distinct things This, he sees and hears,-he uniffes
different sets of sende dati (visual and audible, even

tactile datd), he imagines and associates, he takes .
delight in what e recognizes, he judges and re-

membera what he beheld and enjoyed, (p. 291) Lo

Not intending to bifurcate mind body functioning, Kovach |
(1974) actugily spoke of the cognitive powers in aesthetic
expénence as “antemnzl senses * He desctibed the first

internal sense as the cognitive power to unify raw sense . 7

internal sense as the power of imagination; that is, o
“subjectification” of the perceptual image *‘with the result
that the 1mage may become thereby either more or less
delightful” for the percelver (p *303) Through this
subjectification of the pereeptual image the rich symbolic ¢
meanings of the body may enter into the performer’s |
appreciation of the beauty of his of her body in movement.
The potnt of emphasis here is that aesthetic expériencis
primarily a‘ensuous experience, and though it may be
infused with the symbolic of the imaginative, this
wognition Is grounded in the sensuous and its delight is
obtained in réation to-the sensuous.
Beauty Incamated: An Experience of Unity )

Beauty has frequently been defined as an “infegral lnity
of a'multitude,’” that Is, -

-
.

what makes something beautiful 1s the fi’:t’ that, init,
whether “1t” be a'material obyect ot some tybe of
activiry, there is a multitude of parts, components,
factors, or aspects, and, it the same time, also a onity
"make up those parts, ogmpor_lems. (Kovich, 194,
p.-305) A . - ’

'
Performers’ experlences of their bodies 2s dynamic forms
can be said to be experfences®f beauty incamated zs they
delight in an integral unity of a multltude of sensuous  ~
qualities the firm and muscular with the gentle and sweet; N
dhe light and free with the strong and bound, the sustained
with the quick, the direct with the indirect ‘A balance of
diverse sensuous experiences, s unification of contrasting
effort qualities into one effective movement sequence,
becomes a felt image of wholefless. Barkan (1975)




-

suggested that 1l body In ifs stationary formisa
“paradigm of proportion” because ‘4t Is a totality each and
all of whose parts can be expressed in terms bf simple
fractions of the total” (p..137). Similarly, I suggest that the
body.asit is both visually and kinesthetically perceived asa

dynamic form, may be experienced as the voncrete image |

of proportion, a “unificatioft of diversity” (p. 120).

This sense of the beauty of the-body can be expressed
in temporal terms as these sensuous qualities are organized
utto a particular patterntr a “flow of feeling” called the
dance Dancers’ zesthetic expenences of theit bodies are
not restricted td the completion of the dance but, rather,
are hived throughout the dane as they organize the flow
of sensuous events in anticipation of the final climactic
moment. In othér words, dancers live each sensuous
moment duning their movements as an anuupauon of the
rich sensual quality to come in the compleuon of the
dance As Dewey (1934) descnbed the “consummatory
éxperierice,” it is not merely the coneluston, bui is the
anticipation of the end or climax “recurrently savored
(\\;th s;):ecml mtensity” throughout the total expenience

55 .

Thisexperience of the flow of sensuous-evems isan
experience of the body as a dynamlc rhythmie form. As »
the body moves 1t unifies the “here” and “there” of
location and the past, preseat, and future into rhy thmic
form Langer (1957) proposed that a “rhythmic pattemn
aryses whenever the completion of one event appears a5+
the beginning of &nother” (p 51). In moverhent,dancers
do not experience each discrete point in space, each
distingt instant in tig, as the beginnipg of the next point,
the next instant Rather, they expenience the flow of =
. sensuous events One could say that each sensuous event
is organically and functionally related to the next. Lived
time and lived space are harmopuiously synchronized inty
one spatio-temporgt totality as the dancer experieaces hus
or her body as 2 “'pattem of changes,” a “form of motion”’
(Berleant, 1970).

H'Doubler (1940) described rhythm as the “primary,
fundamental art form™ and suggested that it Is difficult to

. Mefine because “its significance 15, arrived at only by

actually experiencing it" (p. 86). The experience of thythm
exuvites the sen'ses, and the experience of rhy thmi form, as
an expression of a spatio-temporal tatality, enhances the
crotic attractiveness of the moving body. No longer
struggling to “be there at the right fime” the performer
delights in the effortlessness of the body as a dynami
thythmic form. One could say that the performer’s body
‘surrenders™ to the thythm of the experfence. To
experience this organic flow of mdvement duting 2 Mlawless
execution or performance ls, mdccd {o expenence beauty
incarpated.

lﬂ summary, beauty, deﬁned ayan integral unity of a

Ititude, is expressed In one’s body as it Is spatially and

emporally unlfied as a dynamic thythmic form. Thisisa _
felt formg and petformers’ consciousness of their bodles s
works of art and the sensuous experience, of their efforts
are, thus, indivisible

Berleant (1964) Wrote, “Art, centering around the

-

£

~
mtn'nsically perceived qualities of sensory experience, tums
men's eyes not to the glury of heaven buti to the glones of
the earth™ . 189,} Dance invites one o partake in the
“glories” of one’s own vorporeality, to be seduced by the
sensual nichness of an aesthetiv mument, w ieincurpulate,
sensuality into the experience uf self and the world.
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_ need, however, to extend Prll’s theory beyond his

& . -

P.W. Prall, ap,influential aestheudfan Ix*u ventury,
published 1wo major works in aesthgti theory,, Aesthernic
Judgment £1929) and Aesthenc Analysis {1936). A major
point In his theory, ahd'an intAguing one for dance
theosists, 1s-hts aoncept of seria} oxders, These orders can be
abstracted to examine the clements ayadabie 1o man for the
composition of art forms. Prall (1929 states “an artist
must work with materiai¥that kave relations, degrees of”
qualitative diffezence, established grders P‘i vanation, and
structural Prnciples of combination” (p..68), According
to Prall, the recogmution of an orderedness of the.sensuous,
matenals in cagh particular art form 1s a necessity for the
exhibitionof thatform. _ “w” | .

Prall suggests two major typés of orders. the qualitative
and the cxtensional. The qualitative order includes aspects
such as sound and color, aspects intnnsic to works of art.
The extenstonzl order includes spatziity and temporahty,
the aspects into which the intrinsic or q#tivq aspeets
¢an be extended and extubited.s .

Each type of order is incapable of being concretely

alized without the.other. Celor cannot be perceived
uniess spread over surfaces and extended into space, space
cannot be defined except as something is extended mnto it.
Sound will not be heard excopt ag 1t is extended into time,
and time s only an abstraction unless something can be
evidenced withuri 1t. That which 13 not extended-i8 nothing
(Prall, 1936). Thus, although the orders can be abstractly
considered separately, are indepgndently variable, and
disunct 1n nature, they are reciprocally dependent for
concrete exhibition. s W T

The implications of Prall’s theories for dance are
interesting. Most theorists discuss dance as & space-gime-
energy art form. Accordipg.ttfPrall, however, space and
time are extensional orders which are part of ail life. It
13 only a qualitative order which 1s intrinsic and unigue to
an art form . The obvious coriclusibn Is that it iSenergy
extended into space angd time that differentiates dance from
other art forms. It is the ordéredness of the energy factor
that makes dance available to tfe senses of artist and
perceiver, ., ' X y

Fortunately, another pfomtnent current aesthetician,
Suzanne Langer, focuseg directly on the qualilativé order of

*

* dance In her book, Feeling and Form. Langer (1953) quotes

Prall and acknowledges his work as “the most serlous and
systematic analysis that has been made . . . of the s¢nsuous
clements in the arts, the a¢sthetic surface” (pp, $4-55). In
order to apprehend sensuousfotm 1n a lojtcal way, ghe, |
Prall, focuses on the work of art itself, notonthe =
perceiver’s reactions and feelings toward it. She feclsa

use of

serial orders, and lﬁtr,odu:{ct her own-ides of artistic
structures. Her focus, ajthough based.on an acceptance of
) . . B ~ -‘4 . -i‘ ’ .
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Orders: Prall and Langer Prall’s theory of sensuous surfaces, is extended to what she

feels 1s significanit lo the problem of the <reated form, that
which she valls its primary Musion The primary fllusion has
riany properiies that are similar to Rrall’s concept of the
quahtative order. h .

Langer (1953) first proposes that each art form hasa
distinet and unique “‘primary illusion” something always
created_in that art form, *‘apd always created at the first
touch” (p. 174) In her concept of primary lusion, Langer
15 in aveurd with Pral’s notion of an intrnste qualitative
aspect (it always occurs i the specific art form) She adds,
however, that the mntrinsic qualitative element is one which
is ureafed, it 1s the concept of the created piimar.illusion
svhich is pivotal in Langer’s theory. :

The. primary llusion 10 the dance, says Langer, is
“virtual power," the created force or power a8 made and
organized through virtual gesture (p-175) Before
examuning this vonuept, it is Interesting to note that, like
Prall, Langer chooses neither space nor time as the
qualitative-intrinsic element of the dance. Langer’s reasons,
howeves, are very different from Pral’s Virtual space a2nd
virtual time, that 18, created space and time, are very much
vapable of being primry illustons, Langer immediately
extends their range beyond that of extensiona! orders
She designates virtual space as the primary illusion in
painting, and virtual time s the primary illusion In music
In her theory every art form has a primary illusion uniqué
to 1, and the £4Ct that virtual space and virtual time
“belong” tofother art forms makes them possible only as
“secondary \lusions™ in alt other art forms The designated
primary illusion distinguishes each art form fiom all others;
therefore, althgugh created space and time can be, and
indeed,most tlies are, apparent In the darce, they are
secondary to virtMal power which Is always apparent'in the
o Langer’s theory, if there {s na play
of created forces, what 1s being presented simply 18 not
dance. . -

Ngither Langer nor Prall clairh the aspects of spatlality
and temporality as the ltrnsic quallfles unique In the
dance, Langer postulates the concept of virtual power as
the most vital element In the dance, Vistual poweras- |
expressed through created (virtual) gesture, Is intrinsic to
the dance. T ) :

Dance h:; begn called an art of space, an art of time,
1 kind of poetiy, axkind of drama Every one of

itssecondary Husions hes beey hailed as the tme key

to Its nature, but It is none of {hose things, nor s it
the mother of any other arts I
....are teally devices'that support the total creation
or enhance its expressiveness | The dancer, or ~
dancers, st transfotm the stage for the sudicace a8

~

. Secondary illusions f

well as for themselves into an sutonomous, complete,

~
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virtual realm, and all motions injo a play of vsible
forces in unbroken, virtual time, without effecting
- - —erther-a-wolik of plastic art or of “melos. Both space
and time, 35 perveptible factors, disappear almost
entiely i in the dance itlusion, serving to beget the
appearance of interacting powers rather than to be
thcrnselves apparcnt Thal s to say, music must bé
swallowed by movement, while colosz, pictorial
composilion, costume, decor -all the really plastic _
clements - become the frame and foul of gesturg
t  (Langer, 1953, pp 204-205)

¥ »

Langer extends Prall’s thebry of aesthetic surface to

mnclude more than thé syrface orders, “for what we perweive

1sn’t the"aesthetic surface  bat motion, tension, growth,

Iving form™ {§ 150) The aestheti surfacc underllcs the

Hlusion In the dance, this illustoa 1s pmanly that of

created power, created forces as expressed through virtual

gesture The qualitative order, or pnmary illuston, that’

which 15 unjque,to dance, 15 an encrgy, a crcatcd force

manifest n movement or gesture.

Dance theory, however, Lannot dlsregard' space and time
altogethet Indecd, the spatial and shythmu.al aspeuis of
dance are obvious as integral part; of the dance. Langer
calls them secondary or supportive dlusions, ones that are
part of the total dance imag?. Prall expands his view of
spattalily and temporality by staung that they dre’
qualftative as well as extensionial orders. He says of
spatality that 1t 1s necessary not only for the visualization

, of other orders, but it is uself an order of dlmcnyéndlty.
dimensionahty being 2 quanutative order in art
composition and apprehension. " ’ -,

Timge 15 not seen simply as a receplaclé, not just a2 thing

in which other things endure, bui as an element relaling tu
ihe definite nature of this endurance tn measured and
numbered ways Prall notes that temporahity 1s of | gréat.
signifivane in dance He equates iemporality with muton,
and since the medmm of dance 1s movement, his
conclusions are readily apparcm . '

1

-

Dancing embodies rhythm and motioti more
Lbviously than any other art, still . . thythm s of
the formal nature of all arts as well as of dancing, . ..
dancing Is never thc mere thythmic elements
themselves, but the rhythm appeanng through other
N elementary materials of beauty, volor, and shape and
space relations” The thythm of dancing s . f .
marmfested in moving shapes, it 1s an order of time,

and such temporal order, as we have already seen, 13

apphcable to, sfnot neccssanly involved 1n, all of

the arts (Prall 1929,p.79)

If Prall’s thqorics are accepted, jt must be agreed that
space and time are extensional orders with the capacity of
beng intrinsic to wertatn art forms Visual shapes, although
pait of the order of dimension, are more spatizl in their
composition than anything else, dimension and selatiuns of
dimensich make a sha.pe unlque from any other shape.
Although dance is movement extended into time (which,
according to Prall, is itself motion), the exhibited rhythmic
patterns and tempos are intrinsic fothe umqucncss of 2
, particular dance.

So it seems, especially in terms of the dancé (and for

”

’

other spaually and iemporally extubited art fqrms), it s
impottant to be cognizant of the muiti-dimensienaliyy of
these phenomeng Even without denying the pervasiveness
of spac€ and time, even though every thing is extended jniv
spave andfor fume, there are aspects of spatiality and
temporality that. arc umquc and, perhaps, mumsn..to the
dance.

Accordingly, th:s short discussidn of the thedretical
philosophies of Prall and Langer vreates sume interesiing
vonsideration for the study of dance aesihetics. Essenually,
one would have to conclude that the heart of dance 15 the
virtual energy which s extended into space and timte, with -
spatiglity and temporality also serving as wmposulonal
elements ihat van be mampu[alcci and yombined with the.
qualities of energy to make up the whole dance.

With the identification of the intninsic and extensional
orders 1n dance, the next step is to render these elements
awessible, as Prall (1929 stdtes, as ‘matenals that have .
relations, degrees of quahitairve difference, established ‘
= orders Of vaniation, and structural principles of
combination” (p. 68). If the tenants of Prall’s theory of
orders are acvepted, the idenufivation of the order
structure of the elements of dance 1s necessary for the form
10 be vonceiyed by artists and perceived by viewers. One $
muvement theonst whu would seem tu be in agreement is
Rudolf Laban.:

Laban’s Effort/Shape Theory
Laban is responsible for the most exiensive work -
presenily done 1n the ordening and vodify1og of human
movement. His work stems from 2 phiosophy much itke
parts of Prall’s. “He beheved the key for the unfolding of |
human «apacities to be embedded in the dynamic |
wonfigurations of dance (Laban 1966). He says in Masiery i ‘1
vf Movement (1950}, “A sale’could be built up, ranging
thtough many degrees, plotiing the mosi resincied and
fixed effort<apauities of pumitive ammals right up 10 the
potentsally most complicated and changeable effort- -
atutudes of civihized man™ (p. 14). Throughout his work
with movement, Labarrordered movement, affalyzing and
vodifying tosender it more available andiomprehensible. . . |
Lzban states in hif first major work, > Effort (1947),“lt
becomes necessary to study rhythms of bodily motipn,
and o extract from them%hose elements which will help |
us o vompile a systemati survey of the forms effort van
take 40 human action™ (p. 11). This marked the beginning
of the systems Iiban created for analyzing and notaling
movement. The Effort system, which today haspen .
expanded to ihe Effort/Shape system of analysis, 1s “a R
system for describing movement dynzmics and style, a
group of terms and concepts logically and intncately
telated 1o each other which refer to-the qualitative
aspects of movement, 10 how one moves rathes than what .
onte does” {Dawis, 1270, p. 34). Laban coftcurs with Langer,
spav¢, Lime, and motivn favtors are Secondary 1o what he .
«alls “effortexpressions,” and she calls “virtual powers.”
It is thiough the images cieaied by the diswernibie efforis
that the pumary llusion of dance, the virtudl powers of
dance, become apparent to the observer.
Effort,/Shape is a way of lopking at the qualitative
aspects of muvement, movement quality which van be .
thought of as the “how” of movement. Was the person’s . *
movement quick, strong, sustatned, or controlled? Was
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there adieavy quality 1o the movement? Did the person’s
body unfold or carve out space? Was the movement .
initiated arid phrased? Did it.have a central impulse or
spatial counter tensions? Effort/Shape-is a vital tooln
aesthetic perception, and a viable ordenng of the sensuous
and expressive qualitative aspects of the movement
experience. ‘L

. Effort1s the inner unpuise that gives rise fo movement,
every effort can be regarded as being made up of four
factors. flow, space, weight, and time. Qualitative change
concentrated 1n each fagtor occurs tn a range between (wo
polarities. Each of the, extremes is called an elemeit or
quality, and each is subject to individual expression and
préferences. . .

The Effort factors are always present in movement as
quantities. Any movement always involves a certain
amount of tensiolvand a2 quantity of weight, it takes
ume and travels in or occupies a certain amount of space.
When the mover concentrates on changing the quality
of any of these factors, the appearance of one of the eight
Effort quzlittes colors the movement in a particulaz way.
The elements can be considered as products of the mover's
attitude toward the Effort factors, 1.2., 2 light attitude
toward weight or an indirect-atutude toward space.

These foundational elements of Lgban's theory of
Efforts, the factors of flow, space, weight, and time, and
thetr respecuve polanties, constitute a specific order of
artistic elements. These are Laban’s itgredients of

moyement upon which st 1s possible to congentrate exertion

ot effort in 2 dance: flow 1s the how, weight is the what,
wme 1s the when, space is the where, These elements make
fp the virtual power, the sensuous surface of the dance.
With Shape, the “other s1de” of his movement-analysis
coin, Laban seems to acknowledge the dual nature of
spatiality. A coyorker of Laban’s, Warren Lamb, 15
responsibie for the formulation of Shape as the correlate of

Effort. “His concépt was largely drawn from the affimities |

of certain E ffort qualtues with specific dimtensions of space

which were discyssed by Laban in his Choreutics, a study of
,harmony” (Dell, 1970, p. 6). Shape 15 concemed with how_

the body forms itself 1n space. o t B

- L -
The “shape” vanables are broken dowh into shape
flow, directional movement, and shaping, distinctions
/whlch-rerer to the way in which one moves urs‘p:ce

not s:mply to **where* one moves. That 3,2 -
movement may have a quality of merely “growing”
ar “shrinking,” going away or toward the body with
No clear “projection  in Space, or it may have distinct
directionality, clearly ‘going somewhere.” Thirdly,
i may have a quality not only of projection into

. space,but atso a threedirensional “sculpting” mmd
accommodating to space of the body part ¥hich is
moying. (Davis, 1970, 'p. 33)

SN

Affinfues between the Effori glements and the Sl]ape
elementy exist, with each of the Effort factors having 2

directional affinity. Light effort rises, strong sinks; indifect

cffort widens, direct narrows, swstaingd effort advances,

A " ) ,,
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and sudden fétreats Jn one more way, then, the Effort/
Shape systeih identifies both a qualitativeand an -~
extensional order in the element,of spatiality” |
The study of Effors/Shape gnalysis is the study of a
system of aesthetic ordering of movement elements The
Effort elementy seem to be viable components of the
primary illusion, the virtual powefof the dance. AS Joan<
Russell (1961 ) 'sjatess*“There was no arbitrary choice of
. motion factors, thus classification derived from many yéars
of observationAand study on Laban’s part Many people
interested in different branches of movement havé hated
thus analysis af 1 valuable contributién to the field of
movement stddy in general” (p 23). Laban’s Effort/Shape ’
system of analysis, theh, is an ordered scheme which
upholds Prall’s theory of the necessity of serial orders for
the conception and apprehension of an art abject
It must be noted that if Laban had not developed his
Effort/Shape order dance would still exast The point is,
rather, that an orderedness of the energy—of the qualitative
Intrinsic elements of dance-does exist, and Laban has
identified one way of expressing this order As applied to
the pnmary iillusion of the dance suggested by Langer {the
" realm of virtual powers displayed through wirtual gesture),
Laban’s Effort/Shape system of movemenpt analysis seems
terrepresent graphically elements that are multidimensional,
hinearly ordered, and deschipiivd of the sensuous sarfape of
the qualitative order of the dance.
The usefulness of Laban's system has been recognized in,
many ways. It is 2 basts for composjtion and choreography
yclasses In many pniversity dance departments,
improvisation classes have explored the Effort/Shape
elements and their dimensions, Marcia Siegel bases her
dan®¢ cnticism, her apprehension of dances, on an
understanding of Effort/Shape principles, dance scholars —==
are beginning o study and codify the dances of other
cultures using a combination of Laban’s Effort/Shape
system,and Labanotation Fordurther examples of the uses
of Effort/Shape in movement research, the reader is
referred to Cecily Dell’s A Primer for Movement
Description (1970) and a small monograph, Four
Adaptations of Effort Theory In Research and Teaching
{1970), by Irmgard Bartenieff, Martha Davig, and .
" Forrestine Paulay. These and other publications are
available from the Dance Notition Bureau.!
Martha Davis states, “Effort/Shape analysisisa
tomprehensive system for describing movement style and
the form and quality of the movement progess” (Davis, ~ ™
1970, p. 33). Laban has contributed to the dance art one
viable method of expressing and perceiving the orderedness
of the elements of dance, Effort/Shape has thus helped
render the sensuous surface of dance more accessible to
agtists andobsérvers. B :

-
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Dance i$ an aestheti expenence. From the perspecitves of and should not be confused with bound flow which
both dantes and observer, that which ennches an already is more restricted and controlled When strength s
satisfying experience is to be sought; and when discovered, allowed 1o rarify and become delicate, it 1s Mght
pursued, In this paper, an attempt will be rpade to show The intention becomes indulgent and expansive, -
that the Effort/Shape Theory of Rudo!f Laban provides _ weight is overcome and movement has a fine touch,
just thus enrichment for the aesthgtic expertence of dance. It is tmportantto remember that the weight element
The Effort/Shape Theqry developed by Rudolf Laban . is active. If a weight attitude 1s passive, either 1t
offers the most defined a&d objective, approach to observing . becomes heavy (gives in to another force) oi limp
qualitdtive aspects of movement. The strongest visual {descnibes the condition of being acted upon rather
statement of dance i3 often madejby the trace form of the than actively chariging qualities). *
movement in space, The quantitative phass lies in observing Sudden and stistzined arc the “time™ elements A
how much, how little, howAast or slow, how large or small They are not related to quantities of time - fast and ’
the mdvement i3, Laban's Effort/Shape Theory creates an slow. The physical span of time can be exactly the
awareness of the subtleties of movement, ihe character of same for each mvestment, but the attitude toward the
cach movement &s it reflects the dancer’sattitude toward » investment creates a different appearance. Sudden
invgsting energy in movement and toward adapting the Is an urgent, instantaneous attitude, 4 sense of “now?,
body to space. it is 2 condensing decision in time. Sustalned is
Laban began experimenting with movemzm as “frec active stretching out of time, a leisurely indulgence
dance prios to World War 1. His it was spent analyzing nd 1t 15 not the same as slow motion, which s the evenness
synthesang what he saw as basw principles of human of bound flow rathes than mdulgent:e in time Sustalned
movement and applying them (o mdu;uy, recreztion, movement results in sequential movement thiough the
theater, education, and dance $The primary thearies body, whereas the physical movement in sudden is
resulting from this work are Labanotation, Space Harmony, simultaneous. j
and, Effort/Shape. “Space” Is characterized either by a direct 6r indire
The Effort theory describes 4n individual's attitude (flexible) attention. Direct is goal orlented, channeled,
toward investing an expertditure of energy to accomplish a and pinpointing, with a sense of vondensation /ndirect -
movement (how thesbody coneentrates its exertion). The c B active, exgansive attention in space. Indirectnesy
Effort elements are described as activecrystallizations in , Joes not result in being vague or “out of space,” rather §
flow, weight, time, and space. The wordq “active . ismultifocused. Physically, direct tesuits 1n movement
urystallizauon™ are important. “Active™ suggests the person . owui in one dimension o1 on one plane, while indirect i
must be active not passive. “Crystallization" means that movement is multiplanal, . -,
infingible eléments are given a defifilte or concrete form, One polarity of each of the four basic clements s “
Each Effort clement ljes on a continuum and the characterized by an mdulgcntlexpgnsi\r& attitude andthe ¥ .-
. investment of energy may be considered high, low, of . . ~ . g,
neutral, Exch Investment may oscur Individuslly or in iy . N
combinatiqn; changes may occur at any moment, Thero ) : N
are no value judgments in Effort theory, only an Indfcation Light ~ Indrect / _ = e
of what #s appropriate and !mppropriate at any given time., K -t o]
", The‘flow” clement is related to the “goingnessof - ~ - \
mo\gement",frbc and bound ue,!he qualitic: or- . e
characteristicsof this ¢lemient. Free Is an Indulgent, - v o= : -
" expansive attitude, allowing energyflow to go through o R . "
"and beyond the body boandary. The jolnts have an ‘ ¢ - X
opepness about them and the movemeny has an induigent/ ree fighting/ N
unrestricted feeling. Bound is a more sestricted,, °XP'"*W° sustalned sudden condenting
controlled approach allowing for more clarity. . : . T
There Is a sensation gf keeping the energy flow within . // o
body boundaries, with a tightness In the joints, | / 4 . g
The “weight?” factor characteristics are light and ' 7 ! . - -
sirong, Strong implies Impact; 2 penetration and y, . , . .
. engaging of body weight with a forceful quality., P p -
This characteristicIs often equated with a sente of =l . Strong A §
-self, “I will do it1”Jthas a sense of ‘going throughs”. . ) ot
. - . L "
o 20%: <ot <
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other by, a fighting/condensing attitude. When the clements
are placed on the diagram Laban used {o symbolize the
Effort theory, a diagonal line demonsirates this division.

Affimities within the diagram are presens when any single
clemen is explored, for example, sustaingd 15 assoulated
with highwness, When any two elements exist in combination,
Laban calls the result a mood oi state. Three elements
vombined are called dnves. When all {ous are preseni—this
rarely happens—the result is called a complete effort drive.

The “shape” theory represents an individual’s attitude
woward changing the form of the hody, adapting it in shape
and in relation t6 its access to space. The three shape
eiemenis are concemed with the design concept of point,
line, and three-dimensionality . Shape flow 13 body-onented
shape change, based upon inhaiation-exhalaion, folding,
unfolding, growing, shanking—the vhanges the body makes |
1n relation to its center. *

The two rematnung elements are enviroament -onented
shape changes. Direcnunal muvement is goal onented. fuis.
either central og peripheral movement bndging the
environment, going to a focation, It van alsg be concerned
with the form of the path, either spoke-dike or arcdike,
rather than with the goal itself. § -

Shaping or carving movement is pro.ess oriented,
forming the space o1 adapung io i1, moiding, sculpung the
environment. The body 1s constantly active as it iravels .
through all three planes, molding space nto plaswe forms.

‘Anawomially speaking, shaping requires the constant
biending-of the muscle group funcuons in many jomnts v
allow the body s fullest adaptation™ (Dell, 1970, p, 55).

Any singular movement sequence may be analyzed by
appiying either the Effori or the Shape theory or by
Gbserving the continual changes in both theories
sugultancously. There are ceniain aspects of the theones
that seem tcroverlap and become uncleas, but it is possible

- 1o clanfy these aspects if the mover's intenifon 18 clear and
the observer is astute. R

Effor/Shape theory s & contemporary approach to

datice is of interest philosophicafly. Current theones in
philosophy of mind, philosophy of action,%nd metaphysics—*
are all callegd into play, with respect toboth the™ . _
choreographer-dancer and the cntical observer. Both these
foics Presume active partivipauon, and, in speaking of such
acttve participauon, we find ourselves directly concemed
with agents and thetr actions and intentions as well as with
the minds afid bodies of those agents. o

The literature of metaphysics and philesophy of mind
vonwzns many theones voncermng minds and bodies, It has
begn Jlamed by some that ogly the physical exists, and
L{Bt suke there is no evidenvg of “mind,” it must be merely
a ligment of our imagination o1 a linguistic construct—
somethung that doesn t really exusP{maignalism). Othens

. which they are

[N 1 .
of,minds assent to (idealjsm).

Between these two extremes are various versions of
dualistn, the position that both minds and bodies exist
Among the most common versions of dualism are
interactionssm - the yiew that minds and bodies interact
with one anothei, epiphenomenalism - both minds and

, bodies exist, but ol?ly bodies can act upon minds, not vice

versa, reverse epiphienomenalism - buth minds and bodies

— exist, but pnly minds affext bodies, not vice versa, and

parallelism - both minds and bodies exist buteach acts
independently of the othei, although each 1s in harmony
with the ather, -+ - .
While ihese views and uthe: variatiuns l::}.h:en offered,
the pusiton must uften espoused by the awélage person is
_intesavtiontsm This view we 106 shall aceept here, with no
_furthe: argument than the ubservatiun (hat it appeals to
common sense and most people’s jmtlitions.!
For both thechoreographer dancer and the gritical

" ubserver thet 1oles as voliuonal beings aje of importanee

This bnngs us to a vonsideration of the theory of action
An action will be said to be an event? in which 2n agent
does something. An agent i3 a ratzonal, volitional being.
usually a person, Intentions are explicated yariously, and
are very problematic philosophically , but most intentions
seem (v include an agent’s resson for doing somethiog, the
knowledge thal he or $hé is doing it, and a purpose for
doing it. This characterization of intention should prove
guite sufficient for our purposes, and we shall limit our
dis,ussion of movement (o intentional Movement or action
Whle there has been much recent discussion about the

_ - theory of actjon, we shall follow one of the most widely.,

accepted explanations of action, namely, that an action is
comprised of (a) the fact that one’s arm goes up, (b) the
fact that one raises one's arm, and () the mental event, that
18 prior tg one’s arm going up and which causes it 3

In light of what we have provided as philosophic
background, let ys consider separately the choreographer-
dancer and critical observer as understood through Effort/
Shape theory in dance, ’

[} ~ ‘

Chortographer-Dancer

A “horeographer dancer™ Is a danve: who Intentionally

Py ¢

determunes ife nature of the dance iu be performed, that Is,

an individua! who decides not only what physical
movements-arejo be carried out, but alsc the manner i
‘be carried out.

As we know, Effort/Shape theory provides the

. chureugrapher daneer with ostensive definitions that cari

serve a3 intentions affecting the manner In which dance
movements are executed. The choreographer dancer
performs specific dahce movements that osiginate in the
specifiv definuiuns invorporated from Effort/Shape

have said that only the mind exists, gnd thay what is . orhedintentions. Since the pomplex mental event is that
. perceived as the physical realm i simply.ideas which groups which makes an action that action rathgr than any Jiher,
j }i * - ©a PRI
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' For ‘those who do nes subscribe 10 intergetionism, what follows may stitfbe understood by means of alteration of
terminclogy in the appropriate places, e.g., replacing “mental event ™ with

Il P *
‘material neuralprocesses” for the

into his .

materialist, or “physical event” with “commonly agreed upon Idea™.fon the ldediist, erc. -t

24n event {s merely a change In :r'am of affairs having du;arfop. ™ N

, 3Although phrosed to describe an arm action, kny other physical movernent rzay be substituted
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- . ’ * [ 4 » L] i

-

-
1

-

.
L]




/
; iis the choréographer-dances’s  intenuons that womprise
. the complex mental eveni. Whena chgreompher -dance:

invorporaies the specifics of Effori/Shape inig hus o1 her
dance, the result must necessatily be different {aside from
spatio-temporal difference) from movements execuied with
the same intentions but not denvea from Effon/Shape
theory.

Now, in what ways might movements diffe from one
anuther? Certainly spativ-tempuially, bot.ge have already
¢liminated these. Quantitative movement differences seem
to make little sense, 30 we are lefi with qualitative
differences. Since movements or actions occur on the
physial level, they are observable. Thus, Jhoreographe:
daguers incorporating Effort/Shape theory inio sheur
mienuons for acting should move in an observably different
manner {rom either other dancers who do not include
Efforl;Shape intentions, or from themselves when they do
not include such intentions. This brings us to the role of the
critical.obsecver.

Critical Observer

The “nucal observer ™ is une who observes performances
of dance and does 5o actively, that is, with an understanding
of the methods and tequirements of dance performance.
Such an individual would be aware of the physical and
theureunal abthues and undemsianding characienz
dancers and dance. More specifically, for our purposes, the
cntical observer would be able to distinguish qualitative
differences in the dancers’ movements.

The critical observer is one who can perceive physical
differences among d2ncers’ movements which, though the
same 1n kind, are qualitauvely different. If it 13 the (ase, as
#ve have asserted, that the intentions of the choreographer-

* dancer using EfforiShape theory differ from th%

choreographer- dancer not using the. theory, and
difference in actions performed is qualitative, not different

4 .-n

the same, ktnd should be able tu sell whena ..hureugraphe:
dancer has incbrporated Effort/Shape ints his o1 he
inienuons for aving (assuming that the cisisal ubserves 1s
conversant with Effort/Shape theory).

One might objedy, at ihus pomnt that, a priori, we have no

. way af knowing if thus is in fact true. Dafferent inientions

on the part of the chorcographer-dancer may result in the
same 3011 of qualitative differences as the intenuons of the
Jhoreographer dancer using Effuin/Shape theury iesultan
With this we agree. What remdins is an empirical
investigation correlating teported dancers’ intentions with
specifics of movement. Until some such study is carned
ou}, We cannut asseit qualitative uniqueness with iespet (o
movement, ihe intentions behind which inulude Effort,.
Shape iheory. We van, howevel, foi the reasons given
above, still assert qualitative difference between actions
incorporaung Effors, ‘Shape inientions and avtiuns Aot
including them, *

The responsibility lies at both ends The choreographer-
dancer must clearly undemand his or her own attitudes and

. intentions and convéy them with technical skill. The cnitical
vbserve: musi be senstiive tu ihese subilenes of muvemeni

<

15 kind, then it would seem possible that a critical observer

who can perceive qualifative differences 12 movements of

in ordei to perceive the dance precisely. When the
horeagrapher dancer employs Effort/Shape theury
skallfully, the movement will have an effect upon the
oritival abserver and wall greaily enrich the communlative

powers of dance. N\ .
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BEAUTY AND TRUTH IN DANCE ‘OUR UNIQUE G

IFT 1O HUMANITY

What 1s bealuy:? This question confronts us tod-ay even as it
chailenged phiosophers and arusts throughout the ages.
While 1t may be thar “beauty 15 in the eye of the beholdes,”

he wrote, “Beauty s truth, truth beauty.” This ideal

‘ offers insprration and direction to all artists striving for
perfection through theur art. In this paper | wil} attempt
10 establish the relationship between beauty and truth
and apply this voncept specifically to the art of dance.

, Qe craft of dance deals with the human body and the
clem®nis of ume, space, and force, the art of dance,
however, cannot be 30 easily categorized. What ilfusive,
combination of qualities com&together to yield an
aestheucally pleasing creztion? Before that question van be
approached, we must try to establish 2 concept of beauty.
“The quality of objects, sounds, ideas, attitutdes, etc., ~
that pieases and graufies, as by thewr harmony, pattem,

excellenge, or truth™ 15 one mnterpretation (Funk & /
W). This broad explanation
) encompasses the 1dea8 st forth by numerous phylosophers.

Platoand Anstotie thought symmetry wasof pnme
imporiance if the :dentification of beauty, but fater
philosophers rejscted this idea as either too limied w1 as @
unnegessary. Many centurtes later, St. Thomas Aquinas
100k a more-holtstic viewpomnt. He declared that “beauty
includesthree conditions, tntegrity or pei'feétion -
due proportion or harmony, and, Jastly, brightness or
clanty " (Nahm, 1975, p. 246). Thisthurd condition “is
connected vath the medieval Neoplatomue traditiop in
which Jight issthe symbol of divine beauty and truth.”
(Beardsley, 1967, p. 23). Shakespeare cloquently stafss
His view, on the subject. “O! how much more doth beauty

. beauteous seem, by that sweet ornament which truth doth
) - give” (New Dictionary, 1936, p. 41). A century before  «
Keats, the Earl of Shaftsbury declared.
- L]

The most natutai beauty in the world 1s honesty
and morai trath, True features make the beajity <
of & face, and rue proportions the beauty of
architecture, as true megsure that of harmony and
. music. In poetry, which ¥ all fable, wruth still is the

- , perfection. (New Dictionary; 1936, p.‘?64)J
! More recently, nineteenth-century American art critic  »

Henry Tuckerman affirmed, “The solf, by an instinct

“dance. It 1s both their duty and Pivilege to express through “ i
i
{
\
i
|
t
j

« tools. They can manipulate these in waysinique to dande

stronger than reason, ever associates beauty with truth” \

r
C ) ( 4 ' JiltHoerter ™ )
AN State Univérsity of New York at Buffalo ’ Lo
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through words, as well as movement, their awareness of
the fundamental relationship betweenAruth and art For®
example, Charles Weidman stated that “Real art can niever

R these words do no1 bring us any closer to understanding be escape from life,” (Weidman, 1966, pe 51), while Ruth
this much-sought-after quality. John Keats in “Ode on a St. Dents stressed that the arts “are the sy!ﬂbol and
. Grecian Umn,™ however, captured the spirit of beauty when language for vommunicating spirttual truths™ (St Denls,

1966, p. 14). '
But how does thas idez - “Beauty s truth, truth beagty*
sefate specsfically to the danwe” There are two distinct oles
In dance that must be identified and examined. the ~
choreographe: and the performer In dance, the element of
truth is first uncovered by the creative genius of the’
choreographei and then revealed to the audience throu
the expressiveness of the dancer-performer
First, Iet us deal with the role of the choreographer
Chureogiaphers are challenged to find a truthfulisolution
{o the problem of tranjlatingldea injo movement To begin

e

L o

-~

with, it [s essential thatythey choose 2n ldea suitable for
expression thiough desfce Much can be stated nonverbally :
that cannot be conveyed 1n words The impact of a simple
gesture, however brief, might reqeire pages tq translate,

_perhaps even eluding the writer's art entjrely Nevertheless ‘
there are certan subjects that can be expressed nore |
successfully through 2 different art form than through
danve movement. Choreographers. must judge whether or
not an idea will be best disphyed through themedium of

ovement.vhat might otherwise be left umsaid, | .
Choreographers must acquaint themselves thoroughly

with theu subjects through introspection, observation, and

study. Diving into the unvonxtous, chorepgraphers can get

in touch with the source qf their theme They must then

carefully draw what they Nave learned up to the conscious

level, dluminating it. The more ¢horeographers discover

about their subjects from a varlety of sources, the more

they will be able o convey. 2 '
Chgreographers must clothe an idea with fance

moyerhent, i.¢., give it form. The human body, and the

clements of time, space, #hd force are choreographers’ basic

For example, a choreographier might choose to develop a
single aspect of an emotion through movement, graphically |
displaying its-many facets. §elma Jean C?n (1970) tells,

us: .

N
-

Profohgation may'emphasize 8 Movenent
choreographic enhancement, or stylization, extends
the emotional expressiveness of the gesture™The Y

- (New Dictionary, 1936, p. 40. - ., dance has not'merely added form to the moxgment, |
] ‘( In itg essence as sincerity, fidellty, constancy, P It has infensified ¢the meaning of the movemeént A
: “(aftRfulness to the facts of nature, history or life... " {p.7) w ’ t
truth is beautiful (Funk & Wagnallg, 1963, p. 1438). . _ ]
Many twentiethoentury daride artists havo expressed In the search fOl‘lppropriatc movement, choreographefs
N ¥ L]
- : T e " v 18 é3. - . ~
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aleo tum to the study ofin’s patural movements.
Children express themselves quite freely through
movement. As we grow older, wetend to layer ourselves
with various protective s.h:efds in our control of speech and
emotion. Yet a great deal can b legmedby observing a
person’s body posture and movement—desplte his or hew
desire tu keep this infurmauon seciei. Marthz Gizham has
said, “Nothing is more revealing than movement. What you
are finds expression in what you do ... ™ (Sorell, 1966,
p. 36). By observing physteal and emutional reavtions tu
variuus stimuli, choreographers can discovei a truthful
movement-vocabulary. - .
Moveineni does not lie! This s a mixed blessing for
horeographers. On one hand, they have a wealth of”
-matestal from whech tv draw in then search for a faithful
translatiun of idea intv movemeni. By extending the range
. of man s natural movements (o its furtkest boundaries,
choreographers are able to portray, enlarge apon, and/oi
distill human thuughtsy avitons, and emutions through the
language of dance. This wordless uiystallization and
magnification of consiousness breathes life and beauty
inio the art form known as dance. On the other hand,
vhureugraphers aiso have the responstbdiy to truthfully
p«?uq an idea. They must be willing tu invesi the ume and
effuit needed tu find just the night movement. A departure
. flum uruthecannut be easty vunvealed. Dors Humphieyt.
., emphasizes this fact. Lt
Nothing so Jleaily and inevitably reveals the inner
man than movement and gesture, it is quite possibie,
if one chugses, 1o conceai and dissunulate behind
words of painiings of statucs or other forms of
human expression, but the moment you move you
stand revealed, for good or Ui, for what you are,
(Sorell, 1966, p. 113) )

f Integration of body and soul is essential for the
<hy aphei attempting tv vunvey ¢ruth shrough dance.
Isatyia Dunvan feii thai the budy and suul musi grow so
‘;larmomqusry wugethes that ¢he nawwal fanguage of that
suul wadl have become the movgmeni uof the body™ (Suiell,
1966, p. 31). Formulating the soul’s language into

. meaningful moverment-Hanguage is the Jhoreographer’s
challgnge. To accomplish this, personal integration is
essential, Luis Elifeldt underscoies this idta whensshe
explamns tha ifi wide: Lo find #basi movement one must
move as a total humati being (Elifeldt, 1967, p. 57). Hanya

Hulm sumsypﬂMU\mcpl in hei poetic desvrtption uf hey
mentor’s ’philowphy. v

.
L]

» * .
fo Mgry Wigman the dance isa fsngmge with which
man s born, the ecstatic manifestation ef his
existence . . . the dance 1n which body and soul
becume an indivisibie ehtity “turns into the trufhiful
murzor of its humamty.” (Holgg, 1966, p. 4'2)

Choreographers conceive both tfefourpose of the work
and the actual movement patterns, Thi%fthen rely on the
danver’s ability to projest the sigmificance of the work (o
the audience. In order 1o fully express and enrich the
vhureographes’s wurk, the danver-performes must also
expenenyc an integration of body and soul, When we find
“dancers with great technical ability who ar¢ unable té

L .
. - ~ 2y

. must Instill awareness of the necessity for integration,” i

# | nurture ihus blossom of bodysoul integratiun

n

|

Jnspire an aud'{cncc or bring life to a dance work it is
.because of this lack of integration La Meri (1966) tells us,
“Techmque—body wontrol - must be masteied oply because
the Bogy must ndt stand 1 way of the soul’s
expression” (p. 7). /tm
ldeally, awareness of this body,/sould uhity should be
wultivated from the beginning of danve Liaining Danvers
must be taught 1o breathe life into every movement, .
enhancing the movément with the richﬂué of their own
individuality. An absent minded, mechanical approach to
studying dance vannot yield an artist Herg the burden of
responsibility is shared by teacher and student. The teacher

provtding guidance along the path to self discovery Mary
Wigman (1966) reminds us that “‘to teach means to shed

Kght on the teaching materials from all sides, tu vunvey

it from the aspevts of the functional as mych as from the
viewpoint of spiritual pénetration and emational

expeiience” (p. 110). Thivugh a cumbinativn of hard work
and intruspeition, Lthe student and teavher van vultivgte and |

.
- -

A danver who has pesfected technique and realizes the
uneness of budy and soul is able to move wiih a spint of
[regdum and juy. Thus dancei peifurmei nuw has the ability
{o inspure the audienve with ihe vastness of human
putential, As audience members, we feel admitation for the
dancer's technical brilliance—a tribute to will power and
stamina 1n achieving a‘goal of physical perfection. However,
technique alone, no matter how, brithant, Is n%'g'cr sufficient
There 15 a great threat to the integrity of a dance work
when a dances (or audience) faflto recognizg the uliimate
pu?pose of technical perfection. In Mary Wigman’s (1966)

words, * . . . wherever technique is worshipped for ltsown 1
sake, art.ceases 10 bc.1Tcrpsic‘horc coversherheadand . .
sileAtly turnis away from the child of her love, from theron
refusing him the grace of her gift” (p. 16). To be true to
thelr art, dancers must be able to avoid the pitfall of
exhibltionism. Thivugh ap awareness of body,/soul unity,
une-pointed dedlation off stage, and Intense,Sustained .
wneeniiatiun un stage, dancer performeis are ablg to reach |
beyund themselves and fulfill thel mission as expressive
veltices for the choreographer. .

Inherent in each Individual, and evident in the artist, Js
the desie foi perfection. “Truth Is so great a perfection,”
Pythagoias writes, “that if God would render himself visible
i0 men, he would choose light for his body and truth for

_his soul” (New Dictionary, 1936, p. 666). As dance artists,
ievealing truth through movement is our challenge, our
goal, and our uniﬁgc gift to humanity. lsadora Duncan

bcllgvctrth'at “spiKtual expression must flow into the.
channels of the body, filling it with vibrating ligh{” (Sorell,
1966, p, 32). 1t is the challenge of the chorcograﬁ erto
.captre this light, this truth, Jn moveément. It is the privilege
of dancei-performers to convey this truth to the audiernice.
For whengpoth the choreographer and the performers fulfill
their roles, perfection is reached, truth revealed, and beauty
manifest.
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. AESTHETICS AND CHILDREN: MOVEMENT-INSPIRED STUDIES » .~ -
R IN THE INTERRELATEDNESS OF THE ARTS ., - -
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In thus day of ecumenicity In the arts—when poetry has | Jennifer may chqose ‘a smoothly swaying movement of the
_*  become a visualmedium, when kinetic sculpture moves and arms and torso, Tony may decide upon a pointed jump.
dancers stand motionless on stage—certainly in this day, if punctuating each syllable with a thrust upward In Some

ever, 11 1s possible to teach gesthetic principles that span the cases the sensibility or momentary mood of the ybung

arts. e creator wilfdictate the shape and texture of the movement
Long befofe.entenng schoe!; ctuldrer discover the more than will the aural orvisual imagerof the nam¢ But,
possibilities for expression affgrded them by the movergent as 1s generally the case with the creative an inquiry
of their bodies, From birth they use movement as a means into the mental stimulus that triggered ﬁ%rea e
both of entgrtaming themselves and of gathening important response is a difficult and frequently unnecessarypursui
information about themselves and their warld. Since Instead, the {eacher riiust observe and point out to the ¢l
experimentation with the creative tool of the body the texture or quafity exhibifed in the movement response
commences long before introduction to tHtools of As in so many+classroom sftuations, the teacher must
language, drawing, painting, wniting, singing, ot any othes assume the Socratic stance as the invéntiye poser of e
creative activity, movement of the body presentsitselfasa  ~ questions. The classmates of Jennifer anthTony
natural construct on which to base children’s studies in the undoubtedly will respond with imaginative verbal
inteirelatedness of the arts. . representations,of the movement dualities in question. The®
A distintion shopid be drawn here bétweeég, on the one chuldren may then be asked to superimpose opto their own
_hand, teaching an appreciatiomof exisfing works of art— . * _ name-nspired movements the texture of Jennifer’s g
| educational “art for art's sake”—and, on the other, the . smoverhent. Now Tony’s. Now Justin’s. .
| structuted cultivation of the creative impulse in the Afffer aft awareness of texture or quahty in nlovement
chuldrent themselves. In the following studies emphasis is . has been developed, the teacher may introduce that
placed upon the atter pursuit, with the former serving as comXept as it fanifests itself in the other arts In order that

~#neans to an end. For the elementary school teacher dealing the chitd's Sensitivity to the universal character of the
. with comparative arts, some philosophical base groundéd.in creative impulse may be developed, the teacher should -

an appreciation of the Zrts is essential. But meaningful minimize the period of time separating the child’s own
-, subtleties ansing from the teacher’s integrated grasp of the creative choice of movement and the intigduction to other
créative process have rio‘opporiunity to manifest . arts. It is suggested that related works of art be presented
themselves until the teacher is supphied with tnstructional to the class soon after movement has been explored so that
v mateqials offering occasion for the manifestation. This the children, when confronted with sophisticated creations,
paper oﬁenwtmt:onﬂ approaches, one dealing with stifl fecall their own creative decision making
the compositivrial element of texture or quality, the other While ail the children are “‘moving thelr names” in the
. . with that of symmetryfasymmefry. ) 0 . fluid, smoothly flowing quality-introduted by Jennifer, *
) - y the teacher may project upori-z-wall or screen 2 ,
Texture pr Quality , * * — AR reproduction of an Impressionist painting. Any, one or -

. > The chuild’s name, that readily available aspect of one’s several of the works of Monet, Renoir, and Degas, the
identity, is frequently employed asa springboard for textures of which dre vague, fluid, and sgggutln'g of an
creative moyement. Activities using the child’s name as “Impression” of reality, may be projected While the

. “giyen conteat,” such as spave-writing afid the forming of clildren move. Monet’s Water Lily series is especially - N

- stalie lettérs with the body parts, allow the-child to affixa appropriate a¥ a study offtexture. s T,

- personal signature 10 movement, But fora study of texture _The youiig dancers should be efjcouraged to contigue
or quality the teacher solicits a far less-structured . moving, the painting should be a stimulagion rather than 2
. movement than that involved with space-writing or‘!Jtter- distraction. Before the children have tired of moving, the
formatiBn; the teacher asks$h@children for single teacher may extend the comparison of texture tostill ~ ~
movements that ¢xpress their names. another medium by playing a tecording of one 6f Pebussy’s
T ! ' A ihore fluid{chromatit) works, Clalre de Lune and La Mer,;,
Teacher. Suppose that ! could not remember your probably being the mostaccessible. Because children -,
names. Help me remember your names, Say your . frequently assoclate dance with musle, the additfonof < °
' name and do 2 movement that feels like your name. music to the climate of the room should stimulate
u > Jennifer, you go flrst, show me your nape with a movement. Almost any movement quality can be associated
¢ ¥ movement, . ’ ¢ witha tgxture or quaiity of a painting or musical plece. For
. o, Instance, the angular, staccato texture of Tony’s m‘v;ment,

, . .
It is {nevitabbg that'in the resulting name-ingpired ~ a8 described above, might suggest the visual image of the
Tomnent: numerous textures or qualities will be exhibited. work of a Cubist palr!ter like Picasso and the aural image of
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} the eacherand a chi}d partner, the child

- .7 s PP
onk of the more brisk and dissonant works of Stravinsky?l
Bartok, or Prokofiev, , . . + -

_+ Inthe class discussion of texiure and quality prompred .

. by the presenauion of patnung and muste, the icols and
methods at the disposal of the pathiegand composer may
be mentioned in a depth approprate 10.the maturity of the
students. The Impressionisis” obsession wath digh, then
practice, hitherto unknowy, of paintigg direutly ono3s .
blank, white cands, their departure }gm studio painung,
1., therr practice of painting “on locauon™ so s w capture
the slightest Stmospheric change, their révolutionary

-

music, their metodic and harmonic experimentation with

romaticism—all contribute to the textures or qualities
observed in thenr finushed artworks. The cenual point to be
stressed to the childien, however, 18 that the same process—
the act of ieative decision making that occurred tn the
choice of movement qualities for they names—also took
place for the painters and composers.

If 2 grouping of smoothly swaying arms and torsos with
Impressronistic paintings and music seems 100 sunplistic,
one should re-examine the objective of the study. In
netther of the swudies offered here 1s the.emphasis on}he
reiaung of fagts abour exsungworks of art. Whle the
stedy just presented employs masterpieces (o lustrate ihe
concept of texture or quality in the arts, neither a

. knowledge of masterpieces nor even an awageness of
rextere 18 the end of the study. Both of these achievementsy
considerable in themselves, serve a8 means to the more
subjecuve goal of characienzing the creative impulse ay
universal—existing in every hiiman being. Similarly, the
objecuve of the symmetpl‘asy mmeury study that follows i
not the_children’s acquaint 1th masterworks of
painung and sculpuure, but their firsthand expenencing of
arilsuc expenmenizuon, That expenence is achieved
through the uluvauan of an ey¢ educated in the subjective,

+ laws of balance. '

Symrietry/Asymmetry .
The compositional eiement of synmmetry/asymmesry is

germane both to spatial and temporal 2ris. A movement-

sumuizung device cummon iu BERNNING Lrezlve movement

( \":amterly" Jnethod of applying paint to the canvas, and, in
. ¢

-
.

L
L)

|eading 1nto the other arts, Following a d

sit rpss-egged, dn pairs, partners fau {
. pariner leads with simple movements forming simple shapes
as the othet aytempts to simeitancously mirror the leader’s
, exacim ents and shapes. In thus murror relationship the
nght of one pariner corresponds 5o the left of the other..
After some mmutes of silent exploration in which the
Icader/follower relationslup has been shufted, the teacher
presents an explanation of symmetry/asymmetry..
The human body offers 2 superb {llustration ol‘g
, symmeury. The elementary-school age child, comprehends
that the face~and, for #t matter, the entire body—form
wo like halves when divided 1n the middle with a straight
vertiual line. Ac#8rdingly, the asymmetnical characte) of the
head, when#iewed in profile, should be poinied out 1o the
¢hildren, Inquinies may be made tn¥o the. relative symmeury
of images such as the fropt.and reai of an automubile,
the side view of an automobiley and the walls of the )
vlassroom,. Funh‘pfmylﬂes of symmetry and asymmetry
. il

’ -

22 ;

H

¥ %
may be solicited from the children. .

The next step of the sfudy involves a‘demonstyation of
ihe vanious possibilities for symmetrival movemnent shapes
stemmung fr8m the mitor exercise andggom 4 vamation of
that exercise, In the vartation, when the leader raises the
Teft arm,to the side, the followe: facing the Jeade: also

- ratses the leftarm, while i direct guirsonng the left arm of .
the leadei 15 mirrored by the nght*amm of the follower It
can be explained ihatghe one (o one type of imitation of
the vartauon demonsifates a form of symmetiy diffetent
from, but organically refated to, that of mirroring

Onue the concept of symmerry,asymmetry has been
firmiy estabhished, ihe Jhildren may be asked 1o draw |
gt pamt the houses o1 apattment vompiexes in which . I

w
|
4
|
\
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they hive. Buth symmetnval and asymmefiival Jesigns will
be represenied. It is hkely that most of the huuses drawn
with asymmetnchi designs will be of Tlatei Lonstruction
dae. Thus exeruise miay be used as an introducfion to
the dgmmance of asymmetry in contemporary visual

. arns. ' - ;

Affer the interest valuc and monotony breaking
attributes of asymmetry Have been sticssed by the teacher,
muvement «an be ic examined Couples can experiment
with mirtol studies, first establishing the murror. relationship,
nexi MOVING INtu a nun MItTuiing Symmetiy, and then into
asyr¥fnetrical body shapes and spatial selatjonships The
movement aspect of the symmetry fasymmetry-stédy
shuuld vilminate «n the couples compusing, rehearsing over
4 period of days,and presenting to the class a 1 t02 minute
muvement pieee incorporating clements of symmetry and
asymmetry infan organic whole.

The children, havurg had experienﬁhe manipulation

= of batance through symmetry and asymmetry, should be
capable of andinterested’in viewing reprodyctions of
yarious magterpieces of painting and scul with a2 newly
educated eye fos balance. The discussion of each painting
,}( piece of sculpture may begin with a simple attempt to
désignate the work as either symmefrically or
asymmetrically organized. The impossibility of classifying
most works of art as “absolutely this” or “positively that’’
ensures fruitful discussion. Any piece of art the teacher
finds appiopriate may be presenjed Some suggestions are
Da Vinci's The Last Supper, which exhibits subtle
asymmetry withun an overall scheme of sgmmetry,
Delactoix’s Liberty Leading rgil’eopk. about ¥hich an

F

. argument for symmetry could\be made, David's Pledge of,
the Horaces, a study In Neoclagic balance, Mondrian’s
Compositioh in White, Black, and Red, which consists of no

, othei conteot than its asymmetrically balanced form,
Schiemmei's Group af Fifteen, a symmetmually geometric
fqrmatjon of Bfteert human bodies, and Piuasso’s Chlcago
Sculpture, at the Chicago Civic Center, which exhibits the
symmetry charactenstic of all developed animal life
Nurgerous anthologies of art are ayailable as sources for fine
ieptuducuuns that may bg placed in an opaque projector oi
from which slides may be made. . y -

Discossion of varidus works of painting and sculpture, in
wwmbinaucn with the experience affoided by the mirtor
study pieves, should prepare the children to comprehend
what js meant. by the spatial and temporzl elements of s
cenain arty. In the examinatjon of such elements i should
be pointed out to the children that the visual arts, existing
and operaung within the spaual elements, du nut in most
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«a3¢s have at then dispusal ihe tempaial changes mheieni in
dance, masie, on the other hand, exists in time but not in
spave. Menuon may be made of kineite sculpiure which,
because of Tts spauial and temporal poienudls, ban be
onceived of as non-livihg dance. Even a sumple hanging
mubide «an serve as an examipie of kineiic sculpiuie, hejping
to illustgate the spatial potential in the plasticarts, the

iempuial puieniial in music, and the cumbinatiun of spaiial .

~—rtt

and temporal potentials in dance.,

The less voncrete goal of this exiended convern witht
symmeiry and asymmetry in (he visual arts has v dv with
experimentation, Because this.basi ingredient in the
«reative process is relfated to chanue, iis difficult to
obsetve. A Japanese pottes, when placing intc the Mgn the
object fus hands have molded in lay, peifamms 4n age vid
ntual. Kneehing before the oven, he piays for a
phenomenon that van be best transtated as “divine
acctdent.” He prays that when he remoyes the mass of clay
from the kiln it will, by divine coincidence, have become a
work of art.

Chidren’s recognition of the expenmentativn and
chance involved 1n the creation of even the most
sophistivated woik of art can bring the artistic process
down from a distant and “grown up” pedestal to a place

within ihen huiizon, This secugnitiun van be fusieied by &
iewurn ivdhe childien's symmeiiy,asymmeiiy inspied
movement pieces. After each wuuple has piesenied s prece
and (Jassmatgs have commenied un elemenis of symme1iy
and asymmetry and on devives linking the iwu, the ieaches

mady ask iwo vguples tu pesfuim then preves simiulianevusly. |

The spatial and tempoial ielationships arsing from the
sumple additiun of anuiher couple i the visual field witl
suggest the potential of the dance floor as a time/space
vanvas. . When ihe movement beging, Spatial and tempuial
relavtunships unknown tothe foui vigaiurs wall be seen by
class members. the “blossoming™ arm movement of one
vouple may appeai to set the othei vouple spinning, chain
reactions may matenalize, both couples may appeai
manspulaied by the same foice ui, wunversely, peifecily al
odds wath each other. Should such complementary and
seemingly choreographed happenings evoke scatiered
“Wow's,” an occastonal “Did you see that?, of some
whispenngs @f “How did ihai happen? from the yuung
gritics, the teacher may be confldent that his or her
studenis have leaimed something Of that “divine awident”
which is the work of art. Art is fun, it need not be distant.
As close as theti names and as natuial as thes faces, it is
within the reach of children. )
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Dance and the Aesthetic Attitude

We do not go 10 see Merce Cunningham’s danve How ro ~
FPass Kick Fall and Run in order to leam how 1o pass, kick,
fall, and run. Nor do we expect to see a real contest tn
Balanchine’s Agon. If we wanted to see the actual .
maneuvers of football,.or participate vicartously 1n a real
contest, we could auend 4 sports eveni and forget about
the thearer. Cunningham’s dance has hutle to do wath.
foorball. Since he employs chance methods in hus
vhoreography and a degree of arbiuranness in his utles, any
assoc1atibn with football wduld have 1o be cotnctdental and
subjectively drawn. The agonisti¢ nature of Balanchine's
bailer 1s more apparent, but not as an actual contest. When
we go to a dance concert, we do so in another frame of
mind. We age aware that we are attending 1o 2 “work of

an, and thar thiskind of work i3 like no other kind. It 1O

not «ompetitive action, neither 38 it pracitval work thar wall
acvomphish a vask. In facr, thus work is an essenual pan of a
dance’s congtruction and exstence. i

We seidom pause 1o 1ake note of our focus of attention
when we view art. We take for granted a particular
consciousness that has been cultivated in us as leamed and
directed attenuon. We extend our attention towarda |
phenomenon through our awareness of theJund of object
ot event before us. Although this 18 a tacit reaching out
awording 1o our cultural or inherited ways of valuing and |
absorbing art, our reach is expanded through individual
development of sesthetic perception.

The human capagity to value ast is accomplished
through the culuvauon of “aestheus attention,” best
known 1o aestheticians as the “aesthetic attitude.” The
aestheus, attitude 1s essenually vontemplative, perceptive,
and 1ntutuve, When we contemplate a dance's forms and
meantngs as active and empathetic observers, we ars
tnvolved i an aestheuc atutude. By adopting this attitude
we leam to percetve and act selectively; we “attend” in
specific ways. ‘

In the course of living, people leam to direct their
attgntion in different ways, according4o purpose, We iake

- autions that fulfill our purposes,.and do not take those that

would tmhibit our purposes. In contrast to other life
oncmausins, the aesthetic purpose occupies a small area of
our attenhion and, for most people, perhaps nonoe at all.’
Most human movement s of a practical nature; we move in
order to fulfill a task or destination, We'learn necessary
movements, just as children learn to tie bows In shoelaces.
For some people, such utilitarian actions are the only
experiences they have with moyement. Such practical
mouign is taken forgranted, it is an attitude assumed
through habit and necessity. =~

Othg1 attitudes toward human movement ate adopted a3
amatter of careful refinement, and may be known as
Suluvated atitudes, The aesthetic attitudé is a highly
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cultivated attitude, 1t requires an education of the senses
sometimes designated by the term “taste ** Acquisition of
diseriminaung taste :n art suggests the use of one of the ~
senses (o Symbolize the entire sensuous recepion of art |
We might just as well say we have good hearing, godd
seeing, or good smelling. The aesthetic attitude may be
further defined by contrasting it with the critical attitude,
also a cultiyated attitude. The critical attitude is evaluative
and descriptive. It s 2 posture of observing, describing, and
judging the quabities of anything. The cntival attitude can
be applied in art as formal criticism, or as part of an
individaal’s critreal attention to 2 wotk

The aesthetic attitude is 2lso one of disceming value, but
it differs in that, in its pusest sense, it is not judgmental.
The aesthetic aftitude 1s'one of percepiual awareness It is
prejudgmental because it 1s onginal apprehension Because
vritical attention is typically analytical, it is once removed

fium preieflective aesthetic contémplation When attention ‘

to 2 work of art s refleetive (16oks'back) or is analytically .
descriptive, it 1s 2 critical and not an aesthetic valuing of the .
work. . ’ .

The aesthetic attitude is deceptively know as
“disintesested"”’ because such attention takes no interest in
any possible “‘use’ of the object, but ipstead perceives 1t as
a thing of self<ontained value serving no extrinsic purpose
Acsthetic attentron could be more positively stated, |
belicve, as “percéptually Interested”’ or “‘perceptually
directed” attention because it Is an active Involvement, not
an inevitable given. We can assume, In understanding the
differenve between practical and aesthetic purposing, that
aesthetic works are not viewed for any useful ends, and that
aesthetis valuing has its unique and Integral mezning, not *
subject 1o practical categories We thus disentangle it from
the negative and misleading description of disinterestedness

The aesthetic attitude can be taken toward anything 2
person, an Impressjve expericnce, practical movement
aesthetically performed, a chlid’s spontaneous dance, or
mathematical concepts which unfold with precision and
brilliance. The aesthetic attitude attends to the world
through'sensing It. It Is through the senses that we know
quality. quatity ofs6und, movement, color, time, and

* space, It Is through sensing quality of feeling and form

while witnessing a dance that we respond to it asan
aesthetic event. ; ,

Perceptual Vallie and Dynamic Change in Datice

We corhe full circle thtough an examination of
“perceptual value,” often Interchanged with “aesthetic
value,” as artful aspects of the work impressed through the
senses, Dance, as actudlized through the dancer and the
audlence's perception, Is seen as an acsthetic event a
purposeful happening Involving directed consclousness
That consciousness Is directed by the audience as gesthetlc
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attention to the dance. The perception of value asa dance

perception of moving values A danwe does not stal;d‘s?ill

is the perception of the shherent valdes in the dance event = for a partial picture.

per s¢, and 1118 through the serises that we come to
understand these values, not through reasoning or critical
intellect. « , *™" =, %~ -

Dance 1s dynamic cfiange. It 15 not-so much an arresting
of ime as it 15 an aestheuc development ofthe space-ime
flow through the dancer. It would be a mistake to see any
of the products of art as-objedts, althoughithe .
discnminaung mind is conditioned to see “art objecss,” and
the word 1s a handy gerguj descnipuion of those Tents
arusts paruiculagize for 2esthetic purposes. In truth, the
products of.art should be descnbed as bejggin a
transformational state, Movement 18 requiréd in the
creation and perception of any art, dnd 1t is.contained as a
quality of vatue in any-¢Xisung work. Perhaps {lus 1s why
the most effective works of art arg “moffing.” We also
recognize events of hfe such as love and death as “moving”
experiences. " ' v : )

Dance reates moving values. These valués}or perceptual
gradations of motion, are presentational because they are
vistble and felt. Bec@usc'!hey are evident and moving
gradations, we view dance as a changing entity. Asan
entity, an existing object, it ts available to Lonsuiousness as
a self-contained thing with inten™ntegnty, and,
symbolically (as-a secondary function), dance may
represent things exjernal 104 Dance 1s dynamic because it
presents (as uts first. {unction) dynamit change. MOtion is
the pnmary mode of expression. Dance is constant
alteration, we, therefore, perceive 1t not as a statit or solid
object, but as process. The perception of dance is the
witnessing of expressive process, aesthetic process, and
movement process as one. Further, 1t1s 2 human and 2
dynamic process valued ro'r sensed) through thé hived.
motion of the body—if the body is understood as mind not
separzted from mind, bul as a unified embodiment of the
entire being. . ) - _ .

Perception of dance 1s perceptipn of change. To the
Western ‘mind products of art are gefined and peiceived as
objects. However, tmpingement of the Eastern woild-view
together with discoveries of modern physics are ghaliénging
this defimtion of zrt. Many contemporary artists,
understanding the-elementary nature of dynamic change,
are incorporating-process as the essentzal feature of their
works. Consider,-for example, Jean Tinguely's self-destruct
and motion works, or Robert Smithson’s Spiral Jetty, an
environmental work invented “‘to be-changed” by naturg.

! The Chinese book of changes, The I Ching, illustrates the
Eastern understanding of life.as flow, and places the aspect
of change in thg center of perceptual reality, Capra explains
that modern physics has come to 2 similar vantage point.

‘Both modem physics and ancient Chinese thought .
conuder change and transformation as the primary aspect
of naturey and see the structures and symmetries generated
by the changes as secondary.™ . "

Dance is the aesthetic archetype of a process .
understanding of hife. Dance 1s a constant becoming.
Perceptivity in dance 18 the awareness of changing values in
relatton to 2 total gestalt, The perception qf;dmcz s the

-
-

Because dange unfolds through time In a relentless

process of becoming, we do not view the whole as we might

_ see.the whole of a picture or architectural rendering at 2

. glance, with freedom to detect the parts in our oiwn time
reference. As we follow the dance through time, however,
the whole 1s marufest The compjeteness of the work s
semrsed as we perceive its interrelated values The entire

, character is grasped, not by analysis which is, perforce, 2

lingar activity —but as sense awareness of 1otal patterns 11
can see only one gesture of the dance, 'am nonethelgss
aware of ths gesture’s contingency It has lost its meaning
apart from the whole Iam always perceiving total form
because any part of a work relates to and calls forth the
unified whole. Even though [ can only see half of my pen
because the other half is covered by my book, I
nevertheless know that the other half is there

1 believe we might appropriately call the procéss of
perception in dance “kinesveption,” (Eleanor Metheny
cotned the root word “kinescept™). This word places
particular emphasis on perception through the kinesthetic
sense. The kinesthetic sense, important in the perception’of
dance because it is the movement sgnse, 18 just as involved *
in aesthetic avareness as are the commonly recogmzed
sensks of sight, smell, touch, and hearing Movement
sensation, awareness of muscular and neurological change
would betermed “kinesception ™ Sensations of motion,
which include time-space sensations, arise in the body
Energy vafues, as degree of effort and power investment,
are also felt and perceived through lived body experience,
and cannot be separated from time-space values of motion
Apart from the human being, these values are mer¢
absiractlons that cannot be separated from each other
Moyement values in dance are available to consclousness as
interrelated aspects of apparent human movement

Every dance is a uniqué combination of movement
values. The time, space, and energy volume of each person
is also a unique integration And, cach personal way of
expressing moyement vapies Is an integral act of proffering
personality Af'individual’s movement character isas
unique as a thumb print Every dance can be viewed for lts |
special combination of movement values The artistic
resolution of each dance, as its created forms are bodied
forth by the dancer, becomes colored by the being of the
performer and the quallties he or she Is able to bring out fn
the dance, .

Locatinga specific dance sense Is technically useful, but
there 1s something false in'it Movement character is more
than muscular and nervous response, it is also will and
imagination. Movement should not be isolated ahd made
synonymous with dance without pointing out that dance as
an art s Jarger than movement per s¢ Through dince we
create, perform, and view the qualities of existence

When we vidw dance in the aesthetic attitude, - = o
consciousness Is directed toward the moving values of
existence. We are kinesthetically aware of movement values,
but more totally aware of dance values Although emphasis
may occur through stimulation of one sense, sensing does

* -
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_\(“\\ézt o apant from the whule person. There are no gaps
P iween the senses, they work together Lu.constitute
<omplete copsciousness. If dance has movement as its

.
- focus, in a fully conscious expenence it also contains
sculptural form, play of hight, color, apd rthythms,
. Aesthetic dwareness-of dance values is holistic
. vonsciqusness. Perveption in dance isacstheu valung of,
- . existence., The dance product cannot be physically
. separated frotn the body, as some art products can be.
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Dance is aestheue value expressed thivugh the body. fiis
mure than movement, bui «i is thivugh muvemeni tha Lfe
quafities—of will and wonder, of courage, of anguish and
mystery ~are traced. The beguiling symmetries apd
dissonances of the body are celebrated as dance reveals
them to the eye and ear. Through dance the body can be
perveived as valua, worn as fecling, and cxpenenved by the
dance; and the audlenu: as dynamt, and’ exhilaranng
expression. =
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_an interpretation and that the adventure, 15 really in man

There has been little dlfﬁcufty in charactenzing dance as an
aesthetic experience. Such charactenzations have usually
been from an audience perspective and have involved
objective anzlyses of form, structure, technical proficiency,
and style. Comparisons of performance and the structure of .
dance were often made withmusic, drama, pamting, and
sculpture. Yet many thegries of art and aesthetics have
1gnored the performer’s perception of e expenence., Unul
Dewey's focus on pragmatic expenence as the basis of truth
and French phenomenotogists’ concern with embodied.gan
and the gesta)t, of man and motion, little concern for the
expenential and affective domatn was evident in the
[iterature of aesthetics. The attempts of Lois Efifeidt and
Eleanor Metheny (1965) to attach meaning and significance
tomgvement formstmitiated anew area of research and |
discussion ranging from movement assymbolic (after Langer
and Cassirer) to movemen't asint rinsically and experientially
vahidating (after Marcei, Merleau-Ponty, Buytendijk). With

regard to spont forms, therecént works of Kretchmar (1970), ~
. Thomson (1967), Ravizza (1973), Fetters (1976), Thomas

(1972),and Wulk (1977 ) have attempted to look at the
nature of the performer’s expenence of the movement.

This paper will zddress the concept of an expe rl‘qntial-
aesthetic that has been called the “perfect moment.” | *
The perfect moment 15 z soméwhat eclectic concept
devetoped inrtially for the study of sport. It finds its basis
1n the sumilanues of the estabiished 1deas of Sartre, Maslow,
Straus,-Byber, and McLuhan. The term “perfect moment™ ~
ongnates in Sartre's novel Neusea, and can be very nearly
equated with Maslow’s concept of peak-experignce in terms
of intensity and affective involvement,

Although both of Sanire’s characters, Roquentin and
Anny, describe various kinds of adventures, or pgrfect
moments, both seem to lean toward art experiences,
Roquéntin in the song and the novel and Anny in the
drama. As with literary conventions, the perfect moment, i
Sartre’s sense, has 2 beginning and an end. One knows when
the perfect moment—the song, forexample—begins and
ends, 11 can be defined apan from the rest of routine
existence. Nowhere in the novel does Sattre sugggst any
meaning cap be denved from these advéntures. Desplte
their design and harmony, witich set them aside from
everyday experiences, perfect moments age really as absurd
as life. This tdea is simifar to Metheny's suggestion that
movement forms, aftey the fashion of Sisyphus, are an
absurd mode of being. Bergson has implied that melody is

and notin the thing he is experiencing.

% Absaham Maslow’s (1971b) concept of the peak-

experience “lays great stress on starting from experiential
knowledge rather than from systems of concepts ar abstract
categorles or a prioris” (p, 9). It uses as afoundation

= Ppersonal, subjectiye expesience tpon which abstract
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knowledge is built There is a concern with the authentic
unique, and alone individual and the need to develop
concepts of decision, responsibility, self-creation,
autonomy, and identity within this concem According to
Maslow, the Importance of the peak-<xperience lies not in
its psychological implications, bu in the nature of the
experience per se. . :

Madow (1971a) does nof explain how to reach the peak-

" experience, and, in fact, says: .

We don’t know how the peak-expenence 15 achieved,
it has no ssmple one-to-one relation with any
deliberated procedure, we know only that it 1s
soméhow earned 1115 Iike the promise of a rzinbow
It comés and it goes and it cannot be-forgotten

(p. 16)

A peak-experience is a realization that what “ought to be”
is. In the Heidiggerian sense, it is a coming into
authenticity. The peak-experience is a unigue and almost
mystic phenomenon, a coming into Tao or Nirvana, 2 state
of being rither than becaming Maslow (1971b) sees the
pezk-experience as an end rather than as a means to
something elss (p- 76). The aesthetic experiertce has ben
discussed as 2 teans but this does not imply that the peak-
experience and the aesthetic experience are aritithetical

The aesthetic experience is essentially a process but there»
are moments In the process that are significanily higher
than other moments, moments that are perfect Simularly,
the peak-experience is a process. However, the peak-
experience and the-aesthetically perfect moment are ends
in themselves in that they are not used to accomplish other
ends, . N

Although occtirring In a spatjal-temporal setting, the
_peak-experience Is characterized by a disorientation in time
and space. “In the creative furor, the poet or artist bécomes
oblivious of his surroundings and of the passage of time"
(Maslow, 1971b, p. 80). The same can be said about the
athlete or dancer. The expenelice is intrinsically vatid,
perfect; and complete. It Is sufficient to itself and needs
nothing else_ [t Is felt as being intrinsically necessary and  _
inevitable, as good as it should be, *We cannot command
the peak-experience. It happens 70 us ” There is an intensity
and emotional reaction to the peak-experience that “hasa
special flavor of wonder, of awe, of revetence, of humility

 and surrender.” In peak-experiences that are'clagsified as

love experiences ot aesthetic expetiences, “one shalf part
of the.world is perceived as if it were for the monient allof |
the world” (Maslow, 19%1b, pip. 81-88).

The individual In the peak-experience can be viewed as
free from the past and the futur¢ There Is also a sense of
uniqueness.”“1f people are different from each other i
principls, they are more purely different in the peak-

. '
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experience ** People in the pcak-cxperimce feel thcy are
complete beings, at the péak of thelr powers. They

1more able to fuse the world. “the .reator becomes ?ﬂh
the work being created . . . the apprecmor becomes the
music or the painting or the dance...” (Maslow l971b,

pp- 104-108).

Erwin Straus (1966) developed thé gnostic-pathic .
moment concept 1n fus exsay, The Forms of, Spatiality,

. Which deals primagily with man's perceptio oh of space. The
gnostic moment may be defined as the object of
experience, “the sensation,” while the pathic moment may
be expressed as the experience, “the sensing.” As did
Maslow, Straus used these concepty to explain
psychological phengmena, and aggin the explanation of
these concepts is included §n light of the concepts per se.
Although both the gnosti. and pathu. moments are present
in 3n experience, there isa relative donunance of one over
the other The pathuc moment 18 actual mside ous lived
expencnu: 1t 15 Dronysian. On the ather hand, the gnostic ¢
moment is the object of reflection, dissection, and
reduction in which man is the Apollinian spectator. The
Pathic moment 15 gy locatable. Unlike the prano by which
you heat i1, the stning quartet surrounds you o the pouns
where you are almost In1 the soynd. Similarly, a neon sign .
is the olyect of attention, specific and Jocatable, whereas
twilight is the more pathy representation of light as it
cannot be taken in at one glance.

Inland Thou, Buber (1970) views the world asa
relational event, 1.2., there is nothing inheren in the “I"
alone a1 the wmld alone o make them slgmﬁum vi
meanungful. “All actual hfe is encounter™ (p. 62). His
philusuphy suesses ihe iwu-fold nature of selagons as pait
of every activity or event. Each relationship, whether it is
between man and man, man and paturé, o1 min and objeci,
s either [t o1 [ Thou. God 1s met only as Thou. e kind
of relationship that owurs depends on the attitude with
which the “I" enters the relationsisp. The I relationshup
is typially 4 subjeci-objeut relationshup. The “I” ases
“thangs” for some specific reason—to gompare, to
marnipulale, v attain some goal, Dance may be newedn
the “Ii” context when it is used fui instrumenial purpuses—
iv provide therapy, dcvolop the body, foster socsahizauion,
of entertain. The “It” may be viewed as a detached view of
self im which, fui example, the body becomes an object while

, the persun stands aside iv analyze, alvulaie, and ompare.

On the othes hand, Buber's (1970) second atutude of I
Thuu has no buunds. The “Thuu™ cannut be bound up and
limited by companng ui measunng and cannot be placed in
the ordered woild of “I.” Inherent in the nature of the
I Thou ielationship is the realization that the encounter
«annot be explained or verbalized (p, 61). Both I and Thou
are nvolved in a oneness of directedness, mutuality, and
presence. Without genuine involvemént, the meeting does
not take place. The presentngss, o) nowness, of the [-Thuu
relation i3, as Buber (1970) fays, “lhe actual and {ulfilled
present™ (p.63). In the refm of “I,” man lives in the past
4nd the futuie, analyzing whai has happened and whai van
be expeiienved. With I and Thou there 13 ny past and nu
fuure, the relaivnshup “exists only insofas as atual
presentness, enwountel, and relation egists” (p. 63). The
enwuuntes of the 1 Thou is not set in a vantexi of spave and
tume {p. i48). The present has no time, it just is,

Marshal McLuhan in his Undersianding Medla (1965)

-l
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discusses the oonucpt of vartous medta bemng hyt us coul.
He describes, either impliaitly os expliitly, many soctal
phcnomcna in thermal terms. Coul mddeaies a wmmimen.
to and Participation in sttuations involving many of one’s
faculties. Using this thermal scale, hot implies absiraction
and detachment from reality;an objeclive attempt to look
at the world as it appears to be rather than as 1t 1s,How-to-
do-1t bevomes more imposiant than the thang beng done. |
A hot medium is one of “high defimtion,” 1.2., the state of
being well-filled with data (McLuhan, 1965, p. 22) Hot
medsa are high in definiion and low 1n partyipaion. .

In contrast, cool medis are high in participation, or
completion, by the zudience. According to McLuhan
(1965),humoi 1s.hot bevause one faughs ar sumething
rather than becoming inyolved in something (p. 6).
M.Luhan argues thai she manner i whith she mediwn is
wed determines 1is hotness wi woulness, While buth radiv
and the telephone use the audifory sense, the.iclephone is

“Lool” because it is low in deflrution. Simidarly, a Fellimos - - -

Bergman movie demands much more viewer mvolvemcm
than does a narrauve ur a vomedy and, therefdre, iakes on a

“Loules™ aspeci. The emphasis in the * t.OUl medium o1 the

‘woal’ /phcnomcnon is on involvement, pamupauun and
doing.
- Dance, or at least n.horcogmphy, oftcn has been
vategonzed as “warm” rathet than “cool” bevabse of the
tendency to intellectualize or symbolize a movement before
moving. Thus definition tends o take awzy from what
writers like Csiksentmihalys call “flow™ or an integration
and use g many sense modalities. The intellectual approsch
B also destructive of an expenenual aestheti that views the
individual s an embudied fusiun of subject and ubjevi and
thai sees experience as 2 fusion of thought and action.

The peifect momeni, Jike the zestheli expenence, can
be Jlassified. generally as Dionysian in nature. Ii 1s a lughly
affective and intense experience and i3 Lonsidered a
“happening” rathe: than a planned owusrence. In ths
respect i van be hikened Lo the peak-experience andannot
S;nudcrcd to be cognitively rational. Althpugh the

muvcmcm sequence i the perfect myment may demand
Zeiiain devisiuns, the spontaneity uf ihe stiuation demands
mstant aciion rathe: than reflection. The iczcuion stems
from the degree of expertise that allows the partivipast to
ieact (v and iransend rauonal geflection. This dues nui
picciude vognitjve-Apullinizn SMMudesauons of technique
privi v vl fullowipg ihe experience. There s a freedom and

spuniameity in Lht!u perfeci moment in which the parucipant
JeelsMree fiom exiernal restineiiuns that May govern o)
inhubii pesfurmance—audience reactivn, fui example, There
is the sense of being on the threshuld uf gicainess, Sartre
(1964) called 1t a “real beginning” like 2 fanfare of
trumpets or the first notes of a jazz tune (p. 37).

us¢ of ifs experienual foundauun and intense

affeciivity, the perfect momeni is characienized by a high
degree of subjectivity. Both aesthetic and movement
expeiiences are highly subjecuve. Bui the peifect moment
witlun the muvement experepce can be consideied even
e individuahis, it :.auEJ. a umgueness (hai €15 i apan
{iom expenences ol uthets in the same muvemen: and apart
frum the expenences of the same dividual in the same
muvemeni given any vauatvn m exsung wnditiuns. In
short, the perfect moment is noi repeatable in its entirety,

This wnuepl s sumiar iv Maglow's suggesuun (hai people
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. are mots purely difterens in the peak-cxpenence. Each
poet, painter, dances, and athlete approaches his or her
medium with a unique perception. Whateach does to and
with the medium can be imitated and.perhaps repeated, but
what is sensed, felt, and experierrced Is not repeatable.

——~ Oneof Tom Robbins' characters, Amanda, in Another

Roadside Attraction (1971), rambles in monologue fashion

about the concepts of style and content, these comments

seem to be parenthetically germane here.

The most important thing in tife is style, That i3, the
style of one’s existence~the characteristic mode of
one's actions—1s basically, ultimately, what matters.
It 13 content, or rather the consciousness of content,
that fills the void. But the mete presence of content
ts not enough, It is.style that gives content the
capacity t0 absorb us, to move us, it is style that
makes us care. (p. 12) '

Doing the same dance, making the same movement, is
essenyally using the same content, yet is not the content
that creates the aesthetic experience, For while it is
necessary, it 1s not sufficient. Rath'er it is the coming
together of dancer and motion and the juxtapositionin
style and content that create for the viewer and perforer
the quality we call aesthetic. :

A person truly i the experience is alone with his or her
work, the bond between mover and medium can be likeried
to Buber’s I-Thou concept, Sarjre's first dimension, and
Maslow’s peak-cxpenence. Buber talks about a “onengss”

. with the other which i3 synonymous with the subject-to-
object concept of aestheticians Adams, Lechner, and
Dewey. Buber maintains that without genuine involvement
the meeting does not take place, no bond is formed, and |
“oneness” is impossible, resulting in an I-It relationship. =«

_ Although the perfect moment borders on being mystic, it is
not, whereas Buber’s 1-Thou relationship has religious and
mystic overtones,

Vandenberg{1962), in his discussions of Sartre’s three }
dimensions-of the body, refers to this unity or “oneness” +-
as 2 transcending or passing over as langscape (p. 113). In

, .the pathic sense that Straus describes, man becomes the

*thing he is doing. The perfect moment is “supercool” in its
demand for high participation and involvement of man’s
total being. It is also essentially low definition in the sense
that basic infoaitation, i.e., choreography and technique,
serve as the foundation but man creates the situdtion angd
must provide all thought and action to create the medium
of self-expression. In other words, content serves as the
basis for style. .. '

« Dewey and Adams noted the immediaty of the
experience, Maslow's peak-experience and Buber’s I-Thou
relation are*both characterized by a presentness, or
“nowness.” Similarly, Straus notes that the pathic moment
is 2n essentiat fexture of primordial experience and thatit is
“immediately present and sensually vivid.” In short, all -

_these authorsmaintain that these “lived” experiences are

© “free from past ﬂd future experience. The perfect moment
. canbe seen to have this same characteristic, This move at
this time s important. The dancer is urged to forget past
mistakes and think-act. Coaches know that any
psychological nagging induced By remembering 2 Previous
performance or looking ahezd to the next performance

- L 8
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© divens<oncentration and involvemen: ang aesiroys the

.

immedizcy of this performance The perfect moment exists

in the doing and not in what was or will be done It is free

to be what it Is as it occurs éven in the most structured of

situations, ) . L0
In this immediacy is an ihberent sense of timelessness

As with the pathic moment, which is not locatable, the

perfect moment cannst be cognitively timed or bounded by

the participant. It becomes too intensely involved and

affective to be limited; if comes and it goes “obt" of space -

and time. The perfect moment i¢ not sustained throug,iout

. an entire dance, it.xaries in duration and,

rhzps, Is most
analogous to orgasm during the fexual expcrith%’e ‘Infact, !
Maslow (1971b) suggests that perceptions of time and space
during the love experience and the 2esthetlc experlence are
similar In that ““one small part of the world is perceived as if
it were for the moment all of the world" {p. 88).
' The perfect moment is complete. It has 2 harmony, 2
relationship of parts that gives It Sastre's feeling of melody
or Csikzentmihalyi’s sense of flow There is nothing left to
be done and there 15 2 sense of wholeness and orrectness in
its accurrence. This parallels {he sense of unity and
“altogethemess” of the aesthetic and peak-experiences It
can be seen 2nd felt in the Yhythm of rifovement, the
exécution 2nd timing of teamwork, and as the perfect
integration of desire, intent, and technique. The perfect
moment is the ultimate effort,a “cool” process of high
participation and low definition Tt is a process whichisan §
end in stself and which serves no instrumental fuhiction, It :

may be effortless, or a striggle, conquest, or achievement
In dance, the movement and the dancer are integrated
Dance becomes poetry. . q }
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AESTHETICS FOR DANCERS . _ - N :
A sclected annotated bibliography of books and amc,!d, from ancicm to modern tumes, dealing wath dancc

acsthetics, Provides the dancer and dance educator with'a rich source for undcrstanding dance &3 an ant form

1976. * - .

S ¢ o ~ -
ARTS AND AESTHETICS: AN AGENDA FOR THE :
A proceedings of the conference held at Aspen, Colorado on Junc 22-25, 1976, sponsored jointly by CEMREL,  # -

Inc. and the Education Program of the Aspen Institute for Humamste Studies, and supported by the National
Institute of Education. The conference focused on several areas of cescarch for arts and acstheuc development
including testing, «evising theories, optinuzing learmng, rclanonshlp of cultural values to zesthetics, cvaluation,
educational polxy, data collection and creating a national center for rescarch In arts and acsthetics, 1977
CHILDREN’S DANCE ' .

A book designed (o show how dance can be used in the classroom in lively, innovative ways. Appropnale for the

classroom. teacher as well as the speciaint in dance and:physical activities. Covers such topics as dance as an

expression of fccﬁng. folk and ethmc contributions, dancmg for boys, and composing Mce. 1973,

COMING TO OUR SENSES . ’ 7 ”
Thes mamfesto designed w give the args educational pnonty along with the more tradltlonal disaplines, s a result
of a three year study by the Arts Education and Amcnam pancl chaired by David Rockefeller, Jr. 1t calls on
chry levei of government, tcachers, arts specialists, school adminustrators and parents — not merely to tcach
children about the arts themselves, but to ennch learfing in gencral by a greater emphasis on arts in our
educauonal framework. Among the 98 rceommcndal:ons. the panel calls for the reconstruction of the Officc of
Educauon (o a cabinet-icve] department with a spcaa! adwvisor for arts and education. It also recommends
areauon of a National Center for Ants in Educauon, a federal agency that would coordivate information about
artists, programs, funditg and resecarch. The Nattonal Dance Associzlion pamupatcd in interview for the
project. Well itlusteated. 1977, - '

v - » ’ P .
DANCE— A CAREER FOR YOU 1%
A pamphlet with basicinformation for anyone interested ina careet in dance —as a teacher, therapist, performer,
notatot, chorcographer or recreation leader. Includes information,on training, knowledge did skills required, .
persondl quaificauons, salanes, sources of cmploymcm opportumties, and details on several dance related
careers.-1977. . ’

- b .

DANCE AS EDUCATION ’ : . * . .
Prior w this publrauon, statements on the value of damzasa disaiplinc and how it maybmbccxpcncnced were
found in only a few books and articles, each reflecting a $ingle autbor's view. There was & lack of umiversality on
sssues, of concern 1o dance and a need for credible and readily accessible information deemed essential for
creating, gwding, cvaluating and defending dance expenencd. Recognizing this void, the National Dance
Assocation conducted a natoniwide survey Lo determine the issues, then beld a national confetence of represen
watives of major dance organizations to refinic the rsucd and develop platform statements. The mult was this
publicauon, whichpciudes stasements on the what and why of dance, dance in education, the right'tc access to ',
dance, cumcuia in dance, qualiﬁcnnons and preparatiqn of dance teachers, certification, the dance resource,
speaalist and non-certified teachers of dance (classroory teacher, arts teacher, phystcal cduutor) This beauts
fully illustrated book camres a resolution endorsed by, scven national assocrations, including the Amencan
Gollego Dance Festival Assocation, Amencan Dance Guild, Inc., Association of Amencan Dance Companies,
Comimttes on Research in.Dance, Country Dance and Song Socicty of America, and the Sacred Dance Guild
Sinee publicauon, 1t has also been endorsed by the Califorma Dance Educators Associstion. Partially funded by a .

grati from the Alliance for Asts Education, 1t has begndsstributed nationwade w state AAE Committees. Project . "
duc or,'A"an‘unta Little. 1977.
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'‘DANCE IS 4 T -4

A 12-mnute shide-tape dcvcioped 23 a companTon picce ;o Dance As Education to disseminate ldcas in the book.
A senesiof 80 slides with narrygon largely bascd on the book, it presents dance in its marnly forms and cultures An
excellent, visual presentation for Public informatcn, éarcer classes, introduction te dance, conference and
convention programs. Offers an cifective.means of introducing to parents, school administrators and the gcncrzﬂ
bix wayyin which dance expencnces contribute 1o the education, growth and joy of children, youth and adults
ally funded by ggnm from (he Allance for Arh Edpcation, st has been distributed nationwide ty siate AAE
Committees)\Project Director, Anﬂﬁnu ig. No rentals, 1978, ‘ ' , -
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DANCE DIRECTORY: PROGRAMS OF PROFESSIONAL PREPARATION IN
AMERICAN COLLEGES & UNIVERSITIES . . .

Contains information about colleges and universities which offer dance curriculums at the, undergrad;atc and
graduate fevels. Information on cach institution inclifdes typé of program (dance cducation, performing arts,
dance concentration), course offerings, teaching personnel, earollment and degrees offered

DISCOVER DANCE ‘ SR A i
Presents basic ideas, potential values and suggested activities for teachers on the secondary level Provides
administrators with basic framework for developing a dance curriculuin Matenals have been comprled by
tezchers from all over the country-who are offering dance as an integral part of the curnculum — 2s a subject area
in the finc'arts department, as part of the physical cducation curnculum or as a classroom activity related to an
apea of study. Idcas, actsvitics and guidelines are presented in such a way that (cachers can adapt them to their
owr unique tcaching_ situations, 1978. . -
* »

DANCE HERITAGE — FOCUS ON DANCE VII

A book for all people Interested 1n dance, its illustrious past, exciting present, and limitless future Part I
(Hentage) is devoted to histoncal aspects of dance. Part 11 (Festival) contains articles that attempt to answer the
question. Why do we havg cause to celebrate?” Part 11 {Honzons) presents some of what 15 happentng now 1n

gance and what may be the wave of thc‘t_urc. The Inst of contributors reads ke g Who's Who' in dance 1977 )

. A VERY SPECIAL DANCE .
A 16mm sound and color film developed in cooperation with NBC/TV of Salt Lake City Focuses on'the work of
Anne Riordan, dance educator, with mentally handiapped young adults The group has won wide acclaim The
film_reveals the wonderful abilitics of handicapped persons to be creative and to communtcate with ot.hcrs
thro:igh this art form. It will be distributed nationwide to state AAE Committces. 1978,

" ENCORES FOR DANCE . ‘ .
A compilation of 86 articles written dunng.the past 10 years. It is divided into 10 chapters that focus on the
philosophical, histoncal, sociocutiural and educational perspectives of dance, dance notation, creativity, speafic
dance forms, dance therapy and dance exerase, Recommended as a valuable library resource and as a textbook

for undergraduate dance cducation, 1978, . .

4+

DANCE THERAPY —FOCUS ON DANCE VII .
A comprehensive examination of the ficld of dance therapy. Articles on training, research, methods of work and
dance therapy for specal groups by leaders in one of dande’s most exciting applications, 1974,

- ”

SOMETHING SPECIAL - . ‘
A half=hour sound colot fil on the potential of the visual arts, music, dance, and theatre in education Produced
by the Nationai Ant Education Assoctation under contract to the Alliance for Asts Education for promotional use
by school, parent, and community groups. AAHPERD's National Dance Association served in 2n advisory
capatity. 16mm, 30 min. . .
L]
DANCE DYNAMICS °
A new publication for everyone concerned with the past and future of dance in all forms for ill people Parttl,
* Dance— A Dynamic Lifestyic”, deals with dance from the histoncal perspective, dance therapy 2s a career, an
explanationof acrobic dance’ , and the mezning of dance Ior’you,ng children. Part 11, " Dance in Progress™, is an
qutgrowth of the 1976 National Dance Association regional conference in Athens, Georgia Main themes
includes the spectacle of the body, asme, as sacred dance, as cducation, as ballet, and exotic dance Also includes
information on the May 1977 and May 1978 sssues of the Joumal of Physical Education agd Recreation 1978.

*
DANCE FACILITIES - . ’
An up-to-date guide designed to assist teachers and administratorsin the plapning of dance facilities and
equipment at all cducational levels. Rev. 1970, ) "

. LA R ’:,'v- . . ‘
Ao s ' - :
~  For prices and order information, write:, .
©L . AAHPERD Promotion Unit - :
1900 Association Drive .

Reston, Virginia 2209 -+
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