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ABSTRACT 

COMPLETED RESEARCH IN THE DEPARTMENT OF THE PERFORMING ARTS: 
DANCE 

Texas Woman's University, Denton, TX 

Jerry Wilkerson, Institutional Representative 

Lichlyter, Marta Anne. Following the Natural Pathway: Integrating Barbara Clark's Somatic 
Principles with Modem Dance Technique. Ph.D. in Dance and Related Arts, May, 1999, 258 p. 
(J. LaPointe-Crump) 

As a hermeneutic, phenomenological inquiry, this study represents a journey taken to reach 

a personal understanding of Barbara Clark's somatic work and its relationship to modern dance 

technique. The overriding purpose of this heuristic-oriented study was to ascertain and to describe 

how the fields of somatics and modern dance technique might be pedagogically integrated. 

Clark, a protege of Mabel Todd, firmly establishes her work within the ideokinetic 

principle that idea or image is the primary facilitator of movement. However, her pedagogical 

application of the ideokinetic prime directive departs from Todd's usage through an emphasis on 

movement education versus corrective postural work. The focus of this study was to examine how 

Clark's somatic principles might impact the learning of modern dance technique. 

The primary methodological strategies centered around interviews with two of Clark's 

proteges and seven student dancers who participated in a 1996 workshop focusing on Clark's 

work. Other primary source documents included in the study were the students' reflexive journals, 

Clark's manuals, diaries and letters, and personal observations ofmy experience with Clark's 

V1 



work. Literature from the fields of somatics, ideokinesis, and modem dance technique was used to 

support and triangulate the personal, reflective sources. 

Procedurally, the literature from each field of study (somatics, ideokinesis, modem dance 

technique) was analyzed to distill the underlying fundamental principles. Essential concepts from 

each field were reordered through a process of concept synthesis to form an explanatory theory for 

integrating Clark's ideokinetic approach with modem dance technique. ATLAS/ti (ver. 4.1 for 

Microsoft Windows 95), a software application package for the qualitative analysis of textual, 

graphical and audio data, was used to code and analyze both the interview transcripts and the other 

source documents. 

The findings supported the following assumptions: I) Dance technique is enhanced through 

the direct integration of somatic principles; 2) Somatic knowledge is gained experientially and is, 

therefore, personalized and meaningful; and 3) Somatic principles when cognitively connected with 

movement education, as presented through Clark's ideokinetic work, enhance dance technique. 

Pedagogical implications of the theoretical findings were discussed and suggestions for further 

research were made. 
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CHAPTER! 

INTRODUCTION: THE JOURNEY BEGINS FROM WITHIN 

Any genuine philosophy leads to action and from action back again to wonder, to the enduring fact 
of mystery. 

- Henry Miller 1 

I believe that people and events are placed along your path for a reason. At first the 

reason may seem incomprehensible, however, upon reflection an understanding can often be 

reached about an event which at the time seemed insignificant. I experienced such an event in 

1990, when I was introduced to the work of Barbara Clark. As one of the pioneers of Ideokinesis, 

Clark's core-oriented, visual, active, improvisational, and imaginative approach to movement 

education made organic sense to me as a modem dancer, teacher, and choreographer. 

During my study with Joanne Emmons, one of Clark's proteges, I began to experience 

physical and mental changes which would significantly alter my philosophical perspective on dance 

education. Clark's ideokinetic principles, grounded in muscles and bone, presented by Emmons 

through dance movement, taught me to move from the inside out. Although I had studied other 

somatic approaches to movement education, I had not experienced the visceral connection I felt for 

Clark's work. Perhaps, as she would say, I was just ready to receive it. 

Aside from the movement re-patterning, other aspects of the work intrigued me. I 

resonated with Clark's naturalistic philosophy which embraced human movement as part of 

1 The Absolute Collective, from The Wisdom of the Heart (1947). 
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nature and, therefore, free from artificiality. There was also a Zen-like quality underlying Clark's 

process-oriented teachings. Her emphasis on heuristic discovery gave the work an aura of 

spirituality in the sense of a personal journey. Yet, at the same time, the down-to-earth 

characteristics of her pedagogical approach made it feel as comfortable as the proverbial pair of 

bedroom slippers. It just fit. 

I have been exploring Clark's work since 1990, both as a teacher and student. Through 

my own teaching and tutoring, I have witnessed the changes which occur in students when they 

physically and psychically delve into this work. On these occasions my curiosity about Clark's 

movement principles and her educational approach is propelled forward. Thus, my search 

continues to understand the potential of this work in the training of modern dancers. 

2 

I entered this study in 1996, wondering if obtaining somatic knowledge does indeed 

enhance modem dance skill acquisition. Seeking an answer, I facilitated a ten-week workshop 

based on Clark's movement principles with a group of seven student volunteers. Not withstanding 

the wealth of information I gathered from these student dancers, I came away from that workshop 

with a burning question -- how do we as dance educators bridge the gap between somatic 

knowledge and dance technique? It was this question that led me to the subject of my current 

study: the integration of Clark's somatic principles with modern dance technique. With somatics 

focused on attaining a sense of well being through an internal, experiential process and dance 

technique concentrated on training for performance in the art form, is it possible to reconcile these 

two divergent fields by integrating them into a holistic, movement-oriented pedagogy? I believe 

there is a logical connection since both somatics and dance are grounded in bodily intelligence. 



Howard Gardner (1983) categorizes bodily intelligence as an object-related intelligence: 

the self as object or the self in physical action with other objects. From a dancer's point of view, 

the focus on the intimacy of physical manipulation seems appropriate. While learning a movement 

phrase, I must observe and attend to my self as object in order to approximate the given sequence. 

As part of a group of dancers, whether in the studio or in performance, I must become my self in 

physical action with other dancers (objects). In both instances, I am undergoing a process of 

continuous modification, wherein, my perception ofmy body as self influences my thoughts and 

actions while simultaneously being influenced by my thoughts and actions (p. 235). This 

interconnection of body and mind fonns the "vessel of the individual's sense of self," where bodily 

intelligence is "partly mired within the inner emotional-affective sphere, partly peering outward to 

the circle of other people" (p. 236). 

3 

Gardner's idea about the relationship between body and mind is but one of many theories 

which have infonned our understanding of how, as human beings, we make sense of our world. 

Descartes' oft stated philosophy of "I think, therefore, I am" is another. I chose this example not 

because I agree with the concept of mind/body dualism but because from a biological perspective 

there is a certain amount of truth in Descartes' statement. Without the brain's ability to make sense 

of internal and external messages there is no consciousness and without consciousness there is no 

awareness. Awareness is necessary to realize that "I am." 

Thomas Hanna (1986) sees the "I am" as soma, the body perceived from within (the first 

person perspective). Nevertheless, the body, as phenomenon, can only be perceived from the third

person perspective. Being internally self-aware (soma) is distinct from being a body, not because 

the subject is different but because the mode of perception is different. "Soma implies immediate 



proprioception ... [that] first person perspective of [your] own proprioceptive senses" (p. 341). 

Somatics as a field of study, then, deals with somatic phenomenon. 

4 

Whether perceiving the self from first or third person, movement is what ties our 

awareness and our bodies together. Somatic systems, such as Alexander Technique, F eldenkrais, 

Body-Mind Centering, and Ideokinesis are grounded in this fundamental tie between awareness, 

felt experience, and movement. Deane Juhan (1987) states, "until the body feels something 

different, it cannot act differently" (p. 161). In other words, a task cannot be performed if the 

skills are not available on either a conscious or subconscious level. We can do only what we know. 

This is particularly true in dance where acquiring skill requires the guidance of the felt experience. 

I believe this is where the self-sensing and self-moving foci of somatics can influence the learning 

of modem dance technique. 

Dance skill, or technique, is acquired through the study and practice of a system of 

principles and methods. Technical skill refers to the command a dancer has in applying these 
I 

fundamental principles and methods. Where once technical training2 emphasized the external 

replication of movement, the study of somatics has shifted pedagogical concern toward a more 

internal experience of movement. As a reflective, educative, and experiential process, somatics 

has provided essentially an intuitive, internalized, imagery-oriented approach to mind/body 

exploration (Green, 1993; Greene, 1995; Roth, 1990). In dance education, somatic systems such 

as Bartenie:ff's Fundamentals, Feldenkrais' Awareness Through Movement, or Sweigard's 

Ideokinesis, have expanded the pedagogical palette. 

2 

The term training is used to indicate the process of becoming proficient within a specific field of study 
through specialize instruction, discipline, and practice. 
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Ideokinesis, as developed by Mabel Todd, Lulu Sweigard, and Barbara Clark, is grounded 

in the idea as the triggering element in the process of movement reeducation. As with other 

somatic systems, the principles and methods underlying the pedagogical application of ideokinesis 

in dance are rooted in knowledge of body mechanics, skeletal structure, and neuromuscular 

functioning. A theoretically based knowledge of kinesthetic principles, however valuable, does not 

necessarily lead to skill enhancement for the student dancer. What is required is a transfer of 

knowledge between somatics and dance education. I believe such a transfer can be accomplished 

through the integration of Clark's movement principles with modem dance technique. 

Renate and Geoffrey Caine (1991) speak of the transfer of knowledge between the known 

and the unknown as "patterns of interconnectedness." They suggest that new knowledge comes 

naturally when directly connected to already acquired knowledge. The key to creating 

interconnecting patterns in the mind lies not in the isolation of one subject area from another but 

rather in presenting a sense of wholeness (p. 111). Thus, incorporating somatic principles into a 

technique class may lead to the formation of an integrated and heuristic system for the teaching and 

learning of modem dance. 

Ideokinetic studies based on the work of Todd and Sweigard have shown that the use of 

anatomical and creative imagery grounded in kinesiological principles can be effective in postural 

realignment ofthe body (Eddy, 1991; Fortin, 1993; Myers, 1991; Rolland, 1979). But can 

somatic principles which focus on the internal experience in the absence of movement be 

transferred to the learning of complex sequences of movement such as a space/harmony scale? I 

believe Clark's movement-oriented ideokinetic work can serve as the bridge linking somatic 

principles and modem dance technique. 
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Clark's guiding principle was to use the natural way in all things including the use of the 

body. Her approach to movement reeducation, based on skeletal and muscular imagery in action 

and improvisational play time, provided her students a solid somatic reference point from which to 

explore their own creative movement. Encouraging her students to develop a sense of bodily 

awareness as part of the natural world made her work "more than a movement technique; it was a 

philosophy for living" (Matt, 1993, p. 11). 

Clark's unique perspective began to develop while working at Todd's Boston studio and 

with nursery school children throughout Boston during the 1930s. At about that time, Clark's 

approach to movement reeducation began to evolve away from Todd's natural posture work. 

Through games, rhythms, and rhymes, she educated her young pupils using simplified, age 

appropriate anatomical terminology and action-oriented imagery. During the l 950's and I 960's 

Clark developed a series of teaching manuals outlining her somatic principles based on knowledge 

she gained through her work with children and adults. The outcome of her life work was a 

philosophy of movement education which focused on both soma (subjective) and body (objective). 

Unquestionably, Clark's approach to ideokinesis is similar to that of other practitioners of 

this somatic system. Like her mentor, Mabel Todd, and her colleague, Lulu Sweigard, Clark's 

philosophy is founded on the belief that the idea (ideo) or image is the primary facilitator in 

movement (kinesis) and/or muscular re-patterning. Thus, the principle of imagined action 

(Sweigard's term) involves focused perception of the target action visually, aurally, or tactilely. 

For Todd and Sweigard, the application of imagined action necessitated holding the image in the 

mind's eye and imagining that action taking place on a somatic level ... in the absence of volitional 

movement. Where Clark's work takes a defining tum away from that of Todd and Sweigard is in 



her application of the principle of imagined action. Clark believed that an image, or as she 

preferred, a picture of the target action needed to be seated through sensory awareness and 

movement. Without the involvement of these two factors, learning did not take place. 

The philosophical essence of Clark's work is embedded in action. To this end, she 

combined voluntary movement with imagery in lessons which drew on the holistic and creative 

interplay of the various sensory perceptions. She encouraged her students to create personal 

metaphors as memory tools for bony landmarks and muscles and infused her images with "a 

liveliness and qualitative nature" (Matt, 1993, p. 21). Endeavoring to paint pictures of the muscle 

in movement, Clark positioned her somatic principles at the heart of daily activities (Matt, 1993, 

p. 11). 

7 

By basing her imagery on the movement of the bones and muscles, Clark's somatic 

principles clearly define and characterize the concept of the inseparable mind and body. Clark held 

that exploration of the principle through personal process had greater worth than a standardized 

progression. In other words, rather than evaluating her students against a set of normative 

measures, Clark prioritized the student's self knowledge gained through personal movement 

experience. Thus, her work embodies the heuristic nature of somatic practice and facilitates a 

creative integration of technique and imagination found in modem dance pedagogy. 

Purpose of the Study 

The purpose of this study was to examine how Barbara Clark's somatic principles might 

impact the learning of modem dance technique. The study was based on three assumptions: 1) 

Dance technique is enhanced through the direct integration of somatic principles; 2) Somatic 



knowledge is gained experientially and is, therefore, personalized and meaningful; and 3) Somatic 

principles when cognitively connected with movement education, as presented through Clark's 

ideokinetic work, enhance dance technique. 

8 

In addressing the three assumptions the following questions were used as a blueprint to 

guide me throughout my work: 1) What is somatics and what are the fundamental principles 

underscoring somatic practice; 2) What are the somatic principles which underlie Ideokinesis; 3) 

What are Clark's movement principles and how do they fundamentally differ from those presented 

by Todd and Sweigard; 4) What is meant by technique as the term is applied to the practice of 

modem dance; and 5) What effect might the integration of Clark's somatic principles have on 

modem dance technique? 

Within this study, I develop an explanatory theory for integrating Clark's ideokinetic 

approach with modem dance technique and discuss the pedagogical implications. My strategy for 

theory development was formulated through a synthesis of the principles or concepts common to 

somatics, Clark's ideokinetic work, and modem dance technique. As a strategy for theory 

building, concept synthesis involves the reordering or development of new ideas based on a careful 

analysis of observations, experiential data, or relevant literature. According to Lorraine Walker 

and Kay Avant (1988), concept synthesis can evolve through revealing new dimensions of 

established concepts, examining relationships between concepts, or by describing a new 

phenomenon (p. 52). Toe purpose of this aspect of the study, as mentioned above, was to examine 

the similarities and differences among related concepts. 
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Mode of Inquiry 

Philosophically, this study is both a journey in pursuit of the logically reasoned argument 

and a quest for understanding a human phenomenon. Therefore, my reliance upon 

phenomenological inquiry situates my commitment to understanding a phenomenon within a 

subjective referential framework. For Robert Bogdan and Steven Taylor (1975) understanding 

entails focusing on the "meaningful stuff, the internal ideas, feelings, and motives that move human 

beings as human beings rather than simply as human bodies" (p. 14). 

Phenomenological inquiry as descriptive and interpretive sense-making seeks to understand 

the "lifeworld in order to see significance of situations and relationships" (van Manen, 1990, p. 2). 

What must be remembered is that a phenomenological study is inherently grounded in the 

perceptions of the individual. "Phenomenology in principle seeks to describe the essence of that 

which appears to consciousness - thus the reduction or stripping away to arrive at what is most 

basic" (Fraleigh, 1987, p.7). Hence, any description, interpretation, and/or analysis oflived 

relationships must be seen as self-reflexive, partial, and contextually related. 

Phenomenological inquiry follows logically as a process oriented toward self-guided 

discovery and learning. To that end, this study centered on the lived or felt experience of both my 

collaborators and myself. As the researcher, I was concerned with the "meaningful stuff' made up 

of internal ideas and feelings relative to the participant's and my experience of Clark's work 

(Bogdan and Taylor, 1975, p. 14). 
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Methodology and Procedures 

Investigating the relationship of somatic practice to modem dance technique required 

methodological procedures which allowed for multiple realities, recognized the knower as being 

part of the known, and acknowledged that inquiry is value bound. Therefore, a dualistic 

methodology incorporating naturalistic and phenomenological strategies was employed during data 

collection, analysis, and interpretation. The primary collection techniques were the interview and 

the use of written documentation such as Clark's manuals, diaries, journals, and letters. 

As the principle qualitative research tool, the interview played a central role in this study. 

Raymond Gordon (1992) defines the interview process as a "conversation between two people in 

which one person tries to direct the conversation to obtain information for some specific purpose" 

(p. 2). The interviews I conducted for this study enabled me to explore and gather "experiential 

narrative material" which enhanced my ability to reach a deeper understanding of the participants' 

experience. (van Manen, 1990, p. 66). 

Informing the core of this study, interviews from the student dancers in the 1996 workshop 

were used to frame individual experience of Clark's material in relationship to modern dance 

technique. To probe their experiential knowledge of Clark and her work, I interviewed two of her 

proteges, Joanne Emmons and Pamela Matt. These interviews amplified and augmented the 

student interviews and other primary source documentation. All interviews were transcribed 

following James Spradley's (1980) verbatim principle (p. 67). In keeping with the 

phenomenological approach to the study, the interviews, acting as indicators of individual 

expression, were analyzed for emerging themes based on "experience, language, and constructed 

realities" (Erlandson, et al., p. 99). 
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Documents from the 1996 workshop, such as the students' reflexive journals, my 

observations taken during the workshop, and my personal experience of Clark's work, also served 

as primary source materials. Clark's personal notes, letters, and manuals were used to 

contextualize and triangulate information gathered from the two sets of interviews (students' and 

Clark's proteges). To deepen my understanding of the basic philosophical and practical 

differences in their respective approaches to Ideokinesis, I reviewed seminal writings by Todd, 

Sweigard, and Clark. Information gleaned from these primary sources informed the investigation 

of my three core assumptions. 

After textually analyzing and coding the interview transcripts and other written 

documentation, I developed concept charts (Miles and Huberman, 1994) based on the "emergent 

category designation" (Erlandson, et al., 1993). The themes that emerged from follow-up 

interviews and further readings were either added to or subsumed under the already developing 

themes in my working concept chart. The process of merging was dictated by the study's purpose. 

ATLAS/ti (ver. 4.1 for Microsoft Windows 95)3, a software application package for the qualitative 

analysis of textual, graphical and audio data, was used to code and analyze both the interview 

transcripts and the other source documents. 

Significance of the Study 

As noted earlier, the wide spread and growing practice of somatic techniques has 

accumulated a body of anecdotal evidence which demonstrates enhanced sensory awareness, 

3 

This software package was developed by Thomas Muhr ( 1997) and is distributed through Scientific 
Software Development, Berlin. ATLAS/ti is a registered trademark of Scientific Software Development. 
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movement re-patterning, and qualitative range of movement. Today, many university dance 

programs throughout the United States and Canada have incorporated adjunct classes in somatics 

into their curriculum (Eddy, 1991; Myers, 1991 ). Within the last ten years a number of studies 

evaluating somatic principles have focused on postural alignment and the use of imagery in 

movement education (Bernard, 1997; Dowd, 1992; Hall, Buckolz, and Fishburne, 1992; Hanrahan, 

Salmela, 1990; Krasnow, and Chatfield, 1996; Matt, 1991; Minton, 1991, 1996; Plastino, 1990; 

Smith, 1990; Solomon, 1990, 1993; Zion, 1996). Within the last five years, three dissertations 

have been completed which focus on the relationship between various somatics approaches and 

creativity (Green, 1993; Hass, 1996), self-perception, and the learning process (De Negri, 1996). 

Jill Green's (1993) investigation into the relationship between somatics and creativity 

focuses on the socio-political dimensions of somatics, creativity, personal power, and social 

change. As part of a "somatic/creativity" project set in a higher education environment, the 

participants were exposed to a number of somatic techniques and creative explorations. Based on 

interviews with the study' s participants, Green proposes that "while somatics and creative work 

provide a vehicle for personal change, they also, in most cases, were inseparable from socio

political consciousness and change" (1993, p. 230). 

Jeannine Hass' (1996) examination of somatics and creativity is similar in many ways to 

Green's (1993) study. The primary question propelling Hass' study was the role somatic 

awareness might play in the creative process and one's creative life. Like Green, Hass' findings 

were drawn from interviews, observations, and questionnaires (pre/post course) by the participants 

in a college level course. Hass found that the participants recognized the "relationships between 



the felt sense in their bodies and their creativity . . . . [ and that they] understood their lives in a 

holistic way, speaking of the inseparability of spirit (soul), mind, and body" (p . 177). 

13 

The fundamental purpose ofLinai Vaz De Negri's (1996) study was to develop a greater 

understanding of the learning process and how self-perception and somatic knowledge might 

influence motor skill acquisition. De Negri grounded her study in the reported experiences 

of dancers and synchronized swimmers as they "negotiated" the learning of movement skills. In 

terms of negotiating meaning making and acquiring new movement skills, De Negri reports that the 

participants found somatic practice valuable to the learning process on an "unconscious level." 

"On this 'unconscious level,' they intuitively understand and recognize the value of experience, 

awareness, sensory cues, and body-mind unity" (p. 224). 

What distinguishes this study from those just described is its examination of a single 

somatic practitioner and the import her work has for modem dance education. Specifically, the 

focus is on the impact that Clark's somatic principles might have on the teaching and learning of 

modern dance technique. As a conceptual synthesis, the study presents a heuristically constructed 

theory model for integrating Clark's movement principles with modern dance technique without 

sacrificing the vital aesthetic and creative dimensions of the genre. 

The theoretical model presented in this study challenges traditional epistemological and 

pedagogical practices which split mind from body through an emphasis on external replication of 

movement, thereby, differentiating what is known from how it is known. What I am proposing is a 

pedagogical approach to modem dance technique which de-emphasizes replication of movement in 

favor of integrating the perceptive, cognitive, and kinesthetic aspects of movement in a heuristic 

learning environment. Fundamental issues are raised which may directly impact the integration of 



14 

this type of somatic-based technique into the dance curriculum. Suggestions for further 

investigation are as follows: 1) what is an appropriate mix of cognitive, intuitive, sensory, 

imaginative, and personal movement exploration; 2) how does self-sensing and self-moving overlap 

with specific technical objectives; 3) how does student mood, energy, and attentiveness determine 

and/or affect the process; and 4) what role does individual choice, creativity, responsibility, and 

autonomy play in this pedagogical approach to dance technique? 

Overview of the Remaining Chapters 

At this point, let me introduce the organization of the remaining chapters in order to orient 

the reader to the signposts along the pathway. 

Chapter II: Methodology: The Rules of Engagement 

As the title suggests, this chapter provides the reader with background on my mode of 

inquiry, the paradigmatic choices I made, and how these choices influenced the design of the study 

in terms of data collection and analysis. 

Chapter III: Somatics: A Synergistic Whole 

In this definitional chapter on somatics, I outline the assumptions and principles distilled 

from my literature review of the subject. These fundamental truths form the groundwork of what I 

consider to be the essence of somatic practice as it relates to the topic of this study. 

Chapter IV: Ideokinesis: Fundamental Principles 

Next is the definitional chapter on ideokinesis which outlines the assumptions and 

principles gleaned from my reading of Todd, Sweigard, and Clark. My intent in this chapter was 



to define the philosophical and practical differences and similarities between these three 

practitioners and to clarify Clark's perspective as an introduction to the following chapter. 

Chapter V: Barbara Clark: All that is Natural in Movement 
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While this chapter provides the reader with a brief history of Clark and the influences on 

her work, it is primarily a textual analysis of her manuals, notes, and letters. My intent here was to 

paint a representational portrait of Clark and her work using her written words as pigment. The 

hermeneutic process utilized in the construction of this chapter reflects my pre-understanding of her 

work as an organizational frame of reference. 

Chapter VI: The Changing Face of Modem Dance Technique 

This definitional chapter outlines the fundamental principles of modem dance technique 

based on a literature review of five schools ofthought: Graham, Humphrey, Limon, Hawkins and 

generic dance technique as represented by Sylvie Fortin and Ruth Solomon. 

Chapter VII: Synthesis: The Way Things Fit Together 

This chapter pulls together the various conceptual threads woven throughout the chapters 

on somatics, ideokinesis, Clark, and modem dance technique. My synthesis of these fundamental 

concepts results in an explanatory theory for the integration of Clark's ideokinetic principles with 

modem dance technique. My line of argument is substantiated by interviews (students and Clark's 

proteges) and Clark's written material. 

Chapter VIII: Discussion: Traveling the Natural Pathway 

The final chapter summarizes what has been presented throughout the study and speaks to 

the pedagogical implications of the theory advanced in Chapter VII. Suggestions for further study 

are made. 



CHAPTER II 

METHODOLOGY: THE RULES OF ENGAGEMENT 

After all, the ultimate goal of all research is not objectivity, but truth. 
- Helene Deutsch 4 

In contrast to an objective, clinical study of the body, philosophical inquiry into the 

relationship between somatic systems and modem dance technique necessitates a deepening of our 

subjective understanding of the mind-body connection. Clearly interwoven with philosophical as 

well as physical principles, an examination of experientially-based somatic work, such as that of 

Barbara Clark, calls for a research orientation that elucidates a heuristic process. The focus of this 

chapter is on the mode of inquiry and the methodological processes employed to investigate the 

problem. To assist the reader in following the methodology and procedures, I will begin with a 

discussion of philosophical inquiry and subsequent paradigmatic and methodological choices. 

Philosophical Inquiry 

Philosophy is defined as "speculative inquiry concerning the source and nature of human 

understanding, a system of ideas based on such thinking, a theory concerning a particular subject, 

or a system of values by which one lives" (J'he American Heritage Dictionary of the English 

Language, 1973, p. 985). As the pursuit of "ideas [and] wisdom pertaining to the human condition 

4 

The Psychology of Women, vol. l, Preface (1944-45). The Columbia Dictionary of Quotations (1993), 
New York: Columbia University Press. 
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and the nature of the universe, "5 philosophical inquiry seeks to understand the nature of things 

through logical reasoning. The present study, grounded in the speculative nature of philosophy, 

seeks to analyze and synthesize the fundamental beliefs underlying somatics, Clark's ideokinetic 

principles, and modem dance technique. 
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Philosophical inquiry is designed to reveal what can be known about the topic under study. 

Any study, regardless of its methodological substructures must, however, emanate from some a 

priori knowledge of the topic. We can go forward only from what we already know. In guiding 

this study, the problem statement and the research questions were formulated from my 

'constructed' understanding of somatics, Clark's work, and modem dance technique. By 

'constructed' I simply mean that choices were made during the process of examining and 

synthesizing various concepts within these separate but related fields. The choices I made were 

influenced by my professional aesthetic and philosophical proclivities which in tum were formed as 

a result ofmy experiences and understanding of the three fields. Consequently, any constructions I 

develop and theoretical conclusions I am able to make from this inquiry are idiosyncratic. 

As with any mode of inquiry that is heuristically oriented -- where discovery and 

comprehension is the direct result of personal investigation -- philosophical inquiry is a process 

whereby I am able to identify and speculate upon subjective values and knowledge biases as they 

influence the research process. Truths and values, as represented through my knowledge claims 

(what there is to know) and value claims (significance of what is known) about dance are 

essentially and intricately woven into the fabric of my ideas as I communicate them to others. 

5 

Quotation taken from my notes in Philosophy of Dance, a graduate course taught by Dr. Janice 
LaPointe-Crump, 1994, Texas Woman's University. 
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The degree to which my professional experience colors my view of somatics, Clark's 

work, and modem dance technique bears directly on the matter of pre-understanding in 

philosophical inquiry. William Barrett (1958) argues intriguingly about the inhibiting character of 

professional specializ.ation. When everything is viewed from within one's area of specialty, there 

exists the potential for deformation professionel/e (professional deformation). Barrett warns, 

The philosopher can hardly be expected to escape his own professional deformation, 
especially since it has become a law of modem society that man is assimilated more and 
more completely to his social function. And it is just here that a troublesome and profound 
ambiguity resides for the philosopher today. (195 8, p. 5) 

My inquiry began then with self interrogation to determine the degree to which my philosophical 

view has been influenced by the institutional belief systems under which I have studied and worked. 

As a researcher trained in specific methodologies, where does the indoctrination end and the "I" 

begin? 

Following Wanda May's (1992) advice, therefore, "it behooves me to disclose my 

assumptions and positioned approach" so that readers can read my work more "contextually and 

critically" (p. 226). At issue is how personal philosophical bias is reflected in choices made during 

the process of data collection and as a variable in the analysis of that data. As a researcher, I 

recognize that choices made throughout the research process were colored by, despite my effort 

to limit their intrusion, 'lhe hidden traps''6 of personal philosophy. For instance, my work as a 

dancer and teacher has been deeply influenced by Clark's words and work. Her concept of natural 

movement as undisturbed by "preoccupation with progress" holds profound meaning for me. When 

6 

Erlandson. et. al., refer to the traps we may fall into due to language, culture, experience, and stereotypes. 
This warning is apropos in terms of how socio-cultural phenomena formulate the values by which we live 
(Erlandson, Harris, Skipper, Allen, 1993, p. 49). 



19 

she speaks of movement as a well spring that "moves through you, it moves out of you and into 

you, "7 I kinesthetically sense her meaning. I am indebted to her work which has opened my eyes to 

an awareness of the body as part of the natural world and for her words which resonate throughout 

my performing and teaching of modem dance. 

Let us return to the issue of philosophical biases. It would be easy to philosophically 

categorize myself and leave it at that. I could blithely label myself a pragmatic-existential

phenomenologist and assume you would know where I stand. But human beings cannot be 

classified as one thing or another. Therefore, I must acknowledge the complicated substructure of 

philosophical predispositions which determined the design and execution of this study. 

As a pragmatist, I have been greatly influenced by the writings of John Dewey and Donald 

Schon. Fundamentally, I believe that knowledge is gained through experience, and as such, 

knowledge is instrumental. However, as Dewey (1938) cautions, 'lhe belief that all genuine 

education comes about through experience does not mean that all experiences are genuinely or 

equally educative"(p. 25). The instrumental educational experience involves a "continuity and 

interaction between the learner and what is learned" (Hall-Quest, cited in Dewey, 1938, p. 11). 

Thus, my position that knowledge is gained through experience refers to my own educative 

experience where active participation in events or activities led to the accumulation of particular 

kinds of knowledge or skills. Also of significance to Dewey's theories about art and education is 

the quality of each new experience. Dewey suggests that by gauging the quality of every experience 

7 

The Clark quotations cited in this chapter are drawn from her notes and diaries. The form these entries 
took were somewhat irregular as they were jotted down on scraps of paper, entered into date books under 
no specific date, or written in small spiral notebooks with no date indicated. This particular quotation, 
however, can be found in Matt, 1993, p. 10. 
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along an "experiential continuum" of agreeableness and disagreeableness, we determine if the 

experience is or is not educative and, thus, meaningful (p. 27). Experience, then, "occurs 

continuously, because of the interaction of the live creature and environing conditions involved in 

the very process ofliving" (Dewey, 1934, p. 35). Therefore, what is learned must be profoundly 

significant to the learner. 

Dewey's view of experience reflects Thomas Hanna's description of experience as the 

individuated, self-monitoring activity of soma8
, wherein an activity is judged against the 

phylogenetic baseline of harmony and contentment. When mind and body are united, knowledge is 

gained through reflective interaction with the environment. Therefore, the relationship between 

practice, action, and reflection is relevant. 

When a practitioner reflects in and on his practice, the possible objects of his reflection are 
as varied as the kinds of phenomena before him and the systems of knowing-in-practice 
which he brings to them . . . . He may reflect on the feeling for a situation which has led 
him to adopt a particular course of action [or] on the way in which he has framed the 
problem he is trying to solve. (Schon, 1983, p. 62) 

From my vantage point as a dancer, choreographer, and teacher, Schon's reflective 

practitioner straddles the fence between pragmatism and existentialism. Reflective practice, for 

me, blends with Barrett's (1958) definition of existentialism as a philosophical system which 

attempts 'lo gather all the elements of human reality into a total picture of man" {p . 13). Jean-Paul 

Sartre ( 19 5 7) viewed man's construction of his reality as the product of his will to exist. 

8 

The first principle of existentialism [is that] man is nothing else but what he makes himself 
.... Not only is man what he conceives himself to be, but he is also only what he wills 
himself to be after this thrust toward existence" (p. 15) 

Soma is defined as first-person perceptual process or experience of the self from the inside. This topic is 

discussed in detail in Chapter III. 
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As such, existentialism takes as its central focus the "purely personal experience" of the 

individual's struggles for self-realization (Barnes, 1968; Fraleigh, 1987; Heidegger, 1949; May, 

1983). Filtered through "the intimacy and concreteness of personal feeling," existentialism views 

existence as both purposeful and intentional. To that end, the process of self creation results from 

actions taken as a free agent (Marcel, cited in Barrett, 1958, p. 14). As an individual, I seek self

realization by questioning the meaning I place on the experiences I chose to have in an "endless 

effort to drag the balloon of the mind back to the earth of actual experience." (Barrett, 195 8, 

p. 18). 

My phenomenological orientation leads me to seek out and understand the essence of 

things by giving myself over to my perception as it reveals itself to me on an intuitive level 

(Fraleigh, 1987; Husserl, 1964). In the process of coming to know, I attempt to describe what I 

perceive and what I experience without preconceptions and with few embellishments. "Instead of 

making intellectual speculations about the whole of reality, [the phenomenologist] must tum to a 

pure description of what is" (Husserl, cited in Barrett, 1958, p. 214). This means letting the thing 

speak for itself. As Martin Heidegger states, a thing will only reveal itself to us, "if we do not 

attempt to coerce it into one of our ready-made conceptual straight jackets" (cited in Barrett, 1958, 

p. 214). 

A Naturalistic Paradigm 

Thus, my search for understanding is idiosyncratically constructed and, as such, requires a 

research paradigm which goes to the heart of personal experience (Fraleigh, 198 7, 1998; van 

Manen, 1990). A naturalistic paradigm provides the needed framework upon which to construct a 
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theory addressing philosophical issues of human realities. In contrast to a positivistic or empirical 

concern with surface events and a privileged status for objective assessment, a naturalistic 

approach seeks to probe beneath the surface to posit a conviction for personal intuition. As 

positivism takes an atomistic perspective, the quest of naturalism is to achieve a holistic 

understanding. While a predictive purpose lies at the center of positivistic study, the guiding 

purpose in naturalistic inquiry is to enhance verstehen -- comprehension, sensitivity, and empathy -

- for that which is foreign or unnatural to our world view. 

A naturalistic paradigm is built on the following crucial assumptions: 1) the knower can 

not be separated from the known; 2) events are temporally and contextually bound; 3) cause and 

effect can not be distinguished as all entities are in a state of mutual simultaneous shaping; and 4) 

all inquiry is value bound by the nature of the inherent value system of the participants and the 

inquirer (Erlandson, Harris, Skipper, Allen, 1993, p. 12; Lincoln and Guba, 1985, p. 37). 

A naturalistic study is variously labeled and may be known as humanistic, hermeneutic, 

ethnographic, phenomenologic or post positivistic (Lincoln and Guba, 1985, p . 7). A selected yet 

in-depth review of literature concerning qualitative research amply illustrates how individual 

philosophical proclivities influence the application of a naturalistic paradigm (Bogdon and Taylor, 

1975; Erlandson, et. al., 1993; Guba, 1978; Lincoln and Guba, 1985; Morris, 1977; Spradley, 

1980; Strauss and Corbin, 1990; van Manen, 1990; Webb, 1981). The fundamental issues 

involved in employing a naturalistic research paradigm are that "no manipulation on the part of the 

inquirer is implied and [that] the inquirer imposes no a prior units on the outcome" (Lincoln and 

Guba, 1985, p. 8). Theoretically it appears possible to avoid imposition. Realistically, however, 

human experience intercedes. The knowledge and value biases embedded in my philosophical 



stance directly influenced the framing of this study and how data was collected, analyzed, and 

interpreted. Consequently, the theory which has emerged from the data is highly subjective and 

philosophically idiosyncratic. 
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In some circles, a naturalistic study may be thought to lack credibility. But the point of 

this methodological approach is not to arrive at generalizable results. Instead, a naturalistic study 

achieves trustworthiness and credibility as a result of rigorous adherence to procedure through 

consistent and systematic action.9 Reliability is established by continually questioning one's 

analysis and the interpretation of the data. Veracity of the findings is confirmed through stringent 

external judgement from peers or member checks. This holds true for issues of dependability and 

confirmability as well. 

Methodological Choice 

Bogdan and Taylor (1975) suggest, "debates over methodology can be stripped down to 

these essentials: assumptions and goals, theory and perspective" (p. 1). The chosen methodological 

perspective must fit within the philosophical framework of the study. Utilizing a naturalistic 

paradigm required that I choose and consistently follow methodological procedures which allowed 

for investigation, analysis, and interpretation of the participants' and my subjective experience. 

Specifically, my aim was to utilize phenomenological methods - interviews and non

reactive measures (i.e., physical evidence) in order to capture the lived experience of those who 

participated in this study. According to van Manen (1990), the lived experience is a pre-reflective 

9 

"Because [ each] person represents different constructed realities, a credible outcome is one that adequately 
represents both the areas in which these realities converge and the points on which they diverge" 

(Erlandson, et. al., 1993, p. 30). 
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state of consciousness which cannot be immediately grasped but rather requires active reflection. 

The aim of such reflective activity is to 'transform lived experience into a textual expression of its 

essence ... a reflexive re-living and a reflective appropriation of something meaningful" (p. 36). 

Phenomenological methodology, grounded in the perceptions of the individual, aims to 

reveal "the essence of that which appears to consciousness - thus the reduction or stripping away to 

arrive at what is most basic" (Fraleigh, 1987, p.7). Hence, any description, interpretation, and/or 

analysis of relationships or situations must be seen as self-reflexive, partial, and contextually 

related. As such, phenomenological methods are embedded within a heuristic process of self

guided discovery and learning. 

Essentially, phenomenological methodology may be characterized as interpretive sense

making. On the one hand I attempted to describe the essence of the lived experience while on the 

other, I sought to interpret meaning found in the objects, expressions, or texts reflective of the lived 

experience. "There is not really a method understood as a set of investigative procedures that one 

can master" (van Manen, 1990, p. 29). Each project requires the researcher to develop procedures 

consistent with the underlying questions being asked. This implies that analysis and description of 

the lived experience is grounded in self-reflection which illuminates personal values, feelings, 

emotions, actions, and meaning (Fraleigh, 1987, 1998; van Manen, 1990). Defining the 

relationship between somatics and phenomenological methodology, Seymour Kleinman (1991) 

states, 

Phenomenology [is] an ongoing experiencing of self and the world, a means capable of 
providing insights for deeper understanding. In other words, phenomenology and somatics 
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are extremely compatible because they stand on common ground. The experiential world 
is recognized as a rich source of data. 10 

As a phenomenological researcher, I was concerned with uncovering the meaningful stuff 

11 or the internal ideas, feelings, and motives which arise from a heuristic learning process. What I 

sought was the essence of the experience as expressed through personal voice. Being both 

researcher and participant in the study, required me to suspend my familiarity with the subject 

matter by distancing myself in order to remain open to the experiences of others. As Monica 

Morris (1977) suggests, the search for truth requires putting oneself "in the other person's place, 

to feel as he feels, to follow his actions and attitudes as he concretely lives them" (p. 8). 

The issue of truth versus perspective brings into question an underlying concept of 

constructed reality. The phenomenological researcher must account for individual constructions of 

reality based on how the subject's language is used to describe and classify experience. In terms of 

personal reality, assumptions must be made that concepts of truth can often be framed by 

expedience and/or belief. Julienne Ford's multiple meanings for truth serves as an example. 

10 

T 4 is the familiar, empirical truth of a scientist - a claim in the form of a hypothesis 
T 3 is logical truth - logically or mathematically consistent with some other claim known to 
be true 
T 2 is ethical truth - those who assert it are acting in conformity with moral or professional 
standards of conduct 
T 1 is metaphysical truth - a claim that cannot be tested for truthfulness against some 
external norm such as correspondence with nature, logical deduction, or professional 

Dr. Kleinman, speaking to the kinship between somatics and dance, makes a case for kinesthetic 
phenomenology in his article Researching Lived Experience in Movement and Dance, Kinesiology and 
Dance Medicine, Vol. 14 (1), pp. 33-43. 

11 

Bogdan and Taylor are referring here to the forces that move human beings both physically and 
psychologically. (1975, p. 14). 



standards of conduct - truth that must be accepted at face value. (Cited in Lincoln and 
Guba, 1985, p. 14) 
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According to Barrett ( 195 8), truth and our relationship to it 'lums upon [ decisions made] as to 

what truth is. In other words we find what we are looking for" (p. 216). Decisions about truth and 

perspective, therefore, must result from the researcher "developing .and verifying shared 

constructions" with the study's participants through negotiated meaning and fit within the situation 

(Erlandson, et. al., 1993, p. 21). 

By choosing to examine both the participants' and my direct experience of Clark's work 

through our words and actions, I acknowledged the existence of multiple, constructed realities. By 

relying on a negotiated understanding of Clark's work between the study' s participants and myself, 

I accepted the ontological and epistemological assumptions of a naturalistic paradigm. As primary 

sources, the participants provided me with valuable information concerning the feasibility of 

integrating Clark's ideokinetic principles into modem dance technique. In tum, I filtered this 

information through my pre-understanding of Clark's work. Therefore, conclusions drawn as to 

the impact of Clark's material on the teaching and learning of modem dance technique emerged 

from negotiated meaning derived from the participants' and my own experience, my deep study of 

the primary materials and the related literature. 

Adherence to the epistemological assumption of the inseparable knower and known further 

supports a phenomenological approach to this study. As Clark states in her memoirs, "the ideal 

teaching I carry in mind for myself is the gradual opening of a door, letting in the light for the 

child's own vision ofhis individual development" (Clark, cited in Matt, 1993, p. 32). By 

employing strategies which reflect the ontological assumption of mutual simultaneous shaping (i.e., 



the interaction between interviewer and interviewee) each participant is actively engaged in 

directing and shaping the study. 

Research Design 

As stated earlier, the focus of this study was to examine how Clark's somatic principles 

might impact the learning of modem dance technique and to develop an explanatory theory for 

integrating Clark's ideokinetic approach with modem dance technique. I proceeded from the 

following assumptions: 1) Dance technique is enhanced through the direct integration of somatic 

principles; 2) Somatic knowledge is gained experientially and is, therefore, personalized and 

meaningful; and 3) Somatic principles when cognitively connected with movement education, as 

presented through Clark's ideokinetic work, enhances dance technique. These assumptions were 

first arrived at through my study of motor learning and development, secondly through my 

consistent reliance on imagery as a pedagogical tool, and thirdly from data collected from a 

preliminary study I conducted in 1996 which tested the direct application of Clark's work to 

modem dance technique. 
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As background for the reader, I will briefly discuss the preliminary study. In the Fall of 

1996, I taught a workshop which consisted of ten one-hour sessions involving seven university 

student dancers. Clark's movement principles were taught using lesson plans developed by Joanne 

Emmons, a protege of Clark's, and myself 2 (see Appendix F and G). At the end of each session, 

the dancers were asked to write a five minute reflection (free write) on their experience. Following 

12 

During the Spring and Summer of 1995, we developed these lessons as a means of testing out our ideas 
about applying Clark's work to modem dance technique. 
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the ten week session, I interviewed the dancers about their experience of the material presented in 

the workshop. I will delve more deeply into this workshop in the Procedures section. 

As primary sources, the student interviews and interviews I conducted with Joanne 

Emmons and Pamela Matt, another of Clark's proteges, formed one part of the data base for this 

study. The dancers' reflections, my personal observations of the workshop, and my experience 

with Clark's work, formed another part of the data base. The remaining material for this study 

consisted of my analysis of literature on somatics, ideokinesis, modem dance technique, and 

Clark's personal diaries and letters. 13 

The primary research strategies used in this study were interviews and non-reactive 

measures. These strategies are defined further in the next section of this chapter. All data gathered 

for the study was stored and managed using ATLAS/ti (ver. 4.1 for Microsoft Windows 95), a 

software application package for the qualitative analysis of textual, graphical, and audio data, in 

order to facilitate the analytical process. 

Procedures 

Strategies for Data Gathering 

As stated above, investigating the relationship of somatic practice to modem dance 

technique required methodological procedures which allowed for multiple realities and 

accommodation to the value bound limitations of qualitative inquiry. As such, strategies associated 

with qualitative research were employed during the collection, analysis, and interpretation of the 

13 

Clark's materials are held by Pamela Matt in a collection at Arizona State University. 
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data. The primary data gathering strategies for this study were interviews and an examination of 

written documents (non-reactive measures). 

Interviews 

As a fundamental research tool, the interview played a central role in this study. The 

interviewing process can be defined as a "form of a dialogue or an interaction" between interviewer 

and the respondent (Erlandson, et. al., 1993, p. 85) or as a "conversation between two people in 

which one person tries to direct the conversation to obtain information for some specific purpose" 

(Gordon, 1992, p. 2). 

[The interview may be used] for exploring and gathering experiential narrative material 
... for developing a richer and deeper understanding of a human phenomenon, [and] as a 
vehicle to develop a conversational relation with a partner (interviewee) about the meaning 
of an experience. (van Manen, 1990, p. 66) 

As part ofmy data gathering process, I interviewed seven student dancers from the Texas 

Woman's University Programs in Dance who participated in the 1996 workshop. The students 

were classified by the course work and faculty as either intermediate or advanced level dancers. 

This meant they each had several years of dance training in ballet and/or modem dance. 

The dancers attended a one hour class, one time per week for ten weeks and participated in 

an in-depth interview at the conclusion of the study. The lessons were held in a dance studio on the 

Texas Woman's University campus. As required by the Human Subjects Review Committee 

(HSRC), the dancers signed an informed consent form that advised them of safeguards put in place 

to insure against any physical or psychological harm. They were informed that their right to 

privacy would be upheld and that any personal space considerations would be respected. With 

permission from the participants, each class was videotaped. However, data from those tapes were 



not considered in this study primarily because their content focused on the application of Clark's 

principles. 
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Following Texas Woman's University HSRC guidelines, during our first meeting I 

explained the interviewing process and informed the dancers that the interviews would be recorded. 

They were advised that they could stop the interview any time during the process, that they had the 

right to refuse to answer any question, and that their answers would be kept confidential. The 

dancers were informed of their right to review and edit transcripts of their interviews before 

publication of the study. They were advised that, should it be necessary to re-interview them 

during the study, they would be given an opportunity to accept or refuse permission. As the 

facilitator, I realized that this might put me at a disadvantage but the "open process on which the 

research depends" required this continued renewal of partnership (Erlandson, et. al., 1993, p. 153). 

Working around their scheduling conflicts, I arranged interview times with each student. 

Prior to the interviews, I developed an interview guide containing seven open-ended 

questions (see Appendix J). As a method for comparison and to ensure consistency, I asked the 

same questions of all the dancers. The questions were composed with specific attention to the 

"actions, thoughts, and feelings" ofthe participants (Gorden, 1992, p. 13). As the occasion arose, 

I used more narrowly focused questions to uncover a dancer's grasp of key concepts. These 

questions also facilitated cross-checking information for consistency among the dancers (Gorden, 

1992, p. 36). Specific feelings or responses to situations that arose during the classes were elicited 

using more directly worded questions. I limited the number of guide questions to five so the 

interview would last no more than one hour. 
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Following Gorden's (1992) suggestion of a "good strategy" for dealing with multiple 

interviews covering the same objectives, I situated my broad exploratory questions at the beginning 

(p. 36). Dependent on each participant's responses to the broad questions, I followed up with more 

narrowly focused questions. Aiming to get at the meaningful stuff, I posed questions which 

allowed for a high degree of self-expression. This allowed me a measure of flexibility to respond 

to any serendipitous occurrences and create a conversational atmosphere. Recognizing each 

participant as having a unique perspective on Clark's work and on modem dance technique enabled 

me to gain insight into their individual experiences. By assuming the role of student, each 

participant, as partners in the process, became my teacher. 

My interviews with Clark's proteges were conducted via telephone; both respondents 

spoke to me from their homes. I delimited my interviews to two of Clark's proteges, Joanne 

Emmons14 and Pamela Matt, 15 for three reasons: 1) my personal familiarity with both them and 

their work; 2) their close working relationship with Clark and each other; and 3) geographical 

proximity. 16 Knowing that travel was necessary to collect further data, financial concerns dictated 

14 

Joanne Emmons studied with Clark from the early 1950s to the late I 960s. During her work with Clark, 
she assisted in the development of the manuals and taught pre-dance classes incorporating Clark's 
somatic principles. 

15 

While a graduate student in Dance at the University of Illinois, Pamela Matt first met Clark in 1971. 

She later assisted Clark in the compilation of her materials and completed the 4th manual - The Body is 
Round following Clark's death in 1982. 

16 

Erik Hawkins and Andre Bernard are perhaps the most well known of those who worked directly with 
Clark. Others who were influenced by Clark's work via their own study with Bernard are John Rolland 

and Bonnie Bainbridge Cohen. A follow-up study focusing on how Clark's work has influenced another 
generation of somatic practitioners would undoubtedly shed more light on her contributions to dance and 
therapy. 



that I delimit myself to those human sources living within the nearby states of New Mexico and 

Arizona. Material gathered from these interviews was used to support and augment information 

gleaned from the student interviews. To take advantage of their expertise in Clark's work, I also 

designed seven open-ended questions to guide the interviews (See Appendix K). These two 

interviews, in conjunction with the student interviews, formed the core source materials for this 

study and provided me with what van Manen (1990) refers to as the "experiential narrative 

material" essential to the development of a "richer and deeper understanding" of the human 

experience (p. 66). 

Non-Reactive Measures 
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The remaining data for this study was gathered from physical evidence. Named non

reactive measures because they do not "react to the researcher's presence or initiatives," physical 

evidence can provide a "context for understanding and evaluating the data obtained from dynamic 

human sources" (Erlandson, et al., 1983, p. 101). Unlike observations, interviews, or surveys, 

these measures are geared specifically to the study of behavior and events as found primarily in 

surviving physical data. Physical evidence may be found in settings such as archives, personal 

diaries, archeological sites, or the old trunk in grandmother's attic. The inherent value of diverse 

materials is not limited to purposes of "comparison and inference" but rather is "available to be 

exploited opportunistically by the alert investigator" (Webb, 1981, p. 5). The study of physical 

evidence plays a complementary role to observations and interviews. As with interviews, 

documents whether written, spoken (i.e., audiotape), or symbolic in nature share a "common 

purpose." These documents all "present the naturalistic, subjective point of view of a participant" 

(Plummer, 1983, p. 14). 
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Relying solely on documents for answers, however, can lead to potentially invalid 

interpretations. Just as philosophical bias may influence the design of the study and the collection 

of the data, an interpretation of an event may be biased in any number of other ways: political 

affiliation, social status, gender, age, ethnicity. Therefore, engaging in a continual process of 

questioning, analyzing, and triangulating the documentary evidence with other sources is 

particularly crucial when using this method. In spite of its pitfalls, the use of physical evidence can 

provide a base for comparison and corroborative support for observations and interviews. The 

documentation used in this study took the form of Clark's journals, personal diaries, and notes, the 

reflexive writing by the 1996 workshop participants, and my observations during the workshop. 

As part of the Clark workshop, the student dancers were given five minutes to free write 

their impressions at the end of each lesson. At the same time, I wrote down my reflections based 

upon what I had observed during the class. The students' reflexive writings formed a significant 

data source for triangulating information gathered during the interviews. Information I obtained 

from Clark's manuals, as well as her personal diaries and notes, provided another major source of 

textual material. 

In addition to the above mentioned sources, I undertook a literature search in order to 

establish working definitions, clarify assumptions and to develop a greater understanding for 

somatic principles in general, ideokinesis, in particular, and modem dance technique. This reading 

project enabled me to synthesize and reconfigure various points of view while maintaining a 

hermeneutic orientation. Working within the precondition that a certain level of subjectivity and 

pre-understanding of all three fields was inevitable, I recorded data that were pertinent to my three 

assumptions and the research questions. 
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Strategies for Data Analysis 

Elliot Eisner (1991) suggests, "all that we can ever know is the product of an active mind 

in commerce with a world" (p. 51). Reliance on the spoken and written word as primary source 

materials necessitated close examination of the interplay between language, experience, and 

constructed reality. Just as my reality is forged by the way I interpret my perceptions, the language 

I use to describe and analyze these perceptions is based on what I have come to know through 

experience. Thus, my understanding of the world is modified by unique intellectual, emotional, and 

kinesthetic attitudes and aptitudes. To that extent, ontological knowledge is shaped by 

epistemological concerns. What is gained via curiosity and new experience is influenced by 

previous ideas, understandings, and practices. The relationship among language, a priori 

understanding, and constructed reality must be kept in mind when analyzing textual material, such 

as manuals, notes, diaries, and interview transcripts. 

As a tool for constructing meaning text analysis, as defined by Linda Ettinger and Jane 

Maitland-Gholson (1990), is a method for taking into account the assumptions, experiences, 

values, and beliefs of the interpreter of the text. This analytic and interpretive strategy reflects a 

"belief in text as social activity and meaning as socially constructed reality built upon some degree 

of interaction among life contexts of author, audience, interpreter, and/or the text" (p. 91). 

Maintaining a hermeneutic orientation during my analysis of the data allowed me to test divergent 

interpretations of the textual materials while recognizing the influence my pre-understanding had as 

an organizational frame of reference. Thus, I became at once producer, consumer, and interpreter 

in the analytical/interpretive process. 



35 

Interviews 

As primary source documents, the interviews were transcribed following Spradley's (1980) 

verbatim principle (p. 67). Prior to analysis of the data, I submitted the verbatim transcripts to 

Emmons, Matt, and the dancers for comments, corrections, or rejections. Once I received the 

corrected and approved transcripts from the participants, I transferred the data into ATLAS/ti to 

facilitate the analytical process. 

In keeping with a naturalistic paradigm, an interactive process was chosen which allowed 

for the emergence of themes based on "experience, language and constructed realities" (Erlandson, 

et al., p. 99). After closely re-reading the transcripts, a concept chart (Miles and Huberman, 1994; 

Walker and Avant, 1988) was developed based on the "emergent category designation" (Erlandson, 

et al., 1993). How various categories emerged from the data concerning the role of cognitive effort 

in modem dance technique is graphically represented in Figure 1. 

Using the network program in ATLAS/ti I was able to play with conceptual relationships 

by shifting the nodes around. In ATLAS/ti a node can be a code, memo, quotation, or a primary 

text document. In Figure 1, the nodes represent codes and the arrows indicate the relationship I 

established between them. Figure 1 and other conceptual maps were used in formulating the 

concept synthesis. 
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Figure 1. Concept chart for Cognitive Effort developed using ATLAS/ti. 
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About a month into analyzing the interview data, I requested follow-up interviews with 

specific individuals to gather additional information and to clarify my questions. Realizing the 

time differential between the first and second interviews, I allowed for reconsideration of what had 

been said and memory lapses. The further questioning, however, enabled me to clarify my 

understanding of thoughts and feelings regarding the participants' experiences of Clark's work 

(Merton, Fiske, Kendall, 1956, p. 95). 

Information gathered from the follow-up interviews was then folded back into the initial 

data using a "constant comparative method" (Glaser and Strauss, 1967, p. 101). Working in this 

manner, the themes that emerged from the follow-up interviews were either added to or subsumed 

under the themes developed in my working concept chart. I then proceeded to develop a set of 

codes to reflect the emergent themes from the concept chart. Again, this was a process of merging 

themes as dictated by their relationship to the purpose of the study. 
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Using ATLAS/ti enabled me to easily code the interview transcripts, either with single 

codes or multiple codes. In most instances, only single codes were assigned. Having the ability to 

try different code/quotation combinations afforded me a great deal of flexibility during the initial 

sorting process. As my analysis of the interviews progressed, I reached preliminary conclusions 

regarding the relationship of the core concepts. I began to question how all the pieces fit together. 

It was at this point that my personal reflections on the interviews came into play. As I mentioned 

above, language used to describe and analyze experience is based on what we have come to know 

through our experiences. Thus, my process of coding and analyzing the data was modified by 

previous ideas, understandings, and practices, the relationship between pre-understanding, 

language, and reality. 

Non-reactive Measures 

The base of knowledge I had gathered from the literature review on somatics, ideokinesis, 

and modem dance technique was also analyzed using ATLAS/ti. Following the procedures I had 

used for coding the interviews, each subject area was entered as a Hermeneutic Unit. The primary 

documents (i.e. the notes taken from the various textual materials) for each Hermeneutic Unit 

(hereafter referred as HU) were coded using an open coding technique (Strauss and Corbin, 1990, 

p. 62). As I read through the document I assigned either an in-vivo code (i.e., a term embedded in 

the section or quotation) or I created a code. This process was followed for all primary documents 

in each HU. Using the Code Analyzer function of the ATLAS/ti program, I checked the primary 

documents in each HU for redundant codes. This process allowed me to reduce the amount of data 

by eliminating or merging identical or overlapping quotations which might have resulted from the 

assignment of multiple codes to a single passage. Once satisfied that redundancy had been 



38 

eliminated, I ran a report listing the codes and their frequency of use. Accepting the codes with the 

highest frequency as the primary categories or themes, I began to subsume or re-categorize the less 

frequently cited codes (Strauss and Corbin, 1990, p. 114). 

The second phase of analysis involved an intuitive process which relied on my experiential 

knowledge of somatic, ideokinesis, and modem dance techniques. Using the query tool in 

ATLAS/ti, I began to play with the primary categories in each HU as a means of uncovering the 

fundamental relationships among somatic, ideokinesis, and dance technique principles. This 

process involved applying Boolean operators, 17 to combine key concepts, and proximity 

operators, 18 which revealed enclosed or overlapping concepts. For example, in the ideokinesis HU 

I wanted to find all the quotations with reference to two codes: conscious/subconscious processes 

and location/direction/desire to move. This query resulted in 26 quotations which further clarified 

the personal psycho-physical relationship inherent in ideokinesis. Another example illustrates the 

proximity query. I wanted to find all the quotations where the category technique was enclosed in 

the category bodywork. This query resulted in six quotations which deepened my resolve by 

illustrating that a primal relationship indeed connects somatic training and modem dance technique 

(see Appendix E). This process of combining and/or searching for proximity among the primary 

categories in each of the three HUs continued until I was satisfied that I had found the relative 

essential principles. 

17 

"Boolean operators allow combinations of keywords according to set operations" such as NOT, AND, OR, 

XOR (either/or) (cited in the online ATLAS/ti manual). 

18 

"Proximity operators are used to analyze the spatial relationships between coded data." For example, 
embeddedness, overlapping, co-occurrence (cited in the online ATLAS/ti manual). 
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Conclusions drawn from my textual analysis of the somatic, ideokinesis, and modem dance 

technique literature, Clark's personal notes, diaries and letters, and both the student's reflexive 

writings and mine were then triangulated with the interviews. Issues of credibility were addressed 

by: 1) utilizing "outside" review to determine whether the interpretations I made, based on the data, 

rang true; 19 2) following a process of triangulating interpretations by asking different questions and 

using alternate sources; and 3) utilizing the 'slice of life' materials to provide background 

information and support. Having alternative perspectives and viewpoints enabled me to review and 

question my own perceptions, insights, and analysis (Erlandson, et al., 1993, p. 132). 

Dependability and confirmability were established through an audit trail which included reflexive 

journals, interview guides, notes, and transcriptions. In other words, I kept sequential records of 

my decisions, data, analytical procedures, interpretations, and findings from beginning to end 

(Lincoln and Guba, 1985, p. 318). 

Strategy for Theory Development 

Based on the complex of information I had gathered, I proceeded to develop a theory 

model. As a strategy for theory development I chose to formulate a concept synthesis based on the 

principles or concepts generally common to somatics, Clark's ideokinetic work, and modem dance 

technique. Concept synthesis is a strategy for reordering or developing new ideas based on 

observations, experiential data, or literature. As such, concept synthesis can reveal new 

19 

I relied on Joanne Emmons, Pam Matt, and friends (lay people) who have working knowledge of my 

study. 
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dimensions of "old concepts by examining similarities and discrepancies among related concepts, 

or observing new phenomenon that have yet to be described (Walker and Avant, 1988, p. 52). 

Once each primary section had been individually synthesized I proceeded to look at the 

concepts identified as central to somatics, Clark's work, and modem dance technique for 

similarities and discrepancies. As primary conceptual categories were identified I relied on the 

interviews, notes, diaries, and journals to verify my conclusions and determine how the pieces fit 

together. I then proceeded to construct a theoretical model which described how the integration of 

Clark's ideokinetic principles impacts the learning of modem dance technique (Fawcett and 

Downs, 1992, p. 7). 

As recounted earlier, I sought truth as grounded in the emergent, composite pictures that 

illuminate multiple realities. Thus, the methodology that held the most potential was a naturalistic 

research paradigm employing phenomenological procedures. I was convinced that such a 

paradigm would yield a supportive framework for seeking answers to questions of personal 

perspective, reality, understanding, and truth grounded in body experience. As Clark states, 

My body is my lab and I don't have to walk to it or pay rent. Of course I know that some 
groups would say that this is not scientific and therefore cannot be depended upon. 
However time has proven that others who have used the same principles with their 
personal laboratories have come up with very similar experiences. (cited in Matt, 1993, 
p. 44) 

For me, this passage exemplifies the philosophical divide between a positivistic and a 

naturalistic paradigm. In contrast to a positivistic concern with surface events, I sought to probe 

beneath the surface. As a positivist operates from an atomistic perspective to solve finite, specific 

questions, my quest was to reach a holistic understanding. 
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Finally, we arrive at the heart of the matter. Contrary to the predictive objectivity at the 

center of a positivistic study, my guiding purpose was to enhance comprehension for that which is 

little known or understood; to deduce a personal truth. In the following chapter I begin my quest 

by examining the fundamental principles underlying the field of study known as Somatics. 



CHAPTER III 

SOMATICS: A SYNERGISTIC WHOLE 

To be is to be experienced. 
- the somatic motto 20 

The field of somatics, variously defined as body therapies, movement awareness, and 

movement reeducation has been steadily entering the field of dance education since the late l 960's. 

In 1991, and again in 1992, the study of the body in its entirety was the main focus of the 

Symposium on the Science and Somatics of Dance. 21 The prominent focus on the collaboration 

between dance science and somatics during these symposia signaled the advent of a fresh approach 

to dance education. Prior to the 1960's, dance technique was learned by rote, with emphasis being 

placed on the external replication of movement. The somatic approach shifted the focus toward the 

internal experience of movement (Barr, 1991; Lizenbery, 1993). Since then dance curricula have 

begun to include adjunct classes in somatic systems, such as Alexander Technique, Bartenieff 

Fundamentals, Awareness Through Movement, Body-Mind Centering, and Ideokinesis to broaden 

the pedagogical palette for the teaching and practice of dance. As Seymour Kleinman (1986) 

suggested, "experiencing and studying all movement forms somatically . . . offers enormous 

opportunities to enhance the depth and breadth of the field" (p. 27). 

20 

Thomas Hanna (1986) reflecting on the nature of experience as it relates to Somatology. Somatology is 
the physiological and anatomical study of the body. 

21 

The 1991 symposium was held at Temple University, Philadelphia, PA. The 1992 and 1993 symposia 
were held at the University of California, Irvine. 

42 
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In order to understand somatics and its relationship to movement education, we must begin 

with an examination of its underlying tenets. By incorporating and synthesizing principles from 

diverse fields of study such as quantum mechanics (physics), biology, holistic medicine, 

philosophy, and psychology, somatics has created its own identity (Greene, 1997a, p. 54). In 

particular, the underlying assumptions of quantum physics have had a major influence in the field 

of somatics. In his highly readable book on the new physics, The Dancing Wu Li Masters, Gary 

Zukav (1979) forms a philosophical connection between somatics and quantum physics. 

Through his conversation with Al Chung-liang Huang, a Tai Chi Master, Zukav 

introduces the concept of Wu Li. 

Wu can mean either 'matter' or 'energy'. Li is a richly poetic word. It means 'universal 
order' or 'universal law'. It also means 'organic patterns'. In short, Wu Li, the Chinese 
word for physics, means 'patterns of organic energy'. (Zukav, 1979, p. 32) 

A Master is defined as one who teaches essence. Perception is clarified when essence is 

understood. 

The Wu Li Master, does not speak of gravity until the student stands in wonder at the 
flower petal falling to the ground ... In this way, the Wu Li Master dances with his 
student. The Wu Li master does not teach, but the student learns. The Wu Li Master 
always begins at the center, at the heart of the matter. (Zukav, 1979, p. 35) 

In our attempts to reach to the heart of the matter, "to harmonize with a much greater entity than 

ourselves," we must release ourselves from old thought patterns, bodily habits and prejudices 

(Zukav, p. 19). Somatics provides a pathway to understanding Wu Li - the "patterns of organic 

energy" and the "universal laws" which bind all matter together. 

Within the last five years, the focus of somatic studies has been on less esoteric 

relationships between somatics, creativity, and communication (De Negri, 1996; Green, 1993; 

Hass, 1996; Mangione, 1993). My quest was to examine the relationship between somatic 
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principles, as applied in practice, and modem dance technique. The purpose of this chapter is to 

examine the fundamental assumptions of somatics as a means of establishing a philosophical 

foundation for the remainder of the study. Therefore, the questions I endeavor to answer are: 1) 

what does the term somatics mean, and 2) what is the difference between a somatic principle and a 

somatic technique? 

Definitions and Assumptions 

Somatics, as defined by Thomas Hanna (1983), is the "art and science of the inter

relational process between awareness, biological function, and environment, all three factors being 

understood as a synergistic whole" (p. l). Soma (from the Greek term soma meaning the body), 

lies at the root of somatics. Defined as the "biological body of functions by which and through 

which awareness and environment are mediated," somatics seeks to understand the capacity all 

soma have for "awareness (sensorium) of the environment and intentional action (motorium) in the 

environment. "22 

As a field of study, somatics examines the phenomenon ofthe human being as soma. As 

soma, the human being is "experienced by himself from the inside" (Hanna, 1986, p. 5). Soma has 

neither a body nor a mind. As first-person perceptual process, soma is a self-monitoring activity 

which Hanna refers to as experience. "Experience exists only as somatic experience; the two are 

synonymous. Experience is self-generated and self-owned; namely, it is individuated. Thus, the 

primordial mode of experience is first-person: It refers to itself' (Hanna, 1986-87, p. 58). 

22 

In The American Heritage Dictionary of the English Language, somatic, as an adjective refers to the 
body distinguished from a bodily part, the min4 or the environment. Thomas Hanna is using somatics as 
a noun; as an indicator of the field of study. See Hanna, T. (1983). Somatics, 4 (2). p. 1. 
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The it, as a body of functions and as the embodiment of experience, is illustrated by 

Sandra Fraleigh's differentiation between the body as dancer and the body as dance. By 

discriminating between the dance as object and the dance as the lived experience, Fraleigh closely 

parallels Hanna's concept of soma as self-monitoring activity. Fraleigh (1987) states, 

My awareness changes as I become the dance, reminding me that the significance of my 
dance ... depends on the inescapable lived moment of its execution in which I experience 
my body as subject (myself) and object (the dance), simultaneously. (p. 37) 

Susanne Langer (1953), in her discourse on gesture (movement) as the primary illusion in dance, 

comes surprisingly close to Fraleigh's experientially-based description of the simultaneous state of 

being dancer and dance. 

Gesture is a vital movement; to the one who performs it, it is known very precisely as a 
kinetic experience. To others it appears as a visible motion, but not a motion of things, 
sliding or waving or rolling around - it is seen and understood as a vital movement. So it 
is always at once subjective and objective, personal and public, willed (or evoked) and 
perceived. (p. 174) 

As a dancer, the virtual world I create through the primary illusion ofmy art enables me to realize 

the individuated, yet unified, states of first- and third-person perception -- of self-referenced 

experience. It is the "I" at the center of experience to which Albert Shalom (1985) addresses when 

he states, 

Body and mind are what we actually experience as ourselves. They are ourselves as the 
substance of experiencing. An "I" experiences itself bodily and mentally. But it does not 
seem to follow that the 'I' is necessarily identifiable with one or both of what is designated 
by these terms. (p. 77) 

As the Wu Li Master affirms, "the common denominator of all experience is the 'I' that does the 

experiencing. In short, what we experience is not external reality, but our interaction with it" 

(Zukav, 1979, p. 115). 
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Rethinking the Dichotomy of Mind and Body 

Approaching the study of human being in action from a non-dualistic perspective 

necessitates rethinking the dichotomy of mind and body. Rational, materialistic, and spiritual 

interpretations have long viewed the mind and body as distinct, independent substances which 

interact or accompany each other. The rational perspective, handed down from Descartes and 

Locke, views the thinking mind as ruling the unthinking or thoughtless body. The body is seen as 

concrete object, a thing which can be possessed. Materialistically, the body is a tool. 

Pedagogically, dancers like Martha Graham and Mary Wigman speak of training the body as an 

instrument of the mind's conscious will. Even from the spiritual perspective as espoused by Ruth 

St. Denis, the mind remains the ruler of the body. In this instance, the body is seen as something 

temporary which must and can be overcome through inspired cognitive and intuitional thought. 

Don Johnson (1980) sees danger in a somatic belief system which reflects a dualistic 

mind/body idealism. Describing what he views as somatic platonism, Johnson cautions against 

any somatic system which relies primarily on cognitive process in the perception, evaluation, and 

comparison of the individual body to an idealized concept of the body. According to Johnson, 

somatic platonism rests on elitist assumptions: I) the ideal is the same for everyone; and 2) the 

ideal is a specific representation. The goal of somatic platonism, then, is the attainment of an 

externally conceived ideal image in contrast to an idea of process, an internally focused coming 

into being. 

Adherence to an idealized concept of the body narrows perceptual possibilities by rigidly 

dictating a singular look. Soma is disenfranchised when the attainment of the ideal body becomes 

the overriding goal. This concept of the idealized body also underlies the pedagogical perspective 
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introduced earlier. When dance technique is learned by rote, with emphasis being placed on the 

external replication of movement, soma as perceptual experience is devalued. By grounding the 

learning process in the internal experience of movement, soma is freed from pedagogical bondage. 

Meaningful movement emerges not when body is viewed solely as an instrument ... as something to 

be used - but rather when the body-subject "opens up possibilities to experience self through 

movement" (Bandy, 1986, p. 29). As Johnson (1980) suggests, "somatic idealism, like religious 

and moral idealism, provides a constant backdrop of invalidation for human life" (p. 6). The 

individual body is not seen. It is defined by a concept of what is ideal. The pursuit of the ideal 

body can lead to a life of perceptual denial along a path of dis-ease. 

From a more Aristotelian perspective, Howard Gardner's (1983) theory of multiple 

intelligences separates mind from body by categorizing bodily intelligence as one of the object

related intelligences. Here the self is seen as object or in physical action with other objects. While 

Gardner's view of the self as a conjoined process of thought and action reflects Thomas Hanna's 

concept of the shifting between first-person perception and second-person or third-person 

perception, he continues to view the body as "a vessel of the individual's sense of self' [my 

emphasis] (p. 235). The consequence of this pull between the outward, objectified self as vessel 

and the inner, subjective self as soma, is disunity and disembodiment. As Jocalyn Lawler (1993) 

suggests, "disciplines which rely on the experience of being human, such as drama, music, [or 

dance], cannot be explored (easily or comfortably) within a dominant logico-positivist construction 

of knowledge" (p. 56). If that be true, the act of repositioning our philosophical focus from 

external replication to internal experience is liberating. We are freed from the notion of the 

subjective body as separate from the rational mind. 
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What is known through the senses must be known immediately by the mind ... There is no 
distinction between the mind and the flesh, so there is no clear consciousness of the 
distinction between the self and the modes of external beings in one's bodily sensations. 
(Yasuo, 1987, p. 46). 

As a pathway to integrated awareness of thought and sensory perception, somatic practice 

offers a refuge from decorporealized existence. By returning to the body, the self becomes 

aggregate. When we come to know the body owned with the body experienced, we cease to exist 

as disembodied entities (Ayers, 1979; Leder, 1990; Rogers, 1983). The key point here is the 

concept of the body as experienced. 

Soma as Synergistic Process 

Underlying somatics is a theoretical position that 'the embodied human' (soma) is an 

interactive, synergistic process. As a gestalten, all perceptions of soma combine to create 

something which is greater than the sum of its individual perceptions. To that end, soma's body, 

as experienced from the first-person perception, is a body of functions. "Inasmuch as 'being' is a 

self-organizing, self-regulating activity for all living beings, it is sufficiently thoroughgoing to say 

actively, I am being myself' (Hanna, 1986, p.6). From a somatic perspective, therefore, we might 

view Descartes' claim of "I think, therefore, I am" as inaccurately presenting man as a passive 

observer of life rather than an active observer. Descartes, however, reveals himself to be an active 

observer when he muses on the nature of the lived experience of the body in his Sixth Meditation. 

By means of ... feelings of pain, hunger, thirst and so on, nature also teaches that I am 
present to my body not merely in the way a seaman is present to his ship, but that I am 
tightly joined and, so to speak, mingled together with it, so much so that I make up one 
single thing with it. For otherwise, when the body is wounded I, who am nothing but a 
thing that thinks, would not then sense the pain. (1980, p. 94) 
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Here we find an accurate description of the first-person perception of soma; the mind and body as 

an interactive, sensory unit perceiving and responding to the environment through thought and 

feeling (Gindler, 1986; Hanna, 1986; Mayland, 1991). 

Somatic experience is not limited to the inward focus of first-person perceptual experience. 

When outwardly focused, perceptual experience becomes: 1) third-person which directs the focus 

on objects; 2) active second-person experience which directs the focus on others; 3) passive 

second-person experience when one is focused on by others; and 4) addressing yourself in second 

person while focusing on your own process. At the core of these various focal experiences is first

person awareness. Thus, awareness is the organizing center for all experience. 

When a human being is observed from the outside (i.e., from a third-person viewpoint) the 
phenomenon of a human body is perceived. But, when this same human being is observed 
from the first-person viewpoint of his own proprioceptive senses, a categorically different 
phenomenon is perceived: the human soma" (Hanna, 1986, p. 4). 

Somatic Experience as Authenticating Process 

When first-person perception occurs as a somatically experienced, authenticating process, 

it is a state of awareness grounded in sensations, intentions, and action. Believing that we 

"metabolize every detail of experience and transform it into our bodies," Deepak Chopra (1994) 

perceives the authenticating process as "an ongoing, continual process to the extent that we 

literally, physically recreate ourselves with every single thought and minute sensation" (cited in 

Green, 1997, p. 53). 

Somatically speaking, then, the human being is not merely an introverted observer of a 

reality but a creator of reality. As Zukav (1979) reminds us, 

The new physics tells us that an observer cannot observe without altering what he sees. 
Observer and observed are interrelated in a real and fundamental sense. The exact nature 
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of this interrelation is not clear, but there is a growing body of evidence that the distinction 
between the "in here" and the "out there" is illusion. (p. 115) 

The somatic assumption that changing the self can alter personal reality supports the contention 

that reality is internally composed. The world "evolves along with and in response to the soma" 

(Greene, 1997a, p. 50). As Henri Bergson (1946) states, "the consciousness we have of our own 

person in its continual flowing introduces us to the interior of a reality on whose model we must 

imagine all others" (p. 188). As such, the supposition of multiple realities is grounded in first

person perception of individual experience. When change occurs in our world, its meaning is 

determined by our perceptual interaction with the event (Cerrato, 1998; Greene, 1997a). 

Our reality, then, is determined by how we attend to our selves and our environment. As 

such, there is a unified relationship between mind and body where the subjective body is "seen as 

what one is rather than merely something one has" (Bandy, 1986, p. 25). This perspective leads 

me to the concept of mind-body as an active, agential entity. 

Viewed as phenomenon, mind-body infers that the embodied self extends beyond spiritual 

essence and the physical body of bones, muscles, nerves, and organs. Reflecting the influential 

work of Edmund Husserl and Maurice Merleau-Ponty, Sandy Bandy (1986) advances an 

existential, phenomenological interpretation of the mind-body problem when she states, 

The self is perceived as embodied, body-subject, both mind and body simultaneously. The 
body can no longer be considered as an exclusively physical thing. The significance of the 
body is elevated as man's "being-in-the-world" is made possible through the body. It is 
through the "lived body" that the world is meaningfully disclosed to man. (p. 27) 

As Descartes cameto realize, to be aware of korper (physical body) existing as an aspect of lieb 

(living body) is to be conscious of the embodied self. As such, the body is experienced as the 

center of personal existence (Fraleigh, 1987; Hanna, 1986-87; Jourard, 1995; Leder, 1990). 
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''Through first-person perception of changes which occur within, I sense the "alive body ... [as] 

subject, even though [I] can objectify it in awareness and in language" (Fraleigh, 1998, p. 15). 

This implies "a unity of self and body as preobjectively 'known' or apprehended as it is 

experienced" (Bandy, 1986, p. 28). Seen as phenomenon, this interpretation of mind-body echoes 

Hanna's concept of soma as first-person perceptual experience; the self as experientially known as 

opposed to objectively known. 

Proprioception as Soma Experienced 

To understand first-person perception and bodily experience as somatically defined, we 

must turn to the biological function of proprioception. As described earlier, being internally self

aware (soma) is distinct from being a body. A body, as perceived from the third-person 

perspective can be observed, analyzed, and measured just as any object can be defined and 

described by its physical elements. Soma, on the other hand, implies immediate proprioception. 

As a neurobiological interpretive process of environmental stimuli, soma unlocks unique sensory 

information (Ayers, 1979; Hall, 1998; Hanna, 1986). 

The ability to experience oneself from the inside is made possible by the human sensory

motor system. The tandem action of sensory impression and neuromuscular response enables us to 

react to something we sense. Proprioception, as the subconscious awareness of movement and 

spatial orientation arising from stimuli within the body, 23 provides us with immediate and 

unadulterated somatic information. 

23 

This definition is derived from The American Heritage Dictionary of the English Language, Third 
Edition, 1992. 
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As part of our neural communication system, the proprioceptors transmit messages from 

the sensory organs to the sensory centers of the cerebral cortex via a neural relay system. A 

massive telecommunications systems might serve as an analogy of such a system. Much like the 

electronic transmission which occurs along a telephone line, messages received by and transmitted 

from the sensory organs about internal and external events are converted into their bioelectric 

properties for re-transmission to their respective brain centers (Wybum, Pickford, and Hirst, 1968, 

p. 7). 

The sense organs and receptors that comprise the sensory system are situated outside the 

central nervous system, (i.e., under the skin, within the muscles, in the organs). The function of 

these 'biological transducers' is to convert internal and external stimuli into electrical energy needed 

to send the nerve impulse along the conducting elements. When these lines of communication fail, 

sensory integration is impeded and the brain is unable to organize and interpret sensory information 

(Ayers, 1979; Wisnia, 1997; Wybum, et. al., 1968). 

Our proprioceptors are divided into two groups: special and general. The special 

proprioceptors for the senses of taste, sight, smell, and sound have their own terminating stations in 

the cerebral cortex. The general proprioceptors report from kinesthetic receptors to relay sensory 

information about the body's position, weight, or movement of muscles, tendons, and joints. As a 

joint moves various receptors fire according to their programming. The firing of these receptors 

triggers the kinesthetic closed-loop feedback system which is vital to the body's response to gravity 

and its regulation and direction of movement (Magill, 1998; Wybum, et. al, 1968). 

During every day, ordinary activity, we are rarely aware of our kinesthetic perception. 

"Movements are controlled continuously and throughout their entire duration by the incoming 



53 

discharge signals from the general proprioceptors which provide step by step the data necessary for 

the successful completion of the purposeful act" (Wybum, et. al., 1968, p. 37). I am reminded of 

the seduction scene from Woody Allen's Everything You Ever Wanted to Know About Sex. 

Similar to the sperm suited up and ready to go, each muscle and tendon is readied with instructions 

from its own sense receptors and neural unit. 

Unlike the one way trip for our spermatazoidal friends, however, human neural messages 

operate on a circular track of afferent and efferent pathways. The afferent pathway (a sensory 

pathway) originates at the sensory endings and carries information to the sensory cortex. With 

four afferent pathways for the special senses (vision, hearing, taste, and smell) and a fifth pathway 

for sensory information dealing with touch, unless brain injured, we are continually informed of 

our internal state and our relationship to the outside world. 

From this description of a stream of information coming in from sensory receptors (the 

proprioceptors) and a stream of commands going back out to the muscle, glands, and organs, it 

should be clear that the physical body and the mind are not separate. Somatic experience follows a 

similar vein. We are seldom completely immersed in first-person perceptual experience. Ifwe take 

the time to reflect upon a current experiential state, we might find ourselves shifting between :first

person, second-person, both active and passive, and third-person perceptual states. Much is 

dependent upon our awareness and intention. 

The ability to experience oneself as both korper (the physical body) and lieb (the living 

body) is made possible through a fluid stream of awareness within the soma. In other words, we 

are able to sense when we act and act when we sense. As Deane Juhan (1987) provocatively 

states, "there is no tissue that is not 'body' and no response that is not 'mind"' (p.148). This view of 
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proprioception as perceptual knowledge reflects what Greene (1997) refers to as phylogenetic 

knowledge~ those out-of-awareness, organismic level sensory-motor processes upon which somatic 

life depends. Believed to be a source of deep-rooted intelligence, somatics seeks to "reconnect with 

[this] sensuous knowledge and bring it into .... consciousness so tha~ we also may use that 

knowledge as our guide" (Greene, 1997, p. 52). Phylogenetic knowing provides the foundation for 

the key somatic assumption of first-person perception. Understanding the principle of first-person 

perception as a mind-body experience requires untangling the entangled matter of awareness, 

consciousness, and perception. 

The Inseparable Matter of Awareness and Consciousness 

In much of the somatic literature conscious, consciousness, and awareness are used 

interchangeably. As readers, we can become confused. Awareness, as generally used in the 

English language, imp lies knowledge gained through one's own perceptions. Knowledge, in this 

instance, is defined as an understanding gained experientially through the senses. To be conscious 

demands an ability to recognize one's environment and one's existence, sensations, or feelings. 

Consciousness, then, is the state or condition of being conscious. Thus, these terms are 

synonymous with a common meaning dealing with being mindful of or attentive to something. 24 

With these definitions in hand, let's revisit the dichotomy of mind and body from a somatic 

perspective. Mind and body are not discrete units but rather are understood as an "inseparable 

continuum of matter and consciousness" (Greene, 1997, p. 51). Mind is not a thing or a location 

but rather a.function which is manifest through continuous perceptual and adaptive processes. 

24 

These definitions are derived from The American Heritage Dictionary of the English Language, Third 
Edition, 1992. 
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Soma, as internal sensory experience, is the seat in which "consciousness is perception and 

perception is consciousness" (Greene, 1997a, p. 52). Here consciousness reflects the state of being 

aware of knowledge gained through one's perception. "Awareness is knowing - consciousness is 

knowing you know" (Clark, personal papers). As the process of perceiving, perception enables us 

to become aware directly through any of the senses. 

As a. fundamental way of knowing, individual perceptions and experiences are evaluated in 

terms of comfort or discomfort. Hanna describes this state of consciousness as the "genetically 

ordained resting state of experiential inwardness" which dictates an orientation toward feeling 

states of calm and contentment. Cognizance of these "two body registers" provides a "profound 

source of guidance and direction in daily life" (cited in Greene, 1997, p. 52). Sensory-motor 

patterns acquired through learning are, subsequently referenced to this baseline of primal 

consc10usness. 

As previously mentioned, consciousness implies awareness of one's existence, sensations, 

and thoughts. To the extent that awareness and intention are included in the initiation of active 

choice making by the individual, new sensory or motor patterns can be learned. Therefore, 

consciousness, as a relative function, can be expanded through a will to learn. 

Consciousness cannot perform beyond its self-imposed limits . . . . Because it involves 
accumulation of voluntary sensory-motor skills, the greater the range of consciousness, the 
greater will be the range of autonomy and self-regulation . . . . [consciousness] is a learned 
function, which can always be expanded by further learning {Hanna, 1986, p. 7). 

To go beyond the first-person perceptual state requires effort. In other words, we must become 

self-aware in the sense that we focus on our own process. 

Awareness as function points and focuses our attention on one thing to the exclusion of all 

others. By identifying and isolating the "new" sensation from the old, we learn to recognize and to 
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control new sensory-motor patterns. This ability to act with intention out of awareness 

demonstrates "a unity of knowing and doing that is unique" (Kleinman, 1986, p. 27). In the 

archaic sense of the word -- being vigilant and watchful -- awareness may be seen as intrinsically 

selective and non-diffused. 

Speaking to the need for increased somatic awareness in education, Richard Heckler 

(1979) states, 

What I'm talking about is a focused awareness. A practice of precisely and clearly 
attending to that which we are doing in a moment by moment fashion . . . Being present 
with what we are doing provides a spaciousness that allows for self-inquiry to take place 
(p. 16). 

As a function, awareness has dominion over the sensory-motor system through its ability to order 

and shape our experience. By making the involuntary voluntary, the unknown known, and the 

never-done doable, "awareness [recruits] new material for the repertoire of voluntary 

consciousness" {Hanna, 1986, p.7). This is a prime example of the confusion with terms I eluded 

to earlier. Consciousness is by definition voluntary. How can one be involuntarily aware of one's 

environment, sensations, or thoughts? Can one choose to be unconscious of one's existence? One 

can, however, make a conscious choice regarding what one attends to. This leads us back to 

focused awareness which may be seen as an exclusionary function operating in a 'nothing but this' 

manner. 

Focused awareness is no longer required once a new sensory-motor pattern becomes 

habituated. In other words, once performance of a motor skill (i.e., a pirouette) has become 

second-nature, concentrated awareness on its performance detracts from its smooth execution and 

evocative potential. By becoming self-conscious during the performance of habitual actions, such 
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as a pirouette, I become less efficient. As a result, my intention shifts from the perfonnance of the 

pirouette toward the means by which it is accomplished. 

Awareness, however, is necessary and basic to identifying sensory-motor functions during 

the acquisition of new movement skills. In the training of a dancer, this identifying process is 

particularly significant. Enhancing sensory recognition expands motor capabilities and 

simultaneously redefines technique from the replication of body positions and actions to an 

integration of sensory perceptions. The potential for continued learning arises out of this 

perceptual cycle. The more we are aware of the greater our capabilities to deliver what the 

occasion calls for . 

Perce_ption as the Key 

Once there is awareness, perception comes to aid in the construction of our experienced 

worlds. "Perception is the way we organize sensory experiences" (Zion, 1996, p. 302). 

Perception is created out of the raw data sent to the brain by the sensory organs. In this way, 

sensory information is integrated from all points in the body. Jean Ayers (1991) suggests that by 

becoming aware of one's body through sensory integration, a person is able to adapt and respond 

to new situations and interact effectively and efficiently with the environment (p. 10). When 

sensory integration is disrupted, the brain has difficulty processing and organizing sensory 

information which results in failure to respond or inappropriate response to environmental stimuli. 

Such biomedical dysfunctions are the focus of research in physical and occupational therapy and 

lie outside the realm ofthis current study (Ayers,1979, 1991, 1998; Hall, 1998; McCall, 1997; 

Stackhouse, and Wilbarger, 1998; Wisnia, 1997). 



58 

Perception, is more than simply 'decoding' sensory infonnation provided by some type of 

internal or external stimulation. The senses integrate and give feeling to the body's shape, 

movement, and location in time and space. The somatic assumption that space and time are 

simultaneous speaks to the notion of the embodied self as always ready for action. Since from the 

somatic perspective we are interconnected with our environment, we rely on our sensory system to 

educate us through "space/time constructions [which] are necessary for efficient and effective 

movement" (Zion, 1996, p. 309). These sensory-motor perceptions clue us into how we are 

behaving (Vander, Shennan, and Luciano, cited in Juhan, 1987, p. 186). Information gathered 

through our individual manner of movement shapes what we know and how we relate to the outside 

world. "The knowledge of our body is to a great extent dependent upon our actions" (Smith and 

Henry cited in Juhan, 1987, p. 187). 

As actions, habitual holding patterns can impede our access to perceptual guidance as an 

integrative, adaptive process. Examples of such holding patterns might be seen in a dancer who 

disallows flexion at the thigh socket or maintains rigidity in the rib cage. Such patterns, brought 

about by a lack of awareness and, thus, perception, may eventually become entrenched. Somatic 

learning begins when awareness is followed by sensory perception and focused attention on the 

~ewly recognized. Increasing perception and expanding range of movement through awareness of 

unfamiliar movement patterns is one way to interrupt habitual patterns. By deliberately and 

experientially interrupting restrictive habits through awareness, new sensory information is 

attain~ and we tum toward the path of consciousness which Hanna describes as the "genetically 

ordained resting state" of contentment. 
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We respond to and make sense of our environment through our awareness and perception 

of sensory infonnation. Sensory input, according to Alma Hawkins (1991 ), "sets up an inner 

stimulation to act .... The impulse to explore and create grows out of [this] ongoing transaction 

between the inner and the outer worlds" (p. 5). Whether perceiving the self from first, second, or 

third-person, movement of the body is what ties our awareness and perception together. For Mary 

Whitehouse (1958) the "body is a world of movement in itself .... the wonderful motor pattern of 

life" (p. 241). As stated earlier, perception aids in the construction of our experienced worlds and 

organizes our sensory experience. Intention is part of that organizing process. 

Going back to my example of the performance ofa pirouette, intention is revealed through 

my thoughts and actions. Debra Greene (1997) defines intention as 'l.he human capacity to will a 

desire or goal consciously and to pursue it steadfastly" (p. 52). For Martha Rogers (1983) 

intention is a state of awareness wherein the human being takes an active role in patterning and 

reshaping their environment to meet their desires (p. 71). Consequently, intention must be included 

as part of the somatic process of experience. 

Somatic Practice 

Principles and Techniques 

As organized sets of interrelated ideas or principles, somatic systems such as Alexander 

Technique, Functional Integration, Body-Mind Centering, or Ideokinesis, are grounded in this 

fundamental tie between awareness, perceived experience, and intentional action (Alexander, 1932; 

Bernard, 1997; Clark, n.d.; Cohen, 1993; Dowd, 1992; Emmons, 1997; Feldenkrais, 1981; 
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Kleinman, 1986; Sweigard, 1974; Todd, 1937). Deane Juhan (1987) states, 

In body work, we must know that it is only our skilled manipulation of sensory stimulation 
that can accomplish [muscular re-patterning], because it is primarily sensory associations 
which have conditioned the muscular patterns in the first place. Until the body feels 
something different, it cannot act differently. (p. 161) 

Therefore, perception and intention aid in the construction of our experienced worlds. 

This reciprocal relationship between sensing and moving is essential to the self-regulation 

of the living body where self-regulation is a product of self-awareness (Hanna,1986, p. 5). 

Through continuous and fluctuating states of movement and sensation, the living body experiences 

itself to varying degrees of magnitude and intensity. Self-awareness, as a process of kinesthetic 

feedback undergirds our ability to recognize what we are doing (Masters, 1997-98, p. 5). This is 

key to the practice of somatics. 

For the purpose of this study, the construct of somatic practice refers to the repeated 

engagement in a somatic system with the intent of acquiring and/or refining sensory-motor skills. 

All therapeutic systems focusing on soma, are fundamentally organized sets of interrelated somatic 

principles. Don Johnson (1986) defines the term principle, not in its usual sense as a basic truth or 

assumption, but as a guiding source. A technique, is somewhat different in that it implies a specific 

method used to communicate the principle (p. 4). In dance, technique is viewed as a combination 

of principles and methods which the dancer seeks to embody through study and practice. For 

example, the fundamental breath rhythms inherent in fall and recovery must be embodied through 

diligent practice by the dancer in order to correctly perform the Humphrey technical style. 

Similarly, embodiment of the principles of a particular somatic system involves the study 

and practice of it's specific techniques. As in dance, the embodiment of somatic principles 

manifests as "a clarity of focus, a balance of attention and intention" (Orlock, 1997, p. 55). The 
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primary goal of somatic practice, as in the practice of dance technique, is to awaken us to sensorial 

experience through the development of both inner and outer perceptual awareness. It is through 

active self-sensing and self-moving that as soma we can find authenticity, harmony, and efficiency 

in our movement. 

At the core of all the somatic theoriz.ation lay the concepts of the articulate spine (from 

cranium to sacrum), organic breathing patterns, awareness of and reaction to sensation, and 

skeletal alignment which provides muscular ease in movement (Alexander, 1932; Bartenieff, 1980; 

Bernard, 1997; Canic, 1986; Clark, 1955; Cohen, 1993; Dowd, 1978, 1996; Feldenkrais, 1981; 

Greene, 1997, 1998; Juhan, 1987; Hanna, 1986, 1987, Matt, 1993; Rolland, 1996; Skinner, Davis, 

Metcalf, and Wheeler,1979; Sweigard, 1974; Todd, 1937). In spite ofa similarity of principles 

underscoring these somatic systems, Johnson (1985) identifies an array of techniques for 

embodying the principles. 

So]11atics is not without its philosophical and epistemological arguments. With the 

adherents of one method questioning the truth and values of other methods, major fragmentation 

has occurred within the field of somatics. As a result, "emphasis [is now] placed on the techniques 

particular to a specific method, rather than on the underlying principles which generated the 

method" (Johnson, 1985, p. 4). 

For thousands of years, human beings have used somatic techniques such as massage, 

acupuncture, and muscular and skeletal manipulation to augment herbal and chemical remedies to 

relieve pain, physical and psychological distress, or fatigue. The search for the relaxed muscle, the 

freed joint, the return to the "lightness of being," continues to engage our thoughts. J oumals such 

as Somatics and the Yoga Journal for Health and Conscious Living tap into the human desire for 
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peace and tranquility in our chaotic world. Advertising schools and training programs, Zen 

retreats, and healing workshops, they appeal to the cultural concern for pain relief and 

psychological well-being. Along with the spiritually-oriented self-help opportunities, classified ads 

sell books, tapes, health products, and gadgetry such as the Alphapacer II Brain Machine which 

"electronically induces Alpha and Theta brain waves for deep relaxation and meditation 

enhancement" (cited in Yoga Journal, 1989, Issue 87, p. 98). 

The profusion of body therapies and their legitimization through validation by medical and 

educational institutions also attests to the value we place on our bodies, how we connect to them, 

and within them. In 1996, for example, The Cleveland Clinic Educational Foundation Section of 

Sports Medicine and Dance Medicine hosted the 4th Annual Dance Science and Somatics 

Conference in conjunction with the National Dance Association and Case Western Reserve 

University in Cleveland, Ohio. The papers and workshops presented at the conference represented 

research being pursued in areas of dance injuries, body awareness, movement integration, physical 

therapy for athletes and dancers, and somatic-based training strategies for dance educators. 

Somatic Systems 

As discussed earlier, the overriding focus of somatic systems is the attainment of 

proprioceptive and kinesthetic knowledge in order to replace habitual holding patterns with more 

efficient, harmonious, and authentic patterns of movement. F. M. Alexander (1932) wrote that "to 

separate 'mental' and 'physical' processes in any form of human activity" is impossible (p. 3). 

While his contemporary, Mabel Todd, sought to understand structural misalignment as a weight 

bearing dysfunction, Alexander associated his bodily "misdirection" with "untrustworthy feeling" 



63 

which were instinctual and habitual uses of himself (p. 24). In spite of Alexander's belief that it 

was impossible to separate the mental from the physical, his process of discovery was based on 

reasoning and analysis. Separating the mind from the body consequently led to the underlying 

principles of his somatic system: 1) analyze present use, 2) reason ways for more "satisfactory" use 

and how these ways might be realized, and 3) consciously apply techniques for acquiring the 

harmonious use of the body (Alexander, 1932, p. 25). Similar to the developmental patterning 

work later developed by Todd, Clark, and Bartenieff, Alexander's work employs somatic 

techniques which are grounded in early childhood coordination and reflexes. Implicit in all of 

Alexander's techniques is the principle that the process was more about how one learns than about 

what one learns. This implies a cognitive-based process rather than a somatic one. 

Entering from another perspective, Moshe Feldenkrais (1981) developed his systems of 

Functional Integration and Awareness through Movement as a means of reaching "practical 

effectiveness" in action (p. 3). Believing that because "sensory stimuli are closer to our 

unconscious," communication on a sensory level was much more "effective and less distorted than 

at the verbal level" (p. 3). Functional Integration was developed out ofthis primary belief in the 

power of nonverbal, sensory communication. As such, it involves one on one manipulations and 

readjustments. As a somatic system, Functional Integration draws on the power of touch to trigger 

the "oldest elements of our sensory system." Feldenkrais believed that through touch a person 

could regain contact with "his most primitive, consciously forgotten patterns and recall the well

being of a growing young child" (p. 121). 
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Ideokinesis25
, as developed by Todd, Sweigard, and Clark, is a somatic system which can 

be both scientific and aesthetic. By engaging the mind primarily through the kinesthetic sense, 

ideokinesis "turns concepts into image and image into new muscle patterns" (Bernard, 1997, 

p. 23). In contrast, a more traditional style of movement education would focus on training the 

action of the body (i.e., teaching the necessary motor skills). John·Rolland (1996) suggests this 

single minded focus neglects the imaginative aspects of movement education (p. 2). 

Among the present generation of ideokinetic practitioners, Irene Dowd (1996) believes that 

imagery of movement stimulated by touch and not movement itself is what alters habitually 

patterned messages to and from the brain (p.2). For Joan Skinner, the combination of intuitive (out 

of awareness) and intellectual processes, along with imagery, are the tools needed to affect change 

in movement patterning. Echoing Sweigard, both Dowd and Skinner believe that discovery of new 

movement patterns are not inherently movement dependent but that "imaged movement is the most 

effective means for educating the neuromuscular system" (Skinner, 1979, p. 8). 

Bonnie Bainbridge Cohen's somatic system of Body-Mind Centering (BMC) reflects her 

belief that true awareness and understanding comes from self-sensing and self-knowing. The 

guiding principle underlying BMC is that once sensory perception has been made conscious it 

should be relinquished so that the sensing itself is not the motivating factor. "Our motivation is 

action, based on perception" (Cohen, 1993, p. 63). These words echo the somatic principle of 

soma as self-sensing and self-moving -the awareness ofthe environment and the intentional action 

in the environment. 

25 

As a term, ideokinesis was coined by Mr. Bonpensiere, an American piano teacher. Sweigard later 
borrowed it describe her work. 
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Somatic Knowledge 

What have we learned through our pursuit of somatic knowledge? As an approach to 

sensory-motor education and reeducation, somatics invites us to glimpse with the mind's eye the 

origins of our movement. Our consciousness has been raised through self-awareness and we have 

been nourished through our bodily explorations. We have learned how to take control of the self, 

of our perceptions of the world, and how we move through it. 

A heuristic process of self-discovery forms the understructure of somatic practice. All the 

somatic systems reviewed focus on gaining knowledge from proprioceptive and kinesthetic 

messages in order to replace habitual holding patterns with more efficient, harmonious, and 

authentic patterns of movement. In combination with sensory perception is recognition of the power 

of imagery and intellect in affecting change. As Juhan (1987) states, "from a tiny twitch in the 

comer of my eye to the full mobilization of my body in walking or running, I cannot move without 

touching myself internally and externally" (p. 186). 

Dependent as we are on proprioception and kinesthetic awareness for our bodily based 

knowledge, it would follow that the more we can discover about our body, the greater our 

knowledge of its possibilities would become. With knowledge comes a naturalness and efficiency 

of movement. Initially requiring focused awareness, perception, and intention, automatic and 

efficient movement patterning can be developed with appropriate practice. 

In dance technique, for example, the behavioral practice of learning 'the steps' through 

mimicry bypasses the essential experiential kinesthetic closed-feedback loop. This practice de

emphasizes soma as first-person perceptual process by disengaging the experience of the self from 

within. The soma as self-sensing and self-moving is replaced by the soma of second- and third-
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person experience. In this learning environment, the focus of the somatic experience becomes 

objective with active second-person experience directing the focus on others and third-person 

experience directing the focus on objects (i.e., teacher as object/body as object). Gaining somatic 

knowledge from this perspective becomes difficuh, if at all possible. By emphasizing somatic 

process as self-monitoring activity we become, 

[discoverers] of our own bodies and minds ... exploring the principles that rule the 
workings of one's own world .. . This means being in touch with our own experiences, 
being connected to our own feelings, and having attachments to our own environment. 
(Zion, 1996, p. 312) 

Somatic knowledge, then, is limited only by the quality of our experience. Recalling the words of 

the Wu Li Master, "the common denominator of all experience is the "I" that does the 

experiencing. In short, what we experience is not external reality, but our interaction with it" 

(Zukav, p. 115). This is the capacity all soma have for awareness (sensorium) ofthe environment 

and intentional action (motorium) in the environment. This is the heart of the matter. 

In the following chapter I will focus on the underlying assumptions of ideokinesis, the 

somatic system under which Barbara Clark developed her movement principles. My intent is to 

more clearly delineate Clark's ideokinetic approach from that of Sweigard by examining the 

primary philosophical differences between the two woman as the inheritors of Todd's legacy. 



CHAPTER IV 

IDEOKINESIS: THE IDEA AND THE MOVEMENT 

A little sensory awareness can put more enjoyment into the ordinary daily living ofus all. 
- Barbara Clark (1963) 

Ideokinesis, an imagery-based somatic practice, is anchored in both first and third- person 

perception. Through first-person perceptual process (soma), the ideokinetic practitioner gains 

somatic knowledge primarily through internal perceptual experience. As a third person perceptual 

process, ideokinetic practice relies upon cognition of anatomical facts and structural mechanics. 

Thus, the individual experience of being is that of a body which can be observed, analyzed, and 

measured by the viewer. Through a continual interplay of these first and third-person perceptual 

processes, Ideokinesis provides a non-dualistic, mind-body approach to somatic education. 

Most readily associated with the work of Lulu Sweigard, Ideokinesis also incorporates the 

work of Sweigard's teacher, Mabel Todd, and her colleague, Barbara Clark. Influenced by Todd's 

concentrated focus on the skeleton as a weight bearing structure and the natural forces acting upon 

it, the work of both Sweigard and Clark reflect Todd's physiological and structural legacy. 

However, in branching off from Todd's therapeutic use of imagination in postural alignment, 

Sweigard and Clark reflect two distinctly different educational perspectives. In spite of the 

evolution of Todd's work through their idiosyncratic theories of human posture and movement, all 

three women remain united by the central theme of Ideokinesis -- the idea as the sole stimulator of 

movement. 

67 
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For the reader of ideokinetic literature, there appear to be convergences and divergences 

that can seem confusing and contradictory. However, by identifying and focusing on the 

fundamental principles underlying the practice of each of these three women, the similarities and 

differences in their approach to Ideokinesis can be clarified. To begin the process of clarification, 

terms must be defined. Much as we noted in the discussion of somatics, a single term applied in a 

variety of situations can be troublesome. While Todd and Clark speak frequently of the image or 

picture as a motivating factor, Sweigard speaks of the idea as the prime mover. According to 

Sweigard (1974), ideo (the idea), is ''the sole voluntary component or stimulator" of all movement 

(kinesis). As a term, idea refers to something which is consciously formed or represented in the 

mind. For example, a fashion designer might have an idea of how several pieces of fabric might be 

assembled to create a garment. A movement idea, then, can be seen to be the result of thought or 

knowledge derived from an "empirical mental process" (p. 7). Since we can only create mental 

pictures based on what we know, imagery can also be described as the result of an "empirical 

mental process." In the ideokinetic literature, these two terms are used interchangeably. To 

prevent confusion on the part of the reader, I use the terms image or imagery to indicate the 

stimulating element in the phenomenon of movement. 

To a large extent, ideokinetic practitioners believe in the power of intellect, intuition, 

imagination, and touch to induce neuromuscular change (Bernard, 1997, Clark, 1955; Cohen, 

1993; Dowd, 1996; Rolland, 1996; Skinner, 1976; Sweigard, 1974; Todd, 1934). In essence, 

Ideokinesis relies on subcortical, proprioceptive activity to coordinate the neuro-muscular-skeletal 
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systems in the absence of voluntary action. 26 Despite various ideokinetic manifestations in somatic 

practice, adherence to this cardinal principle -- the image as the primary stimulator of movement --

remains constant. 

On a fundamental level, the use of a somatic system for movement education such as 

Ideokinesis, which de-emphasizes voluntary movement, seems contradictory. Awareness of and 

attention to proprioceptive and kinesthetic feedback is significant in learning motor skills, such as 

those required in dance (Bartenieff, 1980; Gomez, 1988-89; Heckler, 1979, 1982; Juhan, 1987; 

Magill, 1993, 1998; Masters, 1997-98; Rosenbaum, 1991; Swinnen, 1996; Wybum, 1968). To 

access kinesthetic information there must be, by definition, movement. The range of movement is 

not relevant. As discussed in Chapter III, focused awareness, perception, intention, and 

appropriate practice are necessary for the acquisition of efficient and automatic movement. 

Conscientious attention to both passive or non-active (imagery) and active (movement) processes 

can provide powerful tools for effecting neuromuscular change (Epstein, 1980; Hall, Buckolz and 

Fishburne, 1992; Hanrahan and Salmela, 1990; Johnson, 1982; Minton, 1991, 1996; Romero and 

Silvestri, 1990; Smith, 1990; Solomon, 1993). An ideokinetic process which relies primarily on 

the image to stimulate muscular response at the subcortical level leads me to ask: How are we to 

learn new movement patterns without moving the muscles and bones? This is an intriguing 

question. However, before this issue can be fully explored, further clarification of ideokinetic 

principles must be made. 

26 

Subcortical is a term used by Sweigard in referring to the neural activity which takes place in that portion 

of the brain which lies immediately below the cerebral cortex (Sweigard, 1974, p. 169). Subcortical 
activity might be thought of as those submerged neural patterns whose firing takes place outside of our 
awareness. 
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The intention of this chapter is to establish what I consider to be the pedagogical and 

philosophical similarities and differences among the three major proponents of Ideokinesis . . . 

Todd, Sweigard, and Clark. My purpose is threefold: 1) to uncover the fundamental assumptions 

or principles of Ideokinesis as a somatic system; 2) to clarify how the ideokinetic principles 

represented in the works of Todd, Sweigard, and Clark reflect or do not reflect somatic principles; 

and 3) to clarify Clark's ideokinetic perspective as a basis for a textual analysis of her manuals, 

notes, and letters. In preparation for the task set forth in this chapter, I analyzed seminal texts 

written by these three ideokinetic educators and clinicians which in my opinion reflected their 

philosophical perspectives.27 

Based on my reading and synthesis of the key concepts drawn from the ideokinetic 

literature just cited, four major categories or principles emerged: 1) the living skeleton as a 

dynamic phenomenon; 2) the primacy of essential knowledge; 3) the image as sole stimulator of 

movement; and 4) the oscillating flow of conscious and subconscious process. Several less 

frequently cited sub-categories were subsumed under the four main principles. These sub

categories were: volitional and natural movement; metaphoric and anatomical imagery; awareness 

of axis centers; the phenomenon of self-instruction; posture as a dynamic phenomenon; the skeleton 

as a weight-bearing structure; and sensory awareness. 

27 

Primary materials used in this concept synthesis were as follows: Clark's Technique for Movement 
Lessons and Manuals, in Matt's book on Clark - The Kinesthetic Legacy, Sweigard's Human Movement 
Potential, and Todd's Early Writings, The Hidden You, and The Thinking Body. I refer the reader to the 
bibliography for full reference information. 
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The sub-categories underlying each of the four main principles are presented in the 

following figures. The text found in the figures was paraphrased from written materials by Todd, 

Sweigard, and Clark. The idea here was to separate the basic philosophical differences among the 

three ideokinetic practitioners, as represented through their use of language. 

Principle One: The Living Skeleton as a Dynamic Phenomenon 

In explaining a complex phenomenon, it is best to start at the beginning. In the case of 

Ideokinesis the beginning starts with Mabel Todd and her work with 'natural' posture. It is 

significant to note that Todd's postural studies were immensely influenced by her early interest in 

science (anatomy, physiology, psychology), architecture, and engineering. 28 She would later 

address her preference for a logico-positivistic perspective by stating, 'lhe scientific spirit and 

attitude [demands] a basis of verified truth as opposed to prejudices, opinions, and notions . . . 

Science analyzes and separates. It opens the book of natural phenomena to the knowledge of man" 

(1953, p. 19). It is not surprising, then, that the foundation ofher postural work rests on 

mechanical principles and universal laws ofbalance.29 

28 

Pamela Matt relates how Todd combined her interest in science, architecture, and engineering with her 
creative imagination after a fall which confined her to bed for several months. The creative application of 
scientific principles to her own body during her recovery led her to analyze the movement lessons she was 
taking as well as the classes she was attending in the physiology of voice projection (Matt, 1973, p. 5). 

29 

Todd refers here to the law that states that the closer to center a weight is maintained the less energy is 

expended in resisting gravitational forces. 
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With the publication of her work on 'natural posture' as a dynamic phenomenon in 1920 

and 1921,30 Todd began to gain recognition. Todd saw gravity as a force acting not only on the 

structure as a whole but on each individual part; the key being the interdependence of maintaining 

balance, freedom of movement, and absence of structural strain. Todd states, 

Economy of energy requires a long spinal axis parallel and as close as possible to the line 
of gravity. The line of gravity, passing through the center of gravity, marks the placement 
of the separate body weights in relation to the earth, and also in relation to the axis of the 
spine. (1934, p. 204) 

Thus, she hypothesized that by aligning the skull, thorax, and pelvis around the center of the 

structure, 'natural' postural alignment and equilibrium could be maintained with little muscular 

effort. ''When the median line of the structure passes through the center of each of the units of 

weight, the structure would be maintained with the least possible strain between its various parts" 

(1921, p. 5). Her argument against a social or culturally dictated ideal posture lay in its failure to 

acknowledge gravity as an elemental force acting upon the human structure. 

Through her studies, Todd came to realize the significance of mechanical principles and 

anatomical fact. Ideal human movement could be realized when posture was grounded in the 

fundamental mechanical principles governing a "dynamic living mechanism": 1) laws of gravity 

and motion relating to the action of forces, 2) the balancing of forces -- the concept of great flux 

and play of forces and their balancing action, and 3) form following function. Todd writes, 

30 

To attain control of the structural balance of the human body, we must know its 
component parts, their relationships, and the forces acting upon and within them. 
Understanding the mechanical principles of weight support which apply alike to animate 
and inanimate structures must be part of this knowledge. (1934, p. 23) 

Her work was originally published in the Boston Medical and Surgical Journal. These articles were 
reprinted in their entirety by Dance Horizons in 1977. 
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The attempts by the body to overcome the pull of natural forces were manifest in what Todd 

referred to as postural patterns. Each pattern implies a reaction between parts as the body 

constantly adjusts itself against gravity and inertia; the skeleton supporting the weight of the body 

against gravity; and the muscles supplying the power to move the bony parts (1937, p. 42). It is 

easy to see from her holistic and dynamic perspective of human posture why she worked from a 

base of muscle and bone. Consequently, Todd built her therapeutic work around the study of 

mechanical and anatomical fact as a means to achieve efficient postural patterns. Todd's 

underlying assumptions regarding the interaction of human posture and natural forces are reflected 

to varying degrees in the work of Sweigard and Clark. 

In her own manner, Clark carries forward Todd's views of the skeleton as a weight

bearing and weight-transporting structure. Clark (1973) added to Todd's emphasis on the 

lengthening of the spine by accentuating the roundness and depth of the bony framework. She did 

this by focusing awareness on the axis centers. 

Our goal is to find balance around the centers of each of the major joints. Usually people 
think along the surfaces of the body rather than into their axis centers. You can develop 
awareness of your axis centers if you remember the body has depth. Although the body 
and its joints are more round than square, the design of the cube can help you realize the 
depth of the body. You can apply it to the body as a whole or to the smallest units of 
action, the joints. (Clark found in Matt, 1993, p. 226) 

Both Todd and Clark saw the spine as the core of the weight-bearing skeleton and the power center 

coordinating all "structural and organic rhythms" (Todd, 1934, p. 18). These key assumptions can 

be found throughout their work. For Clark, especially, the ultimate goal was to develop the inner 

core, the body's veitical axis. The result of core development was the release of peripheral 



muscular tension through a concentrated focus on the lever action of bone and muscle in 

relationship to the spine. 

Sweigard, accepting Todd's perspective of posture as a dynamic phenomenon dependent 

on neuro-muscular-skeletal interaction, saw the skeleton as more than a weight bearing structure. 

It is her use of language that keys us into her perspective of the body. She clearly states that her 

primary goal is to bring the skeletal structure "into conformity with principles of mechanical 

balance" (1974, p. 174). Sweigard saw the skeleton as a "machine for movement" and postural 

work as "primarily an engineering study." 
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For Sweigard (1974), movement was solely the result of subcortical coordination of bone 

and muscle action in response to ideation. "The muscular components of a movement or movement 

pattern can neither be detennined nor their action directed in the learning process; movement must 

proceed on its journey freely as dictated by subcortical nervous mechanisms" (p. 169). Her 

position can be traced to Todd's belief that conscious volition "interfered with the smooth 

functioning of the automatic reflexes" (1929, p. 50). Both women perceived the danger of 

volitional effort (i.e., 'putting' or 'holding' a body part into better alignment) lay in its reliance on 

and reinforcement of old neuromuscular habits. 

The most effective procedure for changing the upright alignment is concentration on 
imagined movement in the body without exerting any physical effort. This is the 
ideokinetic process in which ideation results in movement of various parts of the skeletal 
framework; it does this only if no physical effort is put forth, because voluntary movement 
would interfere with the subcortical planning of muscle coordination in response to 
ideation. (Sweigard, 1974, p. 220) 

Within the limitations set forth here, however, Sweigard did allow for the role of conscious control 

in setting parameters for the movement such as speed, direction, force, or range. As a dancer, I 



can only imagine the difficulty I would encounter trying to stay within these limitations without 

resorting to physical action in 'getting the sense' of speed, force, or range. 
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Taking her cue from Todd, Sweigard cautioned against voluntary movement performed 

without a clear mental picture in mind as to its location and direction. "The pattern of movement 

must be learned first so that it can be performed automatically and ·the mind can be freed for 

concentration on appropriate imagery" (1974, p. 275). Again, there is a contradiction between the 

non-active (image) and the active (movement). Sweigard states quite clearly throughout her work 

that the idea (image) is the sole stimulator of movement and that volitional action was detrimental 

to the learning process. Yet, what she advocates is for learned movement to precede the use of 

imagery. Perhaps her thinking and writing had been influenced by her association with dancers at 

the Julliard School where she taught during the l 960's. 

Unlike Sweigard's and Todd's strong admonition against volitional movement, Clark 

advises against working too hard. Her concern centers on tensing muscles to force an action. 

Clark posits that working against yourself disrupts the natural functioning of the muscular system. 

Natural function is a central theme in Clark's work. What exactly she meant by this is 

open to interpretation. In many ways, Clark enigmatically utilized metaphor in describing what she 

considered natural movement. Her philosophical stand on natural function was greatly influenced 

by a felt experience of natural phenomenon such as wind, clouds, running water, or the antics of 

animals. Speaking to a primary concern, Clark (1963) states that "nature never meant movement 

to be a harsh discipline. As animals run and birds fly, they exhibit such joy and satisfaction in 

body action" (Clark cited in Matt, 1993, p. 164). Her analogy applied to human action 



underscores the somatic principle that soma is an interactive, synergistic process which seeks an 

orientation toward feeling states of balance and harmony. 

Todd, on the other hand, questioned the validity of natural function. 
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We frequently hear advocated the merits of ''just being natural" or of doing something in a 
"natural way." How can we know what is a natural way? It may be merely a way that has 
become habitual to us ... The habitual way may not be the natural way. We cannot say 
than any mechanism is "natural" in its functioning unless we understand the laws that 
govern it. (1934, p. 281). 

Choosing to believe otherwise, Clark animated mechanical principles and anatomical facts through 

metaphoric example. Here are two examples: 1) the dance plie is a progressive folding and 

unfolding at the thigh, knee, and ankle joints; and 2) to reinforce the sensory balance between 

gravity and reactionary forces to gravity, ''think of walking into yourself' as you walk backwards 

(Clark, 1973, cited in Matt, 1993, p. 261). 

Summary of Principle One 

The principle of the living skeleton as a dynamic phenomenon speaks to the holistic 

relationship between the skeleton as a weight-bearing and weight-transporting structure and the 

actions of gravity and inertia upon it. For Clark, the skeleton is a dynamic phenomenon, a 

perspective that was significantly informed by the work of her teacher, Mabel Todd. Although her 

terminology is less mechanistic, her work essentially reflects Todd's belief in the application of 

mechanical principles and anatomical facts to the study of the skeleton as a weight bearing and 

weight transporting structure. Central also to her work is Todd's belief that the spine is the power 

center coordinating "structural and organic rhythms." Clark's work basically reflects the aesthetic 

principle of 'form follows function', in which function is seen and described in naturalistic, 

metaphoric terms. 
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For Clark to think of the human body solely as "machine for movement'' to be brought 

"into conformity with the principles of mechanical balance" (Sweigard, 1974, p. 223) would have 

been impossible. Clark's perspective is holistic and energized because it focuses on the natural 

functioning as dictated by the muscles and bones. Underscoring the somatic principle that soma is 

a synergistic, interactive process, Clark's work encourages movement that is not harsh and 

antagonistic but rather seeks freedom and balance around a central core. Table I summarizes the 

philosophical differences between Todd, Sweigard, and Clark regard to the living skeleton as a 

dynamic process.31 

Movement as a Skeleton as a Posture as a Natural Movement 
Natural and Weight- Dynamic 

Mechanical Event Bearing Structure Process 

Todd application of skeleton as a weight postural patterns - no mechanism 
mechanical bearing and weight movement of parts functions naturally; 
advantage and moving structure constantly adjust- one must under-
anatomical fact: ing to meet forces stand laws govern-
laws of gravity, playing upon them ing it 
balance of forces 

Sweigard skeleton is a mechanical a dynamic not mentioned in 
machine for move- function results phenomenon her work 
ment, primarily an from subcortical dependent largely 
engineering study patterning on neuromuscular 

coordination 

Clark metaphorically skeleton as frame- weight balancing nature movement is 
reflects Todd's work; muscles are right to left, front dictated by holistic 
applications of flexible means for to back of the center dynamics of bone 
mechanical and moving bones line and muscle 
anatomical facts 

Table I. Principle One: The Living Skeleton as a Dynamic Process 

31 

The use of distinctive jargon among the three ideokinetic practitioners cited in this table an4 those that 
follow, is intentional. My purpose was to enable the reader to see at a glance the basic philosophical 
differences, as represented through the use of language. 
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Principle Two: The Primacy of Essential Knowledge 

At the core of ideokinetic work, and somatics in general, is the study of the human 

structure at rest and in movement. In order to understand movement, functional knowledge of its 

underlying principles is necessary. As gravity and inertia are natural forces acting upon the 

skeletal structure and, therefore, movement, they too must be thoroughly understood. Movement, 

as defined by Todd (1937) is the result of"conditions established according to fundamental 

principles governing a dynamic living mechanism" (p. 7). Succinctly stated, an "attitude toward 

body mechanics [requires] definite, specific proof of the mechanical, anatomical, and physiological 

advantage of certain positions over others" (Todd, 1920, p. 15). Focusing primarily on postural 

patterns Todd concluded that, 

the ability to improve a pattern of support and movement for the reduction of mechanical 
stresses comes, not through the development of bulk and power in individual muscles, but 
from the study and appreciation of the human body as a weight bearing and weight moving 
structure. (1934, p. 33) 

Todd considered the kinesthetic sense, that sense which dictates bodily position, weight or 

movement, a significant source of information. Relying on this body-oriented sense, Todd (1937) 

believed a better balancing of parts would result and, thus, better coordination of the whole. The 

value of kinesthetic knowledge resided in the pathway it provides to "mechanical freedom and 

organic unity" (Todd, p. 33). Somatically speaking, "it is primarily sensory associations which 

have conditioned the muscular patterns in the first place. Until the body feels something different, it 

cannot act differently" (Juhan,1987, p. 161). 

Clark, following Todd's lead, based her work on kinesthetic awareness which underscores 

balance and movement. 
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Kinesthetic awareness is our check or guide in the use of the body. It is the pleasurable 
experience/sensation that makes a joy out of movement, that turns movement into an art or 
a skill. The science of movement is mechanical, and does not necessarily include 
kinesthetic awareness. (Clark cited in Matt, 1993, p. 45) 

Although she felt at ease with the mechanical principles and anatomical facts inherent in the work, 

Clark was uncomfortable with physiological and biomechanical nu~s and bolts analysis of neural 

processes or the composition and resolution of force vectors. 

Todd studied the science of movement so much that the image of the body in mechanical 
terms was very real to her. Such imagery was unreal and too complex for many. In the 
effort to simplify the imagery for the uninitiated she and other teachers made the imagery 
childish, almost laughable. I saw the good in the approach but wanted to remake all the 
imagery. You can't get rhythm into the lesson ifit is too conscious. Miss Todd's lessons 
were too conscious. (Clark, cited in Matt, 1993, p. 41). 

Clark, feeling that an image of a bone or a muscle should speak to its inherent kinesthetic nature, 

also saw Sweigard as "too focused on the scientific analysis of the work, hoping to document its 

validity through experimental studies" (Clark, cited in Matt, 1993, p. 42). As mentioned earlier, 

Clark chose to present her ideokinetic messages through anatomical and metaphoric imagery. To 

that end, she endowed her work with imagery of bone and muscle in action. 

While valuing anatomical knowledge as a basis for imagery, Clark fundamentally believed 

that all the knowledge we need for bodily balance and movement is inherited. In other words, we 

are hardwired to adapt to bipedal existence and to continually struggle against the forces of 

gravity. What Clark realized was missing was sensory-awareness of the body. For Clark, sensory 

awareness transcends the acknowledged five senses: smell, sight, taste, hearing, and touch. Clark's 

belief in the proprioceptive experience is echoed in Todd's feeling that awareness of ourselves, in 

static position or in motion, comes from within. "All together the proprioceptive system serves to 
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guide our total reaction to the outside world ... and gives us our ideas of space and time" (TodcL 

1937, p. 27). It gives us our essential relationship to the world. 

In Clark's ideokinetic approach, sensory-awareness of the body as a whole and the axis 

of the joint centers in particular, is rooted in the kinesthetic sense. Hence, her personal goal was to 

assist her students in the process of developing their sensory-awareness through "a manner of 

movement all their own." 32 Her theory is all encompassing, focusing on the ordinary, everyday 

needs as well as the super-ordinary, refined movement needs of the dancer. 

The tactile and other senses can help us learn the art of movement. Just as a juggler 
balances his moving objects in time and space, we can learn to bring our 
body weights into better balance and rhythm. Gradually, a little sensory awareness can put 
more enjoyment into the ordinary daily living ofus all. (Clark, 1963, found in Matt, 1993, 
p. 169) 

Clark's tying together sensory awareness and movement is now fundamental to the role of somatic 

theorization in movement education (Alexander, 1932; Ayers, 1979; Bartenieff, 1980; Bernard, 

1997; Boyce, 1991; Cohen, 1993; Dowd, 1992; Feldenkrais,1981; Fortin,1995; Gomez, 1988; 

Hanna, 1983, 1986, 1986a, 1986b, 1987, 1987a, Heckler, 1979; Jourard, 1995; Kleinman, 1986; 

Mayland, 1991; Metheny, 1975; Rolland, 1996; Solomon, 1993; Todd, 1937). As Deane Juhan 

( 198 7) states, "it is primarily sensory associations which have conditioned the muscular patterns in 

the first place. Until the body feels something different, it cannot act differently" [my emphasis] 

(p. 161). 

Contrast Clark's focus upon the natural rapport between sense and soma to Sweigard's 

ideokinetic philosophy which proposes the human body as "a living machine." Here the body 

32 

Clark reached this conclusion through her work with babies, noticing how they related to their bodies 
and the environment through natural activities such as rolling and crawling. 
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operates under the same physical and mechanical laws as mechanistic objects, divorced from the 

individual's sense of self. Like Todd, Sweigard (1974) applied mechanical principles to "internal 

structural mechanisms: the alignment and relationship of bones" both in vertical, stationary 

posture, and in movement (p. 16). Believing that knowledge of various scientific principles was 

needed in understanding the complexity of human movement, Sweigard constructed a pedagogic 

strategy that, 

fully recognizes and stresses the importance of the design of the human structure in the 
mechanics of movement, the mechanical laws governing all forms of motion, the role of 
muscle work, and - in particular - the various aspects of the function of the nervous system 
in human movement. (1974, p. 3) 

In her opinion, without this knowledge, the fundamental principles of Ideokinesis could not be 

'fruitfully' applied and the teaching of these concepts would be impossible. "All facets of 

movement and all basic ingredients which make up and influence movement must be thoroughly 

explored and examined before ideokinesis can be applied" (1974, p. 7). 

This statement prompts me to question whether or not a student should be required to have 

extensive knowledge in physiology, psychology, muscular, skeletal, and neurological systems, as 

well as physics in order to apply Ideokinesis as a somatic technique for movement education. This 

seems extreme. In reference to her nine lines-of-movement, Sweigard states, "since imagined 

movement is a mental process, its success depends upon the student's knowledge and understanding 

of the anatomical, neurological, and mechanical facts which support each line-of-movement" 

( 197 4, p. 196). The nine lines-of-movement that she describes refer to the location and direction of 

imagined movement in specific skeletal areas. Sweigard's creation of these now familiar lines-of

movement were the result of postural changes she noted based on her experimental studies 

(Sweigard, 1974, p. 193-196). These lines-of-movement, however, are specific and limited in the 



amount of knowledge required for their practice. On the other hand, for a teacher of Ideokinesis, 

the knowledge requirements as outlined above were essential. 

For Sweigard, the teacher first must have a clear concept of the theoretical structural 

components underlying movement patterns in order to secure "optimal nervous system 

performance." The teacher must be able to, 
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locate and to identify accurately deviations or faults in movement performance. He must 
be able to give cues which challenge the imagination so that it will influence subcortical 
planning to eliminate the deviants from efficient performance and make it completely goal 
oriented. (1974, p. 170) 

This statement challenges a teacher of Sweigard' s methodology to promote theoretical 

understanding so as to attain "optimal nervous system performance" from the student. In order to 

accomplish thetas~ the teacher must use goal orientation as part of the process. Attaining 

"optimal nervous system performance" is a goal-oriented objective. A teacher who strives to 

motivate, stimulate, and challenge the student is goal-oriented. The student, in applying the 

imagery to specific locations and directions, is also goal-oriented. For Sweigard ( 197 4 ), '1:he most 

important ingredient in the motor learning process is goal orientation ... and is the only volitional 

input deserving superior rank and performance" (p. 169). Sweigard seems to imply that goal 

orientation is much more a personal matter of achievement than a terminus in movement. 

The issue of goal orientation is significant. Goal setting, as a motivational tool, has been 

shown to have a substantial effect on performance attitude. The more challenging the goals, the 

higher the level of performance (Greer and Levine, 1991; Sagie, 1996; Sergiovanni, 1990; 

Staurowsky, 1983; Weinberg, Stitcher, and Richardson,1994). Florence Crane (1983), an arts 

educator, suggests that in order for learning to occur, goal-orientation must be personal and 

relevant not merely external and extrinsic. 
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If you touch real feeling in a pupil you generate energy without measure. Therefore, it is 
important that the pupil's work mean something to him, to his whole self - not just his 
thinking mind, but his whole being ... By means of feeling we can reach his memory and 
imagination, the two great tools of an artist. (Crane, 1983, p. 89) 

Crane's words echo a holistic, integrative approach to learning; one which 'fits' well with 

somatic education. As primary knowledge sources, memory and imagination are powerful tools to 

add to the arsenal of anatomical and mechanical facts in seeking somatic balance and harmony. 

While the process is goal-oriented, the orientation toward the goal lies in the process. 

Summary of Principle Two 

The ideokinetic principle of the primacy of essential knowledge states that one must have 

a working knowledge base of fundamental anatomical facts and mechanical principles in order to 

benefit from ideokinetic practice. For Clark, essential knowledge includes the kinesthetic sense as 

an indispensable source of information. Where she differs somewhat from Todd and, appreciably 

from Sweigard, is in her application of playful imagery in educating her students to the natural 

action of muscle and bone rather than relying on the theoretical nuts and bolts of movement. 

Where Sweigard feels that a thorough knowledge base of scientific and mechanical principles is 

necessary for understanding human posture and movement, Clark, in essence, believes that all the 

information we need for bodily balance is pre-cognizant; that having a functional understanding of 

anatomical and mechanical principles is necessary only as a basis for imagery formation. As 

human movers, we know all we need to know. It is environmental influences such as social, 

political, or cultural dictates that distract us from natural functioning. For Clark, sensory 

awareness is the key to bringing about a better balance and rhythm of bodily weights. 
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Fundamental Knowledge Sensory-Awareness Awareness of Axis 
Base Centers 

Todd objective proof must be psychological factors and three bony blocks support 
ascertained of mechanical, sensory appreciation center of the structure -
anatomical, physiological influence postural patterns skull, thorax, and pelvis 
advantage of position 

Sweigard knowledge of anatomy, reinforcement/feedback imagery always relates to 
neurology, and mechanical possible through aware- · the area of the trunk never 
facts which support nine ness and concentration on to moving limbs 
lines-of-movement sensory receptor cues 

Clark body knowledge as sensory awareness is one find balance around the 
inherited; develop manner way to improve the way we centers of each major joint 
of movement on our own express ourselves through area in order to balance 

posture and movement bony framework 

Table 2. Principle Two: The Primacy of Essential Knowledge 

Principle Three: The Image as a Stimulator of Movement 

Ideokinesis rests on the foundation of the idea (image) as the stimulator of movement. As 

such, the debate over whether imagery, as an "empirical mental process," augments the acquisition 

of motor skills is relevant. Studies conducted in the areas of sports, dance education, and 

performance, testify to the role of imagery as a means of quickly processing and integrating 

cognitive and kinesthetic information necessary to perform complex movement (Afremoiv, Overby 

and Vadocz, 1997; Epstein, 1980; Feltz and Landers, 1983; Galyean, 1983; Goss, Hall, Buckolz 

and Fishburne, 1986; Hall, Buckolz and Fishburne, 1992; Johnson, 1982; Minton, 1991, 1996; 

Romero and Silvestri, 1990; Smith, 1990; Solomon, 1993). For example, Christine Hanrahan and 

John Salmela (1990) suggest, based on their recent study of dancers and imagery, that imagery 

may facilitate learning technique and performance (p. 18). However, first the image must be 

associated with kinesthetic learning before it can be of value in movement performance. All the 
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cited studies strongly emphasize the need for relevant, task-oriented imagery and regular practice 

of that imagery. 

The question of practice directly impacts a central concept of Ideokinesis, concern for the 

issue of passivity and activity in conjunction with visualization. If the goal for movement re

patterning is to change the message, then rethinking a movement goes a long way in effecting 

change. The rethinking process, however, must rely on an image of the desired muscular or 

skeletal change. 

Let us return to the study conducted by Christine Hanrahan and John Salmela. Imagery 

may facilitate learning technique and performance only when the images used relate to objects or 

kinesthetic sensations the dancer has already experienced. In passive visualization, the imagery 

used to indicate direction of movement must adhere to the physical laws of force involved in the 

movement. This position regarding lines of direction and physical forces is well represented in the 

ideokinetic work of Todd, Sweigard, and Clark. The value of Hanrahan' s and Salmela' s work lies 

in its support for the necessity of imagery being associated with kinesthetic learning before it can 

be of value in movement performance. "You can't hold a really good image in your mind until 

there's some physical experience to hang it on" (Hanrahan and Salmela, 1990, p. 19). Here's 

where the proponents of active, kinesthetic learning part company with those who strictly adhere to 

passive visualization. 

Sweigard, for one, was adamant that an appropriate image initiated and held in the mind, 

along with a desire for change, was sufficient to start ''the movement along its suitable path" 

(1974, p. 6). In this scenario imagined movement, as a thought process only, becomes the link 

between conscious intention and subconscious sensory motor organization and, in fact, precedes 
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action. According to Sweigard, an action taking place in the imagination, in the absence of 

volitional movement, will be experienced kinesthetically (1974, p.196). Todd and Sweigard and, to 

a lesser degree Clark, were of the opinion that by concentrating on an image, the central nervous 

system would be stimulated to establish the most efficient neuromuscular pathways through innate 

reflexes and feedback mechanisms. 

By thinking continuously of a familiar motivating picture we produce a change in remote 
parts. Giving full attention to a picture of action stimulates the motor centers in the cortex 
and association fibers and through these coordination centers, the musculature responds 
automatically by way of the neuron paths. All skills are acquired in this way. (Todd, 
1929, p. 50) 

What is missing from this strategy is deliberate and experiential engagement with new sensory and 

kinesthetic information. This implies active not passive participation. The other element in the 

equation is the desire for change. 

Todd and Clark strongly emphasized the power of emotional drive. Clark (1973), 

believing that emotional drive was an effective agent for change declared, "you can become what 

you think about ... your movement relates to your ideas about your body" (Clark, cited in Matt, 

1993, p. 226). Todd, believing that muscles respond instantly to thought, understood that an 

"attitude of readiness" must accompany acceptance of and response to motivating pictures. To that 

end, the emotional drive would furnish the added stimulus. 

To produce the movement you have demanded ... there must be accuracy in location of 
the bodily part to be moved . . . [the] direction of movement; the more clearly defined and 
specific, the straighter the aim ... [and] the desire to move - motivation. (Todd, 1934, p. 
279) 

Sweigard carries Todd's call for accuracy in location, direction, and desire for movement 

forward in the development of her nine lines-of-movement. Convinced that any image used as an 

ideokinetic tool should pertain to a line-of-movement, Sweigard declared, "for imagined movement 
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to be successful, the image and the movement which occurs in it must relate closely to that which is 

needed in each line-of-movement" (1974, p. 232). Sweigard's emphasis on imagined movement in 

absence of volitional action reflects Todd's belief that the idea of movement must reference a 

specific place and direction and that voluntary performance of the movement should be 

discouraged. 

Accuracy in location and direction, yes, but as a dancer and dance educator, I know that 

practice in moving the body part is what brings the picture into sharper focus. Holding a 

movement idea in the 'lhinking center of the brain" and relying on proprioceptors to trigger a 

reorganized muscular response at the subcortical level is one perspective. However, my question 

returns -- how do we get the "kinesthetic" feel of the desired muscular change in the absence of 

movement? Imagination is crucial to the process but, imagination alone is not the entire process. 

Whether the image is anatomical or metaphorical in nature, it is only through its continued 

attention and application that any change in movement pattern can be accomplished. However, the 

imagination should carry only facts, not fanciful impulses, into action (Clark, 1955, 1963; 

Sweigard, 1974; Todd, 1934). 

Imagination, in the work of Todd, Sweigard, and Clark, is the "one avenue through which 

the unconscious mechanism ... can be engaged effectively" (Todd, 1934, p. 216). One must 

"keep it flexible" and, more significantly, it must be trusted. Trusting your imagination to bring 

about change in muscular balance, according to Todd, was imperative. She cautions, however, 

that "if imagination does not organize the picture in motion, the right motion does not take place" 

(1934, p. 210). Clark's interpretation of Todd's idea ofthe "picture in motion" forms the core of 

her dynamic approach to Ideokinesis. Let me illustrate with an example. While defining the dance 
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plie as the "art of balancing the body on the tops of the thigh bones," Clark also saw the plie action 

itself as comparable to ''the powerful crouch and spring action of many animals."33 

Clark's (1963) belief that when you "think of the image as you practice the action 

the unconscious mind will catch on" [my emphasis] (Clark, cited in Matt, 1993, p. 199) reveals the 

crucial philosophical difference in Clark's use of imagery versus Todd and Sweigard. At issue is 

the question of overly passive and disassociated versus active and connected participation in the 

muscular re-patterning process. While Sweigard adamantly prescribed non-active visualization, 

Clark, on the other hand, advocated imagery that is dynamic. Clark's images moved -- traveling 

up the traffic bridge (the psoas) during femoral flexion or "deepening" the action along the center 

line into the lower body" [my emphasis] (Clark, cited in Matt, 1993, p. 179). 

Success in working with imagery came from dealing with what Clark referred to as 

'crumbs of knowledge.' In her teaching, therefore, Clark eliminated nonessential information and 

used only what was needed for the movement. Her prescription for 'keeping it simple' allowed for 

greater focus on the 'power of the principle.' Believing in the necessity for developing the inner 

core of the body as a means of reducing reliance on the peripheral muscles, Clark (1963) states, 

The image of a continuing vertical line through the center of the body is very important 
because it gives a center for all activity. This idea may not make sense to you at first, but 
try to stick with the image and let your imagination run free. (Clark, cited in Matt, 1993, 
p. 165) 

In this manner we become our own teacher. Applied to dance, this philosophy 

demonstrates a heuristic, integrative approach to mind-body. As Pamela Matt (1991) states, "it is 

33 

Clar~ 1963, found in Matt, 1993, p. 182. Clark began to examine the dance plie during her work with 
Joanne Emmons, a dancer and Clark's pupil. Ms. Emmons developed her pre-dance lessons at Clark's 
studio in New York in the 1960s. 
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not enough that dancers become knowledgeable about the body; they should also learn how to 

make that knowledge useful within the body as they move" ( p. 76). Clark considered the use of 

imagery derived from skeletal and muscular designs essential for the development of a solid 

somatic reference system. She wondered, ''How can a person become physically educated unless 

they know where their bones are?" (Clark, cited in Matt, 1993, p. 33). 

Importantly, a single image does not work for everyone and, if it is effective, does not work 

for very long. Clark employed and encouraged a variety of images. She states, "both the mind and 

the body like some variety in the 'food' taken into the system" (Clark, 1973, cited in Matt, 1993, p. 

226). 

Summary of Principle Three 

The ideokinetic principle of imagery as the stimulator of movement is central to the work 

of Todd, Sweigard, and Clark. Each of these ideokinetic practitioners postulates that by holding an 

appropriate image in your mind, along with a sincere desire to change, movement patterns can be 

altered. Where Clark differs markedly from Todd and Sweigard is in her application of imagery to 

movement. Both Todd and Sweigard view imagined movement as a thought process only. 

Volitional movement breaks the link between conscious and subconscious sensory-motor 

organization. While Clark also advises against holding or voluntarily tensing muscle, she 

advocates that imagery be utilized while practicing the action. To that end, Clark fashions 

imagery that is dynamic and varying so that the student's imagination may run free. 

Another key difference in Clark's approach to imagery is her contention that success in 

using imagery comes via "crumbs of knowledge." Eliminating nonessential information gives the 

student the opportunity to focus on the simplicity of the image and, thereby, greatly enhances his or 
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her ability to use only what is needed for the movement. By using primarily anatomically-based 

images to encourage the development of the inner core of the body, Clark focuses on the centering 

process of individual parts and the body as a whole. 

In addition to a clearly constructed image which accurately depicts location and direction 

of a given movement pattern, Todd and Clark emphasize the necessity of emotional drive as a 

prime motivator. Todd views emotional drive as the indicator of an "attitude of readiness." Clark 

holds the belief that you become what you think and that your movement relates to how you 

perceive your body. 

Movement Volitional Anatomical and Location, Direction, 
Facilitation Movement Metaphorical and Desire for 

Through Imagery Imagery Change 

Todd direct relationship refrain from anatomical and image must 
between imagery volitional motion mechanical images; conform to desired 
and muscular metaphoric imagery location, direction 
response of movement 

Sweigard idea alone is persistent over- use of anatomical nine lines-of-
sufficient through emphasis on and mechanical movement greatest 
innate reflexes and volitional muscular imagery; nine lines- influence on the 
feedback (CNS) effort is a handi- of-movement alignment of the 

cap structure as a whole 

Clark image and action purpose is defeated use of anatomical imagery activates 
practiced together if you tense your and metaphorical planes of the body; 
unconscious mind muscles to bring imagery extensively desire needed to 
will catch on about an action accomplish what is 

visualized 

Table 3. Principle Three: The Image as Sole Stimulator of Movement 

Principle Four: The Oscillating Flow of Conscious and Subconscious Process 

Whether it is letting the imagination run free or concentrating on one of Sweigard' s nine 

lines-of-movement, conscious action must be restrained for the ideokinetic process to be effective. 
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By this I mean that holding or placing the body artificially must not be allowed to interfere with the 

imagined movement or action during the process of sensory motor reorganization (Clark, nd; 

Dowd,1996; Rolland,1996; Sweigard,1979). However, as discussed in the previous section on 

essential knowledge and in Chapter III on somatic principles, cognizance of anatomical and 

structural facts are necessary to grasp a muscular and/or postural concept prior to development of 

an effective corresponding mental image. 

Once a proprioceptive response has been registered in the sensory-motor cortex, conscious 

effort must be let go so that subconscious bodily sensation can direct the movement. Letting go 

requires patience, relaxed concentration, and a desire to engage the imagination in the creative 

process. By engaging in the ideokinetic process, "one eventually learns that the intellect is most 

effective as a guide, rather than as a dictator, in bringing about postural change" (Rolland, 1996, 

p . 5). This holds true even with the mental challenge of applying Sweigard's nine lines-of-

movement. 

The interplay between conscious and subconscious processes supports and guides the 

fundamental ideokinetic principle of the idea or image as a movement stimulator. Curiously Todd 

(1921), who believes that movement is a product of breath and skeletal rhythms controlled by a 

subconscious intelligence, maintains that by attending to kinesthetic cues consciousness of the 

balance of bodily parts can be developed (p. 12). To reach this state of awareness requires 

concentration, practice, and an ability to recognize bodily sensations which accompany the 

appropriately applied imagery. 

The whole body, enlivened as it is by muscular memory, becomes a sensitive instrument 
responding with a wisdom far outrunning that of man's reasoning or conscious control. 
The intelligent person realizes that the skeleton is alive and whole, inside his entire body, 
with its living engines, the attached muscles, ready to respond. (Todd, 1937, p. 3) 
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Sweigard addresses the same issue of conscious/subconscious interplay by speaking more directly 

to the connection between movement and the "subcortical nervous mechanism." The significance 

that Sweigard places on role of the central nervous system as a communicator and coordinator of 

movement is illuminated by its recurrent mention throughout her writings. 

Considering the role that subcortically patterned muscular action plays in all movement, 
and the fact that this subcortical patterning cannot be changed through voluntary effort, it 
becomes obvious that the only way to improve skeletal alignment is through influence from 
the cortical level [my emphasis]. (1974, p. 224) 

The substantial reliance Sweigard places on the thinking process may be illustrated by looking at 

one of her passive visualization exercises. 

While lying in the constructive rest position, 34 the student is asked to imagine they are an 

empty suit of clothes. The image ofan 'empty suit of clothes' was developed by Sweigard as a 

composite of many images containing all nine lines-of-movement. The reader will recall, that in 

order to successfully imagine each line of movement, the student must apply acquired "knowledge 

and understanding of the anatomical, neurological, and mechanical facts which support each 

line-of-movement" (Sweigard, 1974, p. 233). Cognitive activity is heightened by the required 

processing of verbal directions for the precise location and direction of imagined movement in the 

body. As the process continues through a progression of simple to complex sets of images, the 

goal is to allow the cognitive information to seep down into the subconscious level. Sweigard 

makes clear in her instructions that the student is to "rest and concentrate; do not give help to any 

imagined action. Inadvertently, this actual movement may occur without your realizing it. Insofar 

34 

The constructive rest position is a position in which ideally "all opposing forces are in equilibrium and 
when no work is being done" This position is also referred to as the 'hook-lying' or 'physiological rest' 
position. (Sweigard, 1974, p. 215) 
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as it does, you forfeit the results the imagined movements are designed to promote" (1974, p. 233). 

Not only does this particular exercise require the ability to visualize sixteen progressive steps and 

the anatomical, neurological, and mechanical facts which support each image, but the student is 

discouraged from exhibiting any actual movement. I find this particular exercise instructive 

regarding Sweigard's emphasis on 'mind' action over 'body' action .and an explicit example of the 

innate differences separating Sweigard and Clark. 

In contrast, Clark likened a proper image to ripening fruit. ''When it is ripe it falls off the 

tree. You don't have to reach for it." By creating simple, dynamic images for what needed to be 

done to accomplish the movement task, Clark exemplifies the anatomical and physiological 

connections between conscious and subconscious processes. 

Nature has given us free movement by placing it under our unconscious control early in 
life. As the mind develops and matures, we can extend more conscious 
control to our bodies and the movements we make ... This [natural] course in body 
balance and movement is intended to help you keep principles of body alignment in the 
background of your thinking throughout all your activity. (Clark, 1973, found in Matt, 
1993, p. 261). 

From Clark's perspective, cognitive and kinesthetic knowledge passes readily from the conscious to 

the subconscious level. Thus, the mind "gathered data" from any activity 

Ideas . . . pass through openings from the world outside your body to the mind within 
your body. These openings are called the senses ... Some people hold the sense openings 
of their faces quite rigidly set. Without their awareness, thoughts and emotions gather in 
the sense openings and rob them of their full movement. 35 

Recognizing the considerable influence the five senses had on the health and use of the body, Clark 

felt that through combined self-awareness, movement, and imagery, the senses are brought into 

3S 

This passage is taken from Clark's manual, The Body is Round - Use all the Radii. This manual was 
compiled by Matt, 1993, from Clark's notes. 
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organizing center for all experience. Hers is the perspective of mind-body unity. 
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Sensory awareness manifests itself in Clark's work and that ofher mentor, Todd, through 

the phenomenon of self-instruction. As a phenomenon, self-instruction ties together the principles 

of the primacy of essential knowledge and the image as the stimulator of movement. Using 

concrete mechanical and anatomical 'facts' as the essential knowledge needed to create workable, 

action-oriented imagery, the desired patterns of movement can be established on the conscious 

level. By conscientiously applying these moving pictures through daily activity learning can take 

place on a subconscious, bodily level. Moving from the cognitive act of understanding principles, 

to the creation of images based on extant information, to the application of these images through 

movement, seems a logical process. 

Sweigard offers a contrasting and cautionary point of view on the idea of self-instruction. 

"[The] phenomenon of self-instruction is one of the greatest handicaps to movement education, 

because self-instruction uses established neuromuscular coordination, which is not necessarily the 

most efficient" (1974, p. 4). This is very possibly true. However, bringing awareness to a 

movement habit is half the battle (Dowd, 1996; Hanna, 1988, Zukav, 1979). 

Information from any source, when properly used, can help accomplish any desired task. 

As Clark (1973) suggests, learning should be a natural process - a process of observation and 

visualization. "Just hold the image in mind - see it - and it comes to pass . . . of course, you must 

really desire to accomplish what you visualize or picture. If you do, you can become what you 

think" (Clark, cited in Matt, 1993, p. 226). By conscientiously practicing the image throughout 

daily activity new movement patterns become established on the subconscious level. Once these 



patterns become established through awareness of action at one bodily location, that information 

can then influence action in other areas ofthe body through subconscious reactions. 

Summary of Principle Four 
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The ideokinetic principle of the oscillating flow of conscious and subconscious process 

states that skeletal and muscular changes must first be understood on a conscious level. Utilizing a 

technique of relaxed concentration, the image or the idea of the re-patterned movement, once 

established, will occur through subconscious process. This principle is fundamentally shared by 

all three ideokinetic practitioners. Sweigard focuses on the "subcortical nervous mechanism" and 

its role as communicator and coordinator or movement. Todd believes that as the product of 

breath and skeletal rhythms, movement is controlled by a subconscious intelligence. Clark puts 

faith in an inherited movement ability which is given to us freely by nature. Recalling her focus on 

sensory-awareness, Clark's view of the mind as a gatherer of 'data' seems in character. The 

senses act as the doors through which information passes from the outside world of our bodies to 

the mind within our bodies. In tum, this information may be put to use through the phenomenon of 

self-instruction. 

For both Todd and Clark, self-instruction ties together the need for essential knowledge 

and imagery as the stimulator of movement. Sweigard warns against self-instruction. Her primary 

concern with this issue was the use of preestablished neuromuscular pathways which may or may 

not be the most efficient. In contrast to Sweigard' s position, Clark thought that movement habits 

should be brought into consciousness through a natural learning process involving observation, 

visualization of lively and qualitative images, and voluntary movement. Through the combined use 

of voluntary movement and imagery as stimulator for creative movement explorations, Clark felt 
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that any task could be accomplished. To that end, Clark, created simplified images based on the 

muscles and bones of the body. Setting herself the task of "remaking all of Todd's imagery," Clark 

infused her images with "a liveliness and qualitative nature she could think about as she moved" 

(Matt, 1993, p. 21). By conscientiously applying sensory-awareness to daily activities, new 

movement patterns can be learned. Once learned, these new patterns can be transferred to other 

parts of the body. This is a heuristic, integrative approach to movement reeducation. 

Conscious and Subconscious Process Phenomenon of Self Instruction 

Todd subconscious process controls movement learn new skills by employing motivating 
and balance; through kinesthetic sense we pictures and concentrating on them 
develop consciousness of body parts 

Sweigard the central nervous system (CNS) the phenomenon of self-instruction is one 
subcortically patterns muscle action in its of the greatest handicaps to movement 
role of communicator and coordinator education 

Clark nature permits free movement by placing it learn the way a child learns through 
under our subconscious control; conscious observation and visualization; hold the 
control over body is gained through each image in mind, see it, and it comes to 
individual's manner of movement pass; you can become what you think 

Table 4. Principle Four: The Oscillating Flow of Conscious and Subconscious Process 

Chapter Summary: Clark's Divergent Path 

There is no question that Clark's perspective on the four Ideokinetic principles as outlined 

above are similar in many respects to that of Todd and Sweigard. However, where she takes a 

defining tum is in her application of the principle to movement education. Clark's concern was 

that her students develop sensory awareness of their bodies as part of the natural world. The rate 

of progress and achievement was insignificant. The value lay in the process of coming to know. 
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Clark, preferring the natural way of things including the use of the body, put faith in the 

intrinsic nature of human existence to provide "excellent imagery for movement." This tenet is a 

fundamental truth that forms the foundational framework of her ideokinetic approach. She 

"insisted that it was critical to maintain awareness of natural rhythms, as the faster pace of 

industrialized life in the 1920s threatened to confuse the kinesthetic sense" (Matt, 1993, p. 15). 

With the supersonic speed and bodily disassociation of the 1990s, perhaps it would be prudent to 

stop and reflect on the value of natural rhythms. 

Clark's work ties into somatic practice by providing a means for understanding the human 

soma and our symbiotic relationship with the environment. Her focus on sensory-awareness 

reflects the essential somatic placement of soma as.first-person perceptual process in experience 

as self-monitoring activity. Again, by drawing on sensory-awareness to identify and isolate new 

sensations from old, habitual movement patterns can be recognized and re-patterned. Clark's 

espousal of a synergistic relationship between imagery and daily activity enables first- and third

person perceptual process through the active application of experiential knowledge of the body. 

Through Clark's naturalistic ideokinetic approach, we may embrace the somatic principle that 

states we are "genetically ordained" toward a state of balance, calm, and contentment. 

In the following chapter I take a deeper look at Clark's somatic principles through her 

manuals, letters, notes, and diaries. The intent is to develop a fuller picture of Clark as a person 

and as an educator by analyzing the influences which led to the crystallization of her ideokinetic 

principles. 



CHAPTER V 

BARBARA CLARK: ALL THAT IS NATURAL IN MOVEMENT 

I was born with a great thirst for knowledge that has continued and grown with the years. Along 
with it developed a desire for the finest and most worthwhile projects. Those lasting over, that 
would live on into the future. 

- ~arbara Clark36 

Albert Einstein once said, "pure logical thinking cannot yield us any knowledge of the 

empirical world; all knowledge of reality starts from experience and ends in it. Propositions 

arrived at by purely logical means are completely empty as regards reality." 37 Somatic knowledge, 

gained from experientially-oriented practice, forms the cornerstone of Clark's ideokinetic 

philosophy. The notes she scribbled in daily and weekly calendars and on the backs of envelops, 

record the "40 years oflife [spent] experiencing thinking my body into movement" (Clark, personal 

papers). Clark's words attest to her conviction that sensory awareness, as discemable to the 

conscious and the subconscious mind, is the primary messenger of reality and somatic truth. 

My intent in this chapter is to examine Clark's fundamental theories in order to reach a 

heuristic understanding of Clark as a person and as an educator. My process is to examine the 

influences leading to the crystallization of her ideokinetic principles through a textual analysis of 

36 

Quotation taken from Clark's personal papers found in a collection held by Pamela Matt at Arizona State, 
Tempe, AZ. Date unknown. Many of the quotations in this chapter come from diary notes Clark wrote 
from the mid-1960's to the early 1980's. Where I found the exact date of the notation it is presented as 
part of the quotation.· Otherwise, the reader is advised to keep the aforementioned time frame in mind. 

37 

From On the Method o/Theoretica/ Physics, a Herbert Spencer lecture, Oxford, June 10, 1933. 
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her notes, letters, diaries, manuals, and articles she kept with her personal papers. It is not my 

purpose here to present an extensive historical or biographical study. For that I refer the reader to 

Pamela Matt's (1993) noteworthy work, The Kinesthetic Legacy: The Life and Works of Barbara 

Clark. However, for those unfamiliar with Clark, a brief overview of her background seems in 

order. 

Early Influences 

Barbara Clark was born into a Vermont family in 1889. In her memoirs she recalls being 

the "weakest" of the seven children, having suffered during her early years from rheumatic fever 

and a neurological weakness similar to polio. These illnesses afflicted her coordination which 

impaired her self confidence. Pamela Matt (1993) explains, 'lhe rough and tumble play enjoyed so 

freely by her siblings frightened and bewildered Barbara" (p. 8). Unable to keep up physically 

with the outdoor explorations of her brothers and sisters, Clark spent a great deal of time with her 

parents, grandmother, aunts, and uncles. As a result of these adult associations, Clark adopted the 

role of 'grown-up' and, from an early age, displayed the traditional New England values of 

practicality, determination, hard work, and common sense. This sounds like a terribly dull and 

restrictive life for a child but, in fact, Clark acquired skills and knowledge which stood her in good 

stead throughout her long life. 

Through time spent playing with her mother, Clark learned about the calming and 

centering possibilities of touch. 

Mother used body movement in relaxation or centering - she did not realize that what she 
was doing then, I would be active about now. It is the awareness of touching a part of the 
body with the fingers or combining the hands by putting one fist in the hollow of the other 
hand interchangeably. She did not do the wrong things or what I now term wrong. She 
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made much of pat-a-cake with the children. And she never seemed to be affected by 
monotony. I think her rhythm was so natural that all of this was enjoyment to her. (Clark, 
cited in Matt, 1993, p. 11) 

Her grandmother illuminated the power of breath and relaxation. "I slept with my grandmother. 

She was very relaxed, a deep breather, and I was very tense." Recalling poetic images ofher 

grandmother Clark continues, 

the rhythmic slow motion of grandma's rocking 
excellent chair balance 
just right for size 
Grandma a deep breather 
I feh her relaxation 
she held me securely 
I fitted her body (Clark, cited in Matt, 1993, p . 9) 

Through her father's actions, Clark became aware of the natural order of things both on a physical 

and metaphysical level. His intense sense of order was evidenced in the way the physical aspects 

of his life were sequenced. 

My father hung up his clothes as he changed from one thing to another. He moved on a 
schedule. An easier one on a rainy day. One thing I especially remember. Putting the 
shop in order. The shovels, the saws, the crowbars, the small things first, and the next 
general size, and the next, etc. (Clark, personal papers) 

Her father also encouraged her to set her sights high and find the solutions needed to attain her 

goal. Clark's goal was to physically educating her body by following its natural pathway. 

Intrigued with movement, Clark questioned and investigated her own coordination and range. In the 

process, she discovered a significant relationship between breath and muscular-skeletal alignment. 

I was never right to begin with and did not have the awareness that I was wrong. 
Everything I did made me worse. It has been a long road to the realization that structural 
alignment affects the diaphragm and how this takes place. The correction has taken even 
longer. Slowly [I] was awakened to the factors involving movement. (Clark, personal 

papers) 
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Ever present to the physical world aroW1d her, Clark drew inspiration from observing the 

"rhythms of the natural world" and watching children play, an activity she never ceased to enjoy. 

Matt (1993) writes, ''the natural world around her provided imagery of the pleasure and ease which 

was possible in movement. The monotonous chores of the household supplied the means for 

practice and a way to improve" (p. 10). Clark recalls turning mattresses and making beds. 

I can still remember the awareness of feeling those mattress shavings. They curled 
somewhat and this lent a springiness to the foW1dation they gave to the mattress. I did not 
talk about these thoughts. They just seeped through my mind for a moment or moments at 
a time. (Clark, cited in Matt, 1993, p. 10) 

An avid reader, Clark absorbed all the literature that came into the house and, thereby, 

foWld another outlet for her imagination. 

I played with the imagery. I was always identifying myself with a character in a book I 
was reading. The Dutch boy with his hand in the dike made a terrific image for me. 
Prevention while the matter is small (Clark, cited in Matt, 1993, p. 9). 

Clark's identification with imaginary characters later foW1d its way into her manuals, particularly 

the teaching manuals for children: Posture Plays and The Children 's Book. I find it intriguing that 

in her later years Clark recalled the image of the little Dutch boy who stopped the flooding waters 

with a single finger. What a powerful image for one whose frailty was confirmed many times over. 

Yet, at the same time, Clark's upbringing directs her back to a more practical, less self-absorbed 

focus. 

Reaching her teen years and determined to become "more normal," Clark enrolled in the 

Physical Education Department at Oberlin College W1der the impression that becoming physically 

educated would lead to wellness. UnfortWlately, her pursuit of physical knowledge was cut short 

when she was advised against this course of study. Her restricted physical abilities were once 



again ingrained when the athletic faculty suggested she limit her daily exercise to walking. 

Disheartened, she dropped out of Oberlin College and returned home, still in poor health. 
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When Dr. Maynard said to me at 16, 'Barbara, whatever you do don't be a neurotic' I had 
an idea of what he was speaking. But how to avoid being neurotic was something totally 
out of my power of realizing. Gradually I grew to realize it had something to do with self 
discipline but that just made me feel guilt and resulted in greater tension. (Clark, personal 
papers) 

From the wisdom of her later years, Clark would write, "we err in the excessive energy that we 

devote not to real accomplishment but to neurotic combat" (Clark, personal papers). 

As a means of restoring her physical and mental health, Clark was encouraged to become 

involved in church school teaching. This involvement set the tone for her future life of teaching 

and service to others. Clark, still in search of a "balance between the physical and the mental," 

again left her family in 1919, at the age of thirty, to enroll in a nursing program at Faulkner 

Hospital in Cambridge, Massachusetts. She soon discovered, however, that the physical challenge 

of working with adult patients was too demanding. Consequently she turned her attention to 

treating infants, toddlers, and children. 

I had trouble at first in this work because my mental rhythm was speeded up way beyond 
the body rhythm. The rhythm of early development is much slower. I tuned into that with 
the children. Touching their bodies gave me the feeling of elasticity and suppleness. I 
sensed this in all of their joints. It began releasing me in mine. Working on older bodies 
was so fatiguing, I knew I did not want to go in that direction. (Clark, cited in Matt, 1993, 
p. 25) 

Having found an area of specializ.ation which brought her the sense of self she sought, she 

completed the nursing program after four years of determined effort. 

Thinking about her life to this point, I glimpse the threads that would form the fabric of her 

. life's work. Clark's emphasis on slowing down the mind in order to come into rhythm with the 

body was to become a core principle in her ideokinetic work. What Clark realized was that when 



we cease to sense the body's natural rhythms, the result is a loss of suppleness and ease of 

movement. This is something, as twentieth century human beings, we have difficulty accepting. 
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A turning point for Clark came shortly after graduating in 1923, when she was introduced 

to Mabel Elsworth Todd. At that time, Todd's therapeutic system of "Natural Posture" was well 

known in Boston by athletes, dancers, actors, and society matrons. It was Todd's natural approach 

to the human body which attracted Clark. 

Mabel Elsworth Todd helped to develop and keep alive the idea that the human body is a 
vertebrate and needs to follow through on its inheritance. The individual was not being 
given the education necessary in making the change from the horse-and-buggy era to the 
more mechanical one. Education for more scientifically designed equipment zoomed ahead 
but it did not catch on too readily to what effect unnatural movement or the lack of 
movement might have upon the human structure. (Clark, cited in Matt, 1993, p. 15) 

In the work of Mabel Elsworth Todd, Clark found a kindred spirit and an accomplished 

guide who showed her the pathway to natural movement. To direct the body during the table 

lessons, Todd would use her hands in conjunction with imagery. As standards for future self

instruction, touch and imagery were critical elements in Todd's education of students and teachers 

alike. As one of her students, Clark realized that it was Todd's use of touch and imagery that 

facilitated Clark's learning and confirmed for her what she had discovered on her own as a child 

(Clark, personal papers). 

Immersing herself in Todd's lessons on natural movement, Clark was able to rebuild her 

body from the inside out. Recalling her time as a student at Todd's Boston studio, Clark stated "I 

could not do much but I have grown to see that it is the character of the little that counts" (Clark, 
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personal papers). The character of the little had a profound affect on Clark's later work. Clark 

writes, 

What I did that was wrong came bit by bit and, as I acted on it, the realization of how it 
helped me increased bit by bit. Along with the mental awareness came muscle and fascia 
elasticity. This grew slowly and I was gradually able to use the new awareness of ease and 
release and develop to the next step. (Clark, personal papers) 

What she learned through her own practice she later used in her teaching; instructing her students 

to take in a little at a time. In her own teaching Clark's advice was to "take it easy and learn as 

you go and you will enjoy it more which is essential" (Clark, personal notes). 

The Blossoming of Clark's Work 

The seeds of Clark's work were sewn in her own slow process of learning how to center 

her joints and utilize the muscles around her spine to regain natural balance and movement. 

During the l 920's and l 930's, first as a teacher at Todd's studio, then later in nursery schools 

throughout Boston and private work with infants, toddlers, and children, Clark began to devise an 

educational system which expanded on Todd's Natural Posture work. I refer the reader back to 

Chapter IV for a more thorough discussion of Clark's departure from Todd's work. Suffice it to 

say that philosophically Clark had developed her own vision of the work. 

Todd studied the science of movement so much that the image of the body in mechanical 
terms was very real to her. Such imagery was unreal and too complex for many. In the 
effort to simplify the imagery for the uninitiated she and other teachers made the imagery 
childish, almost laughable. I saw the good in the approach but wanted to remake all the 
imagery. You can't get rhythm into the lesson if it is too conscious. Miss Todd's lessons 
were too conscious. (Clark, cited in Matt, 1993, p. 41). 

Clark brought to the work a sense of play, simplified anatomical images, and games which 

focused on the development of the spinal axis. She considered it imperative that horizontal 
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movement be fully explored through exercises involving crawling and rolling in order to build the 

deep core strength essential for vertical posture. In the Posture Plays (1933), a manual Clark 

wrote for teachers and parents of nursery, kindergarten, and primary school children, fundamental 

motor skills are broken down into games which focus on development of core support necessary for 

vertical movement. 

For example, the game, Humpty Dumpty, was created "to develop the spinal and 

abdominal muscles to give stronger more flexible backs and straighter abdominal lines" 

(Clark, cited in Matt, 1993, p. 87). The game involved the child reciting the following verse while 

rolling backwards and forwards, returning to sitting. 

Humpty Dumpty sat on a wall, 
Humpty Dumpty had a great fall, 
But Humpty Dumpty did not cry, 
He said, "I can sit up again, if I try." 

If you were to try this game, you would understand immediately how significantly breath rhythm 

and muscular action are tied together. The game not only strengthens the core muscles needed for 

breathing, vertical posture, and movement, but also increases flexibility in the lumbar spine. 

Clark created games involving travel in the horizontal position to strengthen the core 

muscles in preparation for standing and walking. 

Crawling gives the body a large base of support by means of four uprights. The spinal 
column is well supported in this way which gives it length. Crawling prepares for walking 
by using the psoas and iliacus muscle to swing the thighs forward. Crawling also exercises 
the shoulder girdle and promotes an even development between the shoulders and hips. 
(Clark, cited in Matt, 1993, p. 88). 

To encourage ability in alternating muscular rhythm, Clark developed a crawling game done to the 

following rhyme (Clark, cited in Matt, 1993, p. 90). 



Turtle, turtle on your way, why are you so slow? 
No one else in all this world takes too long to go. 
To the foot of yonder tree, run a race with me -
Who is then the better beast, we will surely see. 
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The turtle game is a great way to discover how well coordinated you are when moving at a fast 

pace. In order to move smoothly and quickly, while maintaining a parallel alignment of the spine 

to the horizontal surface, movement must be initiated from the psoas in order to keep the thighs 

swinging forward from the thigh socket 

Throughout the Posture Plays and her other manuals, Clark continued to expand on this 

idea of balanced, natural movement revolving around an elongated, centered spine. Many of her 

ideas arose from watching children play in 'lhe outdoor freedom." Joanne Emmons, one of Clark's 

proteges, recalls sitting with Clark as she observed children in their natural process of discovery. 

That was what we did - we would observe the natural development of my kids. Well she 
had observed a lot of kids - and then she'd write more about it - how they moved their 
arms and what muscles they were beginning to feel, how they balanced their heads, when 
the muscles were strong enough to hold the head upright. So we sort of watched all this -
it was very fascinating. (Emmons, telephone interview, April 19, 1998) 

To encourage normal function, Clark designed specific apparatus for the children to play on which 

developed strength and mind-body awareness. Emmons continues, 

She made the Tunnel Toy for kids. I think she had it in a nursery school in Boston. She 
[also] buih a bannister that they could slide down. The kids in the nursery school destroyed 
that one they loved it so much. The width of the bannister was adjusted to the width of 
their thigh sockets so that as they slid down they would get the sense of the thrust in the 
thigh sockets. The Tunnel Toy was adjusted to that too. So they could straddle it and feel 
the thrust. She had developed all these things that the children who needed it - who had 
been kept too confined as infants - could get their exercise and develop their bodies. And 
she just insisted that every child had to crawl - which is right. (Emmons, telephone 
interview, April 19, 1998) 

Confirming her own observations through experiential evidence, Clark based her teaching on the 

way children seem to learn -- through observation, visualization, and imitation. To that end, as I 
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mentioned above, Clark created strategies for movement re-education which incorporated games, 

stories, and rhymes to introduce anatomical and kinesthetic principles. 

To illustrate this point, let us look at one of the lessons from The Children's Book. The 

focus of the lesson is how the body is balanced on the heads of our femurs. The lesson begins by 

the child being asked - "How do we stand?" Their answer - ''We balance on our thigh heads at the 

tops or our leg bones." Once the child is engaged, the anatomically correct information is given in 

simplified language that the child can understand. The second part of the lesson involves the child 

in motor activity related to the anatomical information. 

Stand and walk forward slowly, in tiny steps. Let your arms hang with the palms of your 
hands on the front of your legs. Walk again in tiny steps. Question - Can you feel your 
legs push yours arms as you take a step? Answer - Of course, you can. You feel the leg 
action under your palms. What you might not know is that the tops of your legs are just 
below your elbow level. This is where you balance when you are standing. (Clark, cited in 
Matt, 1993, p. 152) 

Following the experiential portion of the lesson, the anatomical information is reiterated with a 

slightly different twist. Using metaphorical imagery to continue the game-like lesson Clark 

instructs, 

The sitting places, called the sitting bones, are on the first floor of the body. They rest on 
the ground like a house does. The standing places, called the thigh heads, are on the 
second floor of our bodies. They are higher in our house and we go up to them. It's a fun 
game to play. Sit down on the first floor of your body. Stand up on the second floor of 
your body. (Clark, cited in Matt, 1993, p. 152) 

Many examples of Clark's educational process -- presenting the anatomical information, allowing 

for self-exploration through movement, and reiterating the lesson in a game -- exist throughout her 

children's manuals. 
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All Around the Spinal Axis 

In the natural scheme of human development, according to Clark, squirming leads to 

rolling which transitions to crawling and then to creeping. As verticality is achieved, sitting 

precedes squatting which leads to walking, high stepping, and then jumping. These activities aid 

the child in centering around the spinal axis. For Clark, educating 01).eselfphysically begins with 

an awareness of the relationship between the "muscle thought and action" and the spinal axis. 

Lying at the core of the skeleton, Clark saw the spinal axis as alive and active in movement 

and "not something that you just pull or push around. The spine works best when you are 

balancing through it" (Clark, personal papers). She declares, 

man is a vertebrate - he has an axis - his axis is called the spine - the spinal structure like 
the nervous system has a head and long body. It forms the center from which the body 
ftmctions. The body framework is constructed to work through a body axis. The muscle 
organization is designed to move the bones in keeping with an axis. (Clark, personal 
papers, 1970-71) 

When the spine is held stable, the 'lhe joy of action" around the axis is lost and human kind, as 

vertebrates, have squandered their inheritance. 

Clark's observations of human movement confirmed Todd's theories about the body being 

at the mercy of the emotions and the intellect. Under the impression that most adults were 

subconsciously 'preserving' their axial movement, she posits, 

The concept of good body alignment and movement carried by most people is something 
unpleasant. They don't want to think about it because it is so abhorrent to them. It is 
irksome, hard and makes them uncomfortable and unhappy. And the reason we feel 
happier and more relaxed with our bad habits is that we don't have 
to think about them to use them. They are in the place nature designed as the most fitting 
for movement habits to be in, the subconscious. (Clark, personal notes, 1970-71) 

Children, on the other hand, develop their inherited knowledge through their own manner of 

movement. Noting that when undisturbed by environmental factors, the child moves from a state 
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of harmonious balance between "mental rhythms" and "body rhythms" (Clark, personal papers). 

Clark referred to the pursuit of this harmonious state as centering. 

Clark's emphasis in working with both children and adults was on the image of the center 

line and balancing the body evenly around the spine. Being at the core of the body, she understood 

that the relaxation of the spinal extensors was critical to healthy kin~sthetic functioning. The 

process of centering became the necessary first step in developing the deep core muscles, lateral 

and cross-lateral neuromuscular patterning, and breath support which are imperative to vertical 

posture, balance, and movement. 

The axes of the body are long centers around which we can partially or completely rotate. 
This is in keeping with the revolving of natural forms such as the worlds in space. Nature 
uses these long centers in the maturing processes of bodies. The baby rotates around his 
axes as he rolls and crawls in the horizontal position. The older child continues this taking 
it into the vertical. (Clark, personal papers) 

The process of centering begins at the point within the body "where all the force of its 

weight may be considered to act." This point, the center of gravity, exists as a synergistic play of 

forces not only in the bones but in the musculature which moved the bones. "You walk from it, 

you talk from it, you eat from it, you work from it" (Clark, personal papers, December, 28, 1968). 

Rather than existing in bone, Clark discerned that the center of gravity lay within the psoas 

muscles. These muscles, which connect the central axis (spine) to the pelvis and femurs, transfer 

the weight through the 'universal sockets' (thigh sockets) which lie equidistant to the midline. 

Clark suggests that "each unit or part in the body has its place in the space clock in relation to the 

center of gravity" (personal papers, January 2, 1964). 

Awareness of the mobility and supportive function of the spinal axis is but a part of the 

whole. "The [individual] joints have centered action and should use all the action that they are 
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allowed. Each has its allotted part in respect to the whole. Any one joint affects all the rest, for 

good or bad" (Clark, personal papers, August 21, 1972). Taking in the totality of the skeletal 

structure, Clark recognized the significance of Todd's conviction that the primary purpose of the 

skeleton was as a weight bearing structure. 

As a fundamental principle, the skeleton as a weight bearing and weight moving structure 

plays a significant role in Clark's ideokinetic work. 

In upright positions the entire weight of the pelvis and all the parts above it rest or sit on 
the heads of the femurs. Gravity is met effectively when the upward thrust of the legs at 
the thigh joint is centered. The legs are the prime movers. They must get there slightly in 
advance of the weight they are to carry, that is the weight of the trunk and head. This is 
equally true in standing and in walking. Force and direction of movement must be initiated 
at the hip joint, in response to change in head balance with a follow through in shoulders, 
spine, and pelvis. Then a coordinated movement is attained. Free easy movement of the 
hip joints and of the legs is maintained by keeping the muscles of the pelvis active. (Clark, 
personal papers, 1970-71) 

In her work with children, Clark translated these same concepts of centered weight, force, 

and direction into a movement jingle (Clark, personal papers, 1964). 

Sit below where you stand 
stand above where you sit 
walk above where you stand 

The beauty of these three lines lies in their simplicity and clarity. Demonstrating a basic 

understanding of bony levers and their accompanying muscular actions, Clark's jingle grasps these 

fundamental principles through a logical sequence, anatomical correctness, and visible action. It is 

Clark's ability to put words and images into action that sets her work apart from that of Todd and 

Sweigard. 
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The Doors to Our World 

As the primary portal to our internal world, sensory awareness goes beyond the 

acknowledged five senses: smell, sight, taste, hearing, and touch. Recalling her work with 

Sweigard, she writes, "She made me too conscious of what I was doing and at the same time went 

into imagining rigid concepts for me to do" (Clark, personal papers). _Thus, in her educational 

process Clark avoided emphasizing the mechanics of movement feeling that this could initiate a 

mental domino affect that would eventually bog the student down. 

When the pupil is disturbed by the mechanics of a movement, it becomes difficult if not 
impossible for him to center his structure. Failing in this, the movement desired is done 
poorly and he has a sense of defeat. The usual reaction to this is to exert force which 
continues the pattern ending in defeat. The pattern of centering or returning to center, to 
an awareness of balance at rest as the first and most important part of movement, is the 
least understood and generally practiced of all the [components] in movement. (Clark, 
personal papers) 

Instead, it is the power of the felt experience that underscores her pedagogical process. Clark 

encouraged her students to keep their sensory doors open during their movement explorations. 

"Open doors means you are always entering. Ideas can either enter or leave to make room for 

better" (Clark, personal papers). Encouraging her students to rely less on cognition and more on 

sensory awareness, she advises, "Don't worry - it hinders breathing. Worry is trying to decide 

ahead. If you believe in sensory-awareness why not be ready to use it when the time for decision 

comes?" (Clark, December, 6, 1968) 

Pamela Matt (1989) notes that in 1971 when she met Clark, who was 82 at the time, she 

was "into [an] intuitive educating of the kinesthetic sense." An example can be drawn from a 

discovery Clark made carrying a pelvis while on a trolley ride. 

I was surprised at the greater sensation of how to support its weight properly that I gained 
as my fingers had to grasp it securely through the paper covering. I could not afford to 
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drop it, so my fingers [found] secure holding places - i.e. around the pubic arch -the 
framework of either window front and back of sacrum, around ischia, and sometimes less 
securely by anterior/superior iliac spine. This experience gave me a new sensation of what 
pelvic muscles have to do. (Clark, personal papers) 

According to Clark, "education should bring about an awareness of the necessary muscle thought 

and action that needs to take place along [the] body center" (Clark, personal papers, 1964). To 

that end, perception, kinesthetic awareness, and imagination must be developed in order to bring 

truth to light. Thus, it is that the threads of sensory awareness and kinesthetic perception, bathed 

in the light of imagination, form Clark's somatic tapestry which she hangs within the bony 

framework of the body. Now, let's turn to the distinct way Clark incorporates imagery into her 

work. 

Movement as a Wellspring: Imagery in Action 

Clark was known for her "gift" in creating images for what needed to be done. "She just 

seemed to have the knack of speaking the language of imagery" (Bernard, 1997, p. 3 7). In working 

with imagery, as with kinesthetic information, success meant dealing in 'crumbs of knowledge.' 

Working with imagery was "like the digestive process, of absorption and distribution" (Clark, 

personal papers). In the words of a ten-year-old child regarding the building of mental pictures, 

"first you see it, second you think it, third you forget it, then it happens"(Clark, January 18, 1968). 

As discussed in the previous chapter, rethinking movement or initiating skeletal change 

relies on a visualized image of the desired muscular or skeletal change. Building images implies a 

process of fitting together pieces of information which are relevant to our experience of the world 

and, therefore, reflect personal preference. In other words, we have to have some basic knowledge 
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about a thing before we can imagine it. The problem is that in order to use imagery you have to 

actively use imagination. 

You have to have the power to think in a new form or new way. But to make a change for 
the better in your alignment you also need a suitable [specific] image, one that affects the 
neuro-muscular organization in a way that will alter it. A way that will send the impulse 
over a new path, while at the same time blocking the old. (Clark, personal papers) 

From her own work with imagery, however, Clark understood that the ability to visualize an action 

is not universal. Muscular tension and consciousness of the process may inhibit the ability to 

visualize. Clark's answer was to "imagine the action as well as you can. [If tense], start imagining 

by going in the right direction" (Clark, personal papers). By working with "crumbs of knowledge" 

to enhance the imagination, we come to see the interconnecting relationship of image and 

movement. 

Within Clark's theory, an active image of a bone or a muscle should remain consistent 

with its inherent kinesthetic nature and undergird the movement, which in turn should stimulate the 

image. Mechanistic or static images results in mechanical and static experience. Stylized or 

unrealistic images are more difficult to understand and, therefore, should be avoided. Images 

presented visually rather than aurally are more readily grasped. Thus, Clark's imagery, derived 

from skeletal and muscular designs, equipped her students with a solid somatic reference system. 

"How can a person become physically educated unless they know where their bones are?" (Clark, 

cited in Matt, 1993, p. 33). The answer to that question, for example, can be found in the third of 

three lessons on the ribs; an area frequently overlooked yet crucial for alignment and balance. 

Clark likens the ribs to individual fingers. "Each has its own role to play in balancing the torso. 

You know each finger individually as the thumb, index, middle, ring, and little fingers" (Clark, 

cited in Matt, 1993, p. 282). 
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As noted in her children's manuals, Clark focuses upon connecting mental and physical 

engagement in the exploration of skeletal function through metaphoric images which were familiar 

to children. Her aim was to reduce tension created by consciously creating movement through 

placing, putting, or holding. 

You just hold the image in mind -you see it and in this way it comes to pass. You become 
what you are visualizing or thinking about. You defeat your purpose if you tense your 
muscles to bring it about. You cannot make it. It happens as a result of mindbody thought 
or integration. Of course, you have to really see or visualize what you desire. Desire 
creates the pattern and the pattern becomes the form. (Clark, personal papers, June 4, 
1972) 

As part of her lessons, Clark provided human bones for the students to "draw, touch, and 

fit together like pieces of a puzzle" and encouraged her students to create personal metaphors as 

memory tools for bony landmarks and muscles. Endeavoring to present a picture of the muscle in 

movement (my italics), Clark incorporated improvisational play time to give her students free rein 

in exploring self-created movement using their own imagery. 

Maintaining that "a made up character is more interesting than a real one," Clark created 

fantasy-like images of the body through the use of metaphor. For example, 'lhe pelvis is like a 

ring with a jewel, the jewel being a part of the spine. The vertebra are all jewels with facets," or by 

"walking through your feet not around them you enter the little doors and go on and up your ankles 

[to your] lower leg, [and] thighs" (Clark, personal papers, April, 7, 1968). Another image I enjoy 

is to 'lhink of toes as feelers - the most forward part as these become active and gain strength, they 

begin to push away from ground or floor" (Clark, personal papers, February 3, 1972). From an 

aeronautical expression 'may your lift always exceed your drag,' she writes, "for a plane's 

successful flight, the lift or force opposed to gravity must obviously be greater than the drag" 

(Clark, personal papers, June, 9, 1972). 
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Inspiration for Clark's imagery also came from ordinary, functional household objects. For 

example, "disks are like risers between stair treads" or ''we are built in levels or layers like brick or 

concrete. But we are alive, active" (Clark, personal papers, June 20, 1972). By devising simple 

pedestrian movements to accompany visualization, Clark increased opportunities for her students 

to observe their everyday environment and to engage their imaginations during daily activities; very 

much as she had done as a child in helping out with the household chores. 

Images were also drawn from nature. Clark compared muscle and bone to patterns from 

both the inanimate (trees, branches, roots) and the animate (insects, fish, reptile, animals). For 

example, "down into roots/up into sunlight is the law of vegetation. That is the pattern for breath, 

for circulation, for communication, and for movement." For Clark, movement was like "a 

wellspring, it moves through you, it moves out of you, into you and so on" (personal papers, 

September 7, 1968). 

Throughout Clark's personal papers I found words written in what appeared to be stream 

of consciousness (Clark, personal papers). In their simplicity and, as images, they resemble 

Haiku.38 

38 

moss 
limb of a tree 

dry pine needles in woods 

sunlight 
the play on maiden hair and banks of violets 

the blues in the sky 
the moon and its course through the clouds 

I have taken aesthetic license in arranging these words in this fashion. In Clark's diaries the words were 

written as incomplete sentences. 



my idea of perfection 
to sleep under the sky 

so that I could watch the movement in it 

Clark's passion for nature and her visual orientation toward her environment are so sublimely 

captured in these few words that for me to comment on the imagery seems a sacrilege. 

All That is Natural in Movement 
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Clark's focus upon the natural way in all things, found through the use of the body, is the 

foundation for her ideokinetic approach to movement education. Her holistic study of natural 

movement is concerned "as much with how the athlete walks from the fieldhouse to the athletic 

field as his actual performance in his sport" (Clark, personal papers). According to Clark, natural 

. movement should occur "like ripe fruit falling off a tree. You don't reach for movement. I'm 

explaining the obvious. I am describing movement and not giving information per se" (Clark, 

personal papers). In describing natural movement, Clark instructs the dancer. 

The movement in nature - watching a leaf move in the wind, watching how it was centered 
on the tree with its stem and how it could rotate around its axis if the wind blew it a certain 
way. Seeing how pedals opened from day to day on a flower. That to her was all natural 
movement. Opened out from the center. We were always looking at the centering of 
things and how movement emerged from the center in every process of nature. (Emmons, 
telephone interview, April 19, 1998) 

When, as a dancer, I replicate movement without attending to sensory awareness or 

kinesthetic perception, I am, in effect, disengaged from myself. Denying the mind-body 

connection, I move only from the objective body. I become the objective performance of a given 

movement rather than an engaged soma in the process of movement. Movement as a natural event 

within and through out the body can be understood as soma; as the play among elements of 

awareness, biological function, and environment. It is the mind-body in synergy with the universal 
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order or, in the words of the Wu Li Master, the organic patterns of life (Zukav, 1979, p. 32). That 

Clark understood the interconnection is evident when she wrote, "weight is a flowing current, this 

current flows (travels) through bones. Center of bone contacts center of bone. Weight at rest makes 

soft contacts. Muscle contractions can destroy consciousness of bone contacts" (Clark, personal 

papers). 

Moving between the Conscious and Subconscious 

Believing nature has given us free movement, Clark relinquishes command of the body 

through the conscious will by placing bodily movement under subconscious control. As our minds 

develop, however, we begin to incorporate conscious control to refine our movement. Although 

conscious control is not always focused on ease and efficiency in posture and movement, Clark 

maintained that "if there is desire and conditions are right for correct absorption and intake, the 

body can proceed as in the beginning, step by step, consciously and unconsciously" (Clark, 

personal papers). 

When movement re-education, focuses attention on the action of a single muscle, isolation 

of a part from the whole may result. The body, in essence, becomes "a body thought about rather 

than thinking" (Clark, personal papers). Clark notes, however, that awareness of action in one 

joint can trigger awareness in other joints through subconscious reaction. 

The unconscious mind is like the earth's soil shaken from the roots of a dead plant. Only 
in this instance the plant is living. It is dormant but can burst into bloom spontaneously as 
soon as the conscious has [been] freed from inhibitions imposed upon it. (Clark, personal 
papers) 

Because body movement can be affected by conscious suggestion, she avoids overly direct, 

controlling cues. Conscious activity is limited to controlled suggestions through visualization. It is 
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the intertwining of the conscious and subconscious learning processes that enables one to center the 

bones through natural movement. 

The body design would indicate that nature intended body movement to be a joy; that 
breath and all movement should be enjoyable. One reason for this could be because body 
centers are involved. The main nerve pathways for movement are strung along the spine, 
such as the spinal cord and the lower brain. The spine is a long center or axis for the main 
part of our body and it makes a wonderful playground for qur breath and our muscles and 
our nervous system to run up and down. In dancing and singing we have the best chance 
to express our joy and those who haven't found that joy can be restored by an increase of 
action going through this breath and movement highway. (Clark, personal papers) 

By emphasizing the use of the breath, Clark ties together modern dance aesthetics with somatic 

practice. 

Breath Support as a Natural Rhythm 

Just as movement is a product of natural rhythms under the control of the subconscious, 

· Clark views breath rhythm as an inherited intelligence similar to our ability to roll, crawl, and 

creep our way to verticality in accordance with our neuro-muscular-skeletal structure. When 

movement is unencumbered, breathing naturally correlates with the movement. 

Breath is a mover of the diaphragm. The most important idea about that is perhaps that 
we need to allow it to work in rhythm with all other movement. This is a very big order 
and takes time to accomplish. Breath is better coaxed than driven. Perhaps it is a medium 
between the conscious and the unconscious. It takes us over as we enter life and releases 
us as we leave. (Clark, personal papers, 1972) 

Although breath is the basis for all movement, Clark observed that full inspiration and expiration is 

often effected by poor postural habits. Slumping while sitting, for example, diminishes the 

expansive capability of the diaphragm. Holding the breath often reveals emotional or 

environmental stress, since breath rhythm reflects our physical and psychic relationship to the 

environment. 
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Awareness of breath rhythms is a key issue in Clark's theory as it is a cornerstone of 

modem dance technique. As a dancer, I know that movement should be coordinated with breath 

rhythm. When I successfully merge the two, I experience an ease and harmony in my movement. 

When I allow performance anxiety to gain control, such coordination becomes difficuh. Clark's 

advice, in that instance would be, "breathe as you go - don't worry if' (Clark, personal papers, 

December 5, 1968). Sometimes this is easier said than done. When breath is hindered so too is 
' 

balance and movement. Clark affirms that "when these two become separated the joy disappears" 

(personal papers, 1964). 

Education vs. Therapy 

Among the scraps of paper and articles that Clark saved I found this quote from Charles 

Kingsley. Speaking about scientific research, he counsels, "Sit down before the facts as a little 

child; be prepared to give up every preconceived notion, be willing to follow whatever way nature 

will lead you [my emphasis], or you will know nothing" (date unknown). By "wheeling in, sailing 

in with the gulls," Clark continually affirms the priority of experientially-gained knowledge as a 

means to an appreciation of the human body as "a work of art, science, and love in its broadest 

sense" (Clark, personal papers, 1964). 

If we attend to our inheritance, we can exist in a state of centeredness and harmony with 

nature. But this requires a willingness to discipline the body and patience "to wait for the mind to 

act" (Clark, personal papers). Acceding to Clark's process means adapting to a slower rhythm of 

movement in order to release habitual holding patterns. If avidly practiced, the results are the 

development of new neuromuscular patterns over time. "Education of the body [ and] making use 
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of what one has is the only way for teachers and students to grow [and] develop themselves" 

(Clark, personal papers, September, 1972). When you make the decision to become physically 

educated, the decision alone "frees your mind" and, enables you ''to deal with the matter at hand" 

(Clark, January, 4, 1964). 

Again, I see Clark's childhood lessons returning to inform ~er work. One gets there 

through patience, perseverance, decisiveness, and a willingness to engage in the continual process 

of becoming educated. In one of her many diaries, Clark had written down the following passage 

as if in response to Todd's therapeutic focus of the work. 

I am in education and my conversation during my lessons with Miss Todd was of 
education not therapy. That is why she said she thought I had been her favorite teacher. 
She recognized or felt my good was education through her ideas. Therapy stems from 
education - not education from therapy. (Clark, personal papers, March 21, 1972) 

· In this recollection, I sense both the convergence and divergence of Todd and Clark's approach to 

the ideokinetic work. Todd basically saw the work as corrective therapy. While the end result of 

Todd and Clark's ideokinetic work may have been the correction of a 'undesirable condition', it 

was Clark's ability to synthesize Todd's ideas into clearly articulated, simplified, and playful 

lessons that made the work easily understandable at a most fundamental level. Thus, therapeutic 

benefit was the result of an educational process. 

For Clark, the work's significance lay in educating to the principle undergirding the 

corrective measure. 

Correctives do not teach principles. Corrective therapy tends to alter segments or parts of 
the body for better alignment without reviewing and checking the person's neuromuscular 
responses in terms of axial movement, cross tensions on the spine, pelvic integration and 
lowered neuromuscular tension. (Clark, personal papers) 
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Therapy fostered a state of dependency in people and Clark was very much against that. Her 

educational goal was to educate the public away from dependence on therapy by teaching them to 

educate their minds about their bodies. This is the essence of Clark's concept of self-instruction. 

The public must be educated away from [ a state of] depend,ency to a state of independence. 
First must [they must] desire it. We're educated toward it - now must get out of it. [It's] as 
hard to get people out of therapy as get them into it. (Clark, personal papers) 

The concept of self-instruction is central to somatic work in general and to Clark's work in 

particular. Perhaps her own self-education underlies the high value she places on educating the 

mind to educate the body. Among Clark's papers I found two citations that captured my attention. 

Both address the nature of the mind. The first is a poem written by James Allen. It reads, 

mind is the master power that moulds and makes, 
and man is mind, and everware he takes 
the tool of thought, and shaping what he will, 
brings forth a thousand joys, a thousand ills, 
he thinks in secret, and it comes to pass, 
environment is but his looking glass. ( date and source unknown) 

This poem is particularly intriguing because of its Cartesian focus. I found no evidence of a belief 

in mind/body duality in Clark's papers. To the contrary. Clark's primary ideokinetic principles 

are grounded in kinesthetic and sensory awareness ... most decidedly a mind-body stance. 

Perhaps it was the suggestion that reality is the reflection of our making through conscious effort 

and persistence of will that resonated with her. The non-too-subtle message is of taking personal 

responsibility for one's life; no doubt another lesson carried from childhood. 
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Education as Life Process 

Central to Clark's personal philosophy is the idea of education as a life process. The 

collection of articles she kept on various subjects stands as a testimony to her belief. For example, 

among her papers was a handwritten copy of a poem by Marion Kinneman entitled Beatitudes for 

Parents in which one line reads - "precious unto each is the rhythm ofhis own growth." Other 

articles included Teach Your Mind to Think (Ray Hyman and Barry Anderson), Wondrous Reach 

of Imagination (Jacob Bronowski), and The Power of Positive Thought (Norman Vincent Peale). 

It is not difficult to imagine how Clark might have found these articles supportive of her ideas on 

natural rhythms, movement, and being in the world. Take for instance the following quotation 

from "Guide to Confident Living," 

We should learn that the really effective way to make a useful tool is to cast it in simple 
thought forms and work out its techniques in very lucid and simple procedures. It should 
be made graphic, even picturesque, and a new slant given to light it out of the dull and 
lifeless formality which often renders it impotent. (date and source unknown) 

These ideas resonate throughout Clark's manuals, drawings, and imagery. 

Another side of Clark is revealed in her response to the quotation 'lhe image of the body is 

a part of our concept of our self' (Dr. Joseph Tobin, date unknown). Clark wrote, "Pelvic area 

blocked out. Thought = fonn/manipulation." I can envision Clark mulling over how a neurological 

weakness affected the muscular action in her pelvis and legs - the foundation for weight bearing 

and weight transporting through the central axis . How her limited range of motion and 

coordination compromised her self-confidence and, yet, inspired her quest to understand the human 

body (its form) and its connection to the power of thought. How her own explorations and 

experimentations, first with Todd and then with her own students, led to consolidation of her 

ideokinetic principles as education versus therapy. 
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To say that Clark was a conscientious observer and recorder of her thoughts and feelings 

about herself and her work is an understatement. For Clark, writing was "drawing in words" as 

drawing was "writing in pictures." Her acknowledgment of the power language has to stimulate 

both mind and body is clearly visible when she writes, 

My written words [should have] a sufficiently sensory appr~ach to the subject so that it 
will produce some pattern of kinesthetic awareness in the body of the reader. One absorbs 
knowledge with the entire body as well as the use of the mind alone .... [The words] should 
move from one to the next briefly. As a person gets the action he will understand more and 
need less explanation. A person should be able to find himself in what is written or drawn. 
(Clark personal papers) 

To that end Clark tried to make her statements short, dynamic, and easy to follow. 

Teaching the Work: A Personal Pedagogy 

"The ideal teaching I carry in mind for myself is the gradual opening of a door, letting in 

the light for the child's own vision of his individual development" (Clark, cited in Matt, 1993, 

p. 32). Ideas, like movement, need to ripen. "At first [they] are stiff and hard but as they ripen 

they mellow and more easily open up into layers or levels of use" (Clark, personal papers). When 

working with new ideas have patience and allow them to open in accordance to natural process. 

your mind gathers data it readily passes from the conscious to the subconscious. If you 
have the patience to work with it, this knowledge will gradually help you change you 
habits of daily living. One wave of the magic wand will not do it. However, if you 
continue to wave the wand somewhat as a cat does its tail, very casually and rhythmically, 
a lot will happen. (Clark, cited in Matt, 1993, p. 165) 

Clark asserts that in all things natural, the simple must precede the complex, the factual before the 

abstract, and action before statements. The instructions she provides in how to proceed with her 

lessons follow in a similar vein. 
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These lessons have been planned in an orderly way so you may gain the benefit from them 
as easily and quickly as possible. Be satisfied to study the first lesson before proceeding to 
the next. Take the lessons in order, in the same way you climb the steps on the stairway, to 
be assured of better body alignment upon reaching the end. (Clark, cited in Matt, 1993, 
p. 165) 

In teaching her work Clark suggests that action and feeling should be described with ''a continuous 

rhythmical flow." The idea was not to "teach specific relaxations of specific muscle contraction" 

but to "teach coordinated movement" (Clark, personal papers). The art of teaching to the 

principles of natural movement is to eliminate the nonessential and, above all, to "start the action at 

once -- don't make statements, start the action" (Clark, personal papers, October 22, 1972). 

As indicated earlier, Clark's work was "much more than a movement technique; it was a 

philosophy for living" (Matt, 1993, p. 11). I discovered, after viewing Clark's personal papers, a 

woman who spent a sizeable portion of her life seeking answers to questions about human 

existence and who cared deeply about the quality of that existence. In her words, "life is woven 

into us and we are woven into living" (Clark, personal papers). Reflecting the dance of the Wu Li 

Master, these words speak to the gestah of awareness, biological function, and nature. 

For me, Clark's work is like a Zen koan. In Zen Buddhism, a koan (Kung-an) is a 

question or theme given to the student for solution. According to D. T. Suzuki (1949), it serves to 

test the genuineness of enlightenment a student claims to have attained (p. 333). Although Clark 

would not consider herself a master nor deem to test a student's enlightenment, she left things open 

for people to figure out for themselves. The pathway to soma is through sensory awareness and 

kinesthetic truth. Nowhere in her work does she lay out an exact procedure nor the answers for the 

taking. The answers lie in the process and the willingness to wait until they arrive in their own 

time. 
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I have no question that Clark's ideokinetic approach is similar to that of other practitioners 

of this somatic system. Her educative process is firmly grounded in the significance of anatomical 

knowledge and the primacy of the image as facilitator in muscular re-patterning within a relaxed, 

playful environment. For me, Clark takes a defining tum with the integration of her skeletal and 

muscular imagery and active movement exploration. By incorporatiµg improvisational playtime, 

she gave her students free rein to explore the principles through their own creative movement. 

There is a difference between the way the mind accepts an idea knowing something as a 
theory and as an action. One is rigid, the other elastic and supple. The mind can change the 
body ifit can take in the difference between the two. (Clark, personal papers) 

What I see in Clark's work is the completion of a circle begun as a child. Out of her own 

lengthy body study, she became an advocate for awareness of the body as part of the natural world. 

By opening my doors to Clark's movement principles, I have added another dimension to my 

technical and choreographic study of modem dance. 

It is to the technical aspect of modem dance that I now wish to tum. As one of the core 

elements in my stated assumptions, and to the study itself, technique is a word common to the 

tongue of any dancer. But what is technique? In the following chapter I will explore the 

fundamental principles underlying modem dance technique from the perspective of the dance artist

educator. 



CHAPTER VI 

THE CHANGING FACE OF MODERN DANCE TECHNIQUE 

The class is the moment when you have to struggle to make the movement pass completely into and 
through the body. 

- Merce Cunningham39 

Dance technique, a term often used to indicate training in a specific style or genre of dance, 

can be viewed simply as know-how or as a life long process for achieving mastery in the art form. 

Generally equated with a specific style of dance, such as modem dance technique, jazz technique, 

or ballet technique, we seldom stop to think about the nature of technique itself. What is it really 

and what purpose does it serve? Is technique a purely physical phenomenon or does it encompass 

cognitive and spiritual elements that are often overlooked by dancers in a push to achieve audience 

pleasing, pyrotechnic abilities? 

Although occasionally viewed as a necessary evil, the dancer knows that the daily 

technique class provides an opportunity to work on the qualitative aspects of the art form. For 

many dancers, particularly beginners, technique class provides a learning environment in which 

movement vocabularies and skills are developed along with aesthetic abilities such as musicality 

and phrasing. 

The learning environment of the technique class may vary. On one end of the spectrum the 

teacher may place more emphasis on the external replication of movement. At the other end, the 

39 

From a conversation between Merce Cunningham and Jacqueline Lesschaeve, as recorded in her book 
The Dancer and The Dance, 1991, p. 64. 
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instruction may be geared more toward an internalized experience of movement. Based on my 

experience with academic modem dance, I sense the truth lies somewhere in between. 

One factor that has greatly impacted the teaching of modem dance technique since the 
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l 960's is the introduction of dance science and somatics. Incorporation of somatic practices such 

as Ideokinesis has contributed a dimensionality to modem dance technique which ideally reflects an 

imaginistic and intuitive orientation to movement exploration (Fortin, 1995, Green, 1993; Krasnow 

and Chatfield, 1996; Mangione, 1993; Solomon, 1990; Staurowsky, 1983). A somatic-based 

approach to modem dance technique de-emphasizes the replication of movement in favor of 

integrating the perceptive, cognitive, and kinesthetic aspects of the movement. Both the conscious 

and the subconscious phases of the learning process are incorporated to achieve the mind-body

nature-unity central to a holistic learning experience. 

The cognitive aspects of movement are essential as they provide the dancer with the raw 

materials with which to work. As Gertrude Shurr (1980) clearly articulates, 

Technical education which has produced a generation of excellent concert dancers has its 
basis in something far more stable than artistic intuition. Active participation in and study 
of the various techniques show a sound physiological and anatomical basis to modem 
dance technique. This basis includes sound principles of body mechanics and body 
conditioning for dance which takes logical fonn in movement patterns. (p. 15) 

However, the dancer must eventually internalize the movement in order to create the effortlessness 

and grace admired in a great performance. These aesthetic qualities are difficult to achieve when 

the cognitive aspects of movement are overemphasized (Downey, et. al., 1996; Staurowsky, 1983). 

As discussed in the chapter on somatics, it is the experience of movement that ties our awareness 

and our bodies together. Mary Wigman declared, "the dance always remains bound by the human 

body, which is, after all, the dancer's instrument." (Wigman, in Cohen, 1974, p. 150). From my 
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perspective as a dancer, I experience movement through the filter of soma (first person perceptual 

process) where experience is understood as a self-monitoring, self-moving activity. 

The technique class, as an experiential learning environment, provides the dancer the 

opportunity to discover the fundamental interconnection between feeling, knowing, and doing. 

Movement phrases, regardless of their complexity, cannot be performed if the necessary skills are 

not available on either a conscious or an subconscious level. As Alma Hawkins (1991) reminds us, 

"movement events that grow out of feelings and inner-sensing do not happen all at once nor do they 

arrive in full bloom" (p. 33). While Hawkins is referring specifically to the dance making process, 

her words also apply to dance technique. To acquire the necessary motor skills in dance requires 

some form of training. For the dance artist-educator40
, this is the purpose of technique. 

To address modem dance technique in all its modulations would be impossible within the 

scope of this chapter. In order to place modem dance technique within the context of this study, I 

chose to review the work of artist-educators whose teaching philosophies most closely resonated 

with my experience of somatics and modem dance technique in academia. In academic or studio 

settings, and as a member of a repertory company, I have encountered the techniques of Martha 

Graham, Doris Humphrey, Erik Hawkins, and Jose Limon. The extent and longevity of these 

systems speak to the enormity of their influence on the physical and aesthetic training of the 

academic modem dancer. I chose to view the work of Margaret H'Doubler and Eleanor Metheny 

for their advocacy of dance as an art form, and, hence, its value to the educational experience. As 

the theoretical issues of dance science and somatic have, to varying degrees, infiltrated the practice 

40 

I use the term artist-educator to indicate both the professional dance educator involved in company 
training and the academic dance educator whose focus is the training of student dancers. 
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of academic modem dance, I chose to review the work of Ruth Solomon and Sylvie Fortin. I found 

the ideas put forth by these two dancer-writers particularly relevant in speaking to the possible 

benefits of somatic practices on modem dance technique. 

From my review of the selected materials, I uncovered two themes which, to me, illuminate 

the purpose of dance technique: I) to develop the body through dance as a means of expressing 

individual creativity, and 2) to develop the body as an expressive instrument in the service of 

choreographic vision. This by no means indicates the development of two separate camps among 

artist-educators but, rather a primary philosophical emphasis of one compared with the other. 

Michael Canic (1986), an educator at the University of British Columbia, suggests that 

any approach to the teaching of movement skills is "dependent upon underlying philosophical 

assumptions" (p. 75). As artists and educators, our assumptions reflect our perceptions and 

representations of the world. The point of entry into dance technique is, therefore, dependent on 

our perception of technique's role in dance education. Consider the possibility of multiple 

definitions, perceptions, and realities. The focus of this chapter then is to uncover some of the 

fundamental principles underlying the construct of technique as it relates to modern dance. 

What is Technique? 

Let's begin our inquiry by defining technique more deeply. As generally used, the term 

technique primarily refers to a systematic procedure by which a task is accomplished. For 

example, the technique involved in making a Hollandaise or Bearnaise sauce from scratch. The 

first step is to understand and follow the directions implicitly. The second step is to prepare all the 

ingredients at the proper temperature, add and mix them together in a certain order with the proper 
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utensils, using motor skills which require a certain finesse. Believe it or not there are certain 

parallels between making a sauce and practicing a dance oriented technique. Recalling the 

previous discussion on the differences between a principle and a technique, Don Johnson (1986) 

defines a technique as a specific method used to communicate a specific somatic principle. In a 

dance oriented technique, for example, the student first must understand the principle underlying 

the movement, then apply the appropriate amount of force to the exact location utilizing the breath, 

bones, and muscles to accomplish the task with a certain finesse. In order to make those 

distinction, however, one must be aware of what to do and how to do it. 

Declarative and procedural knowledge enables us to make the distinction. As the name 

would imply, declarative knowledge is knowing what to do in a situation. In movement education, 

declarative knowledge should dominate the early stages of training as the student needs time to 

gather information about the characteristics of the skill prior to attempting it (Anderson, 1987; 

Boyce, 1991; Gentile, 1972). For example, an inexperienced dancer would not know that in order 

to perform an off-centered tum the weight must be shifted onto a vertical support prior to 

beginning the tum. As training progresses, the student begins to proceduralize the gained 

declarative knowledge in order to consistently perform a movement task. Procedural knowledge 

would tell her how to accomplish the task. In this instance, the dancer would most likely use an 

undercurve to shift her weight in preparation for the tum. 

A secondary definition for the term technique more closely relates to the origin of the 

word -- the manner of artistic expression-- meaning the skill or command of the principles that are 

required to expertly express the art work. I will be using this definition during my discussion on 

technique. However, in order to understand technique we must first reach an understanding of the 
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term skill. As a sensory-motor coordination, a skill is a voluntarily performed action which 

requires bodily and/or limb movement in order to achieve a specific goal. Referred to as a motor 

skill by Richard Magill (1998), this action must be learned in order to be successfully performed 

(p. 7). 

Michael Canic (1986), whose Zen-like perspective influences his views on motor skill 

acquisition, values the learning process as a direct, first-hand experience of the performance itself. 

For Canic, what is significant is not the skill itself but rather what lies beyond the perfection of 

skill. Technique, then, is a process along the path toward spiritual enlightenment. 

For one who has attained Enlightenment, the performance of a motor skill (i.e., archery) 
becomes an outward expression of the Enlightened state, the higher understanding. The 
skill goes far beyond the mere perfecting of specific responses to given sets of 
environmental conditions. The vehicle for the practice of this skill, is unimportant as long 
as the proper path (the Middle Path) is followed to the proper destination (Nirvana). 
(Canic, 1987, p. 78) 

For the dancer, the goal is to embody the principles underlying the technique through "a 

clarity of focus [and] a balance of attention and intention" (Orlock, 1997, 55). Embodiment, in 

this regard, is the development of both inner and outer perceptual awareness as manifest through 

movement. It is through active self-sensing and self-moving that the dancer, as soma, finds 

authenticity, harmony, and efficiency in movement. This is the heart of technique as a spiritual 

, quest for bodily knowing. 

Martha Graham, Erik Hawkins, and Jose Limon expressed similar points of view 

regarding the interconnection of technique, performance, and spiritual cultivation. Believing that 

the "instrument of the dance is the human body; the medium is movement," Graham saw dance 

technique as a meditation on the fulfillment of character (Graham, in Cohen, 1974, p. 135). 

Likewise, Limon encouraged his dancers to seek out the dramatic and spiritual elements of the 
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work. For Hawkins, the training of the body was analogous to a spiritual journey. In all three 

instances, the emphasis is placed on process not product (Hawkins, 1992; Horosko, 1991; Lewis, 

1984). 

In reality, however, all three dancers would most likely tell you it is the performance ofthe 

work that counts. Consider, for instance, that Graham's technique was theatrically-based. The 

technique curriculum she developed specifically prepared her dancers for the performance of her 

work. Graham adamantly states, "Form and structure cannot be taught but will emerge from what 

has to be said. But first of all, the technique must be mastered and understood to perfection" ( cited 

in Horosko, 1991, p. 12). David Wood, who danced for Graham from 1953 to 1967, recalls the 

Graham class as a tight weave of ''the technique, the performance, and the choreography" ( cited in 

Horosko, 1991, p.122). 

In a different vein, Daniel Lewis, a Limon dancer, recounts how Limon "was more 

concerned with the truth in his work and in the performance of it than the dancers' technical 

perfection" (Lewis, 1984, p. 30). Hawkins, as "more ofan artist than educator," regarded the 

"science of the body as a guideline for the evolution of art, and not as an end in itself' (Brown, 

1971, p. 7). From these examples, we can see the acquisition of dance skills as both product and 

process which ultimately serves to prepare the dancer for performance. 

Particular dance techniques, as somatic techniques, are developed through the combination 

of specific principles and methods which each student seeks to embody through study and repetitive 

practice. For example, in order to correctly perform a Humphrey movement phrase involving fall 

and recovery, a dancer must initially be familiar with the principles underlying fall and recovery. 

The same may be said for Hawkins' focus on undercurves and overcurves; or for Graham's 
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contraction and release. Embodying the principles of the physical action, then, is essential to the 

perfonnance of the choreographic work. 

The Body as Instrument 

Among the core principles of modem dance technique are the articulate spine, organic 

breathing patterns, awareness of sensation and response, and skeletal alignment providing the 

hoped for outcome of muscular ease in movement. While these principles also form the core of 

somatic practice, in dance technique they serve to train the body to become an instrument for 

creative expression. Reflections by various educators on the prime directive of training, however, 

can range from the aesthetic to the technological. (Berardi, 1991; Graham, cited in Cohen, 197 4; 

H'Doubler, 1957; Lockhart and Pease, 1973, Meyers, 1966; Nadel and Miller, 1978; Naugle, 

1998, Solomon, 1990). For example, Myron Howard Nadel and Constance Nadel Miller (1978) 

are of the opinion that the primary reason to study technique is aesthetic. Technique is a means to 

the end of perfecting 'lhe human instrument to the point where it is a willing instrument for the 

chosen artistic expression" (p. 366). Recalling the need for technique among the early modem 

dancers, Marcia Siegel ( 1979) posits "a choreographer trained other dancers in order to have 

people to produce her work .... 'Technique' came from one dancer's way of moving or 

rationaliz.ation of the movement process" (p. 20). From a dance education perspective, Aileene 

Lockhart and Esther E. Pease (1975) believe that as dancers develop technical skill 'lhey gain the 

mastery of their own physical instruments and become confident in the use of their bodies" 

(p. 2). Seen from the perspective of the 1990s, Lisa Marie Naugle (1998) views technique as "a 

technology -- a skill, a tool, a means of expression, an embodiment. Metaphorically, bodies are 
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"wired" and "connected," amplifying inner knowledge into movement that is constructed through 

various social processes" (p. 13). 

The phenomenon of the body as instrument in the service of modem dance technique, 

appears to rest on a base of bodily-based knowledge and an appreciation for and understanding of 

the connective relationship of feeling and action. Eleanor Metheny (1975) describes the correlation 

between feeling and action as the experience of moving which is grounded in the ''human ability to 

conceptualize the sensory or perceptual aspect of movement" and to "relate meanings and values" 

to these sensory perceptions (p. 2). Erick Hawkins used the tenn ''think-feel" to describe the 

combination of intellectual knowing and sensory experience. For Hawkins, having the ability to 

feel and think about a wanted action, and, then to mentally let it go enhanced the dancer's sensory 

awareness and attention to the details of the movement (Brown, 1971, p. 12). Both Metheny and 

Hawkins, in their individual expressive styles, are describing the somatic principle of soma (first

person perceptual process) as self-knowing and self-moving. 

A Somatic Approach to Dance Technique 

Hawkins' approach to modem dance technique illustrates a somatic connection between 

mind and body. Influenced by Mabel Todd's work, and his studies with Lulu Sweigard, and 

Barbara Clark, Hawkins came to accept that knowledge of anatomy and kinesiology was the path 

to integration of the mind and body. Hawkins (1992) understood that when ''the consciousness 

goes into the body's experience ... one can see the difference from the outside" (p. 124). By 

focusing on the principles of anatomy and kinesiology, the dancer learns how to avoid violating the 

nature of the body. · 

Something is wrong when the technical demands tear down the harmonious ease of the 
body. The individual movements that the dancer makes according to his native intuition, 
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when he forgets the implications of the theory, are correct. The correct theory can only be 
in accordance with nature, in this case, scientific observation of how the body works. 
(Hawkins, 1992, p.126) 

This is a grounding principle in Hawkins' normative theory of modem dance technique and is 

analogous to the somatic assumption of mind-body-nature unity. 

Believing that "intuitive knowledge of the body and how it moves can easily be lost," 

Hawkins (1992) maintained that the dancer needed to develop a conscious awareness ofthe 

scientific basis for movement. A focus on the "principle of the thing" was essential as "personal 

whims and eccentricities" did not address human physical requirements for movement. "The 

correct scientific principle is confounded very much with an aesthetic vocabulary" (p. 128). In 

Hawkins' theory, the "poetry of the art of dance" would evolve out of the scientific knowledge of 

the body (cited in Brown, 1971, p. 10). We can see the extent to which Hawkins (1992) was 

influenced by ideokinetic principles when he states, "if the dance student has a clear image of the 

general way the body works -- its bones, joints, and muscles -- those images can very much help 

maintain the correct perfection of good body-management" (p. 122). 

Martha Graham and Doris Humphrey were both committed to a technical training founded 

on a solid anatomical premise. Graham's method was based on her awareness that the physicality 

of movement was dependent on the breath and that breath was an active agent in shaping the body. 

Gertrude Shurr, who danced in Graham's company in the 1930's, recalls that Graham was after the 

feel of the skeleton and the three dimensionality of the movement. "She wanted to know how the 

body responded [to the breath]; what happened to the bones; the skeletal part of the body ... to the 

muscles, and what was the quality of movement as a result of this activity"(Shurr, in Horosko, 

1991, p. 38). 
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Humphrey, emphasizing the innate wisdom of the body, states "ifwe understand in our 

bodies the various ways that force moves and the various sequences that it moves in we know 

something about ourselves because we all as an organism follow the same laws" (cited in Stodelle, 

1975, p. 17). Humphrey's premise that movement exploration was a "physiological-psychological 

experience" oriented her toward development of a technique which reflected the natural movement 

of the human body. Like Graham, her theories of dance training centered around basic movements 

such as breathing, walking, running, leaping, standing, rising and falling. These were the elemental 

actions and forces "inherent in nature as well as in man" (cited in Stodelle, 1975, p. 17). 

What can be gleaned from these three idiosyncratic approaches to technique is a quest to 

understand the nature and experience of the human body in action as a means of finding the beauty 

in the art of dance. As Hawkins (1992) states, ''the sciences of anatomy and physiology have made 

it possible for dancers to comprehend exactly the structure and function of the human form . . . 

[and thereby] an aesthetic perception of himself and the world in which he lives" (cited in Brown, 

1971, p. 7). 

What we also find is the somatic assumptions of reality as reflection of self and soma as 

first-person and third-person perceptual process involved in the self-monitoring activity of 

experience. It is the Zen-like perspective of "learning to dance without forcing the movement to 

happen, but rather by letting the movement happen, by letting "it" dance in the dancer's body" 

(Hawkins, cited in Brown, 1971, p. 10). Of course, this state can only be reached when the dancer 

finds the patience for and the value of concentrated awareness and attention during practice of the 

basic principles of movement. 



An Integrative Creative Experience 

Underlying these various approaches to technique and performance is the creative 

movement experience. This experience, as somatic principle, is soma as first-person perceptual 

process; soma engaged in the self-monitoring activity of experience and the search of harmony 
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and balance. As the Wu Li Master declares, "the common denominator of all experience is the "I" 

that does the experiencing" (Zukav, 1979, p. 115). For the professional artist-educator, it is the 

"I" as somatic experience which fuels the creation of technique. The idiosyncratic journeys of 

Graham, Hawkins, Humphrey, and Limon, in the development of their techniques, were taken 

primarily out of a necessity to train dancers to perform their specific choreography (Hawkins, 

1992; Horosko, 1991; Lewis, 1984; Stodelle, 1978). Perhaps as the result of a naturally occurring 

swing of the pendulum, the trend now seems to be toward training the dancer to move freely 

between dance genres, secure in bodily knowledge gained through somatic-based dance technique. 

As indicated at the beginning of this chapter, somatic-based teaching has been steadily 

infiltrating academic modem dance since the 1960's. Issues addressed then continue to be topics of 

discussion in the current academic environment. At the core of the debate is the incorporation of 

dance science and somatics into dance training. While some believe the inclusion of somatic 

practice enhances the education of the whole person -- mentally, physically, and spiritually-

others are concerned that the dynamics of the technique class are negatively impacted by the slow 

pace of somatic practice. Still others argue that a generic scientific approach to the training of 

dancers improves technical skills by taking into account individual psychological and anatomical 

variations (Eddy, 1991, Downey, et. al., 1996; Fortin, 1993, 1995; Gantz, 1989; Koren, 1994; 

Myers, 1991; Orlock, 1996, Overby, 1991; Plastino, 1990; Solomon, 1990; Staurowsky, 1983). 
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Advocates for a generic approach to dance training, such as Ruth Solomon (1990) and Sylvie 

Fortin (1993), clearly articulate the value and benefit to the dancer through the internalization of 

somatic practice into dance technique. 

One of the primary assumptions made by Solomon and Fortin is that no single technical 

method can provide 'ideal' training for all body types and dance styles. Hence, they advocate an 

inclusionary educational system which is predicated on the reeducation of motor patterns and 

represents a broad spectrum of aesthetic movement. As Solomon (1990) points out, "the dance 

technique class can be used to correct common faulty movement patterns without compromising its 

primary business, the training of dancers" (p. 40). The question, then, is how can a technique 

class accomplish both corrective and aesthetic missions? 

While acknowledging that dance and somatic techniques share some commonality in terms 

of their focus on overall well-being and efficiency in movement, Sylvie Fortin (1995) suggests that 

each has its own distinct identity and purpose. These two fields of study part company, however, 

at the crossroads marked aesthetic expression through movement - an essential element in dance 

training to both the academic and professional artist-educator (p. 256). A shift in focus from a 

style-oriented technique class to one based on fundamental principles of movement does not 

necessitate the death of qualitative experimentation. I suggest that a technique class grounded in 

self-monitoring activity and experientially_gained knowledge enhances the potential for individual 

creative growth. 

Among the concerns of those advocating the benefits of somatic practice is the_ ability of ~ 

the student to transfer and apply somatic principles into the artistic and technical demands of 

modem dance technique. Ruth Solomon (1990) however, believes that dancers who are taught how 
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'to fish' 41 --to be in control of their bodies -- can move within any style of dance or choreography 

efficiently and safely. In order to excel at 'fishing,' the student must become knowledgeable of the 

principles of movement and, by mastering patience, become deeply and personally engaged in the 

learning process. Ideally, somatic practice and dance technique conjoined encourages the student 

to be responsible for learning and should emphasize process rather than product (Fortin, 1995, 

p. 258). As an experiential hub of activity, the technique class serves as the catalyst for the 

transformation from passive to active learner. The result can be the enhancement of creativity born 

of soma as self-experienced and self-moving 

Chapter Summary 

What can be concluded from this brief foray into the realm of modern dance technique? 

What must be emphasized is that no single technique can provide the 'ideal' training for all body 

types and dance styles. Much is dependent on the philosophical stance of both the artist-educator 

and the student. However, it has been argued that a technique grounded in the fundamental 

principle of training the body and the mind prepares the dancer as an instrument for artistic 

expression. How this task is accomplished can be scientifically-based, aesthetically-based, or some 

combination of the two. 

Dance technique, as a vital learning process for the dancer, is a melding of conscious and 

subconscious learning processes. Cognitive knowledge gained through visual, aural, or tactile 

senses must eventually be digested and assimilated into the automatic, intuitive level of ability. 

41 

This reference is based on the adage that if you give a man a fish he will eat for one day but if you teach 
him how to fish he will be able to feed himself. 
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Those who define technique as an aesthetically based regime for the purpose of training dancers to 

actualize their vision may feel that1 a scientific study of the body diminishes the qualitative aspects 

of the art. Just such an approach to dance technique, however, may ultimately promote efficiency 

and ease of movement which leads to a more qualitative and expressive performance. From an 

academic dance educator's perspective, technical training in all forms and structures of dance is a 

prerequisite for understanding the art form. In both cases, the principles of human movement 

imparted through technique can, in conjunction with aesthetic education, lead to enhanced 

qualitative expression. 

Having outlined my thoughts and conclusions on the fundamental principles underlying 

somatics, Clark's ideokinetic principles and modern dance technique in this chapter and the 

preceding chapters, I will now turn my attention to the formulation of an explanatory theory for the 

- integration of Clark's somatic principles and modern dance technique. 



CHAPTER VII 

SYNTHESIS: THEW A Y TIIlNGS FIT TOGETHER 

Each image conveys to the body a specific kinesthetic sensation plus a subtle, inexpressible 
quality. Together they develop correct movement patterns and, most importantly, evoke that 
special alert way of moving which belongs to a dancer. This is a quality animals have naturally, 
but one which human beings must work diligently to rediscover. 

- Joan Blackmer42 

As is the nature of philosophical inquiry, the examination of Clark's ideokinetic principles 

required reflection on my personal experience of her work. What I have found to be truthful and 

valuable about Clark's work has greatly affected my thinking, writing and, by extension, my 

pedagogy for teaching modem dance. As a choreographer, performer, and teacher, I represent 

these truths and values as part of the whole cloth of who I am and how I view the world. 

I remind the reader that as a phenomenological study the conclusions drawn here are based 

on my study, reflection upon, and interpretation of the source materials. The description, analysis, 

and/or interpretation of relationships or situations must be seen as self-reflexive and, therefore, 

accepted as contextually related. The primary intent of this self-guided journey was to discover 

and describe what I consider valuable and truthful in Clark's ideokinetic work and its impact on 

modem dance technique. 

What I wish to elucidate in this chapter is the significance Clark's somatic work has for 

modem dance technique. Thus, I will consider the five fundamental concepts which, taken as a 

whole, form my explanatory theory for integrating Clark's ideokinetic principles with the teaching 

42 From Acrobats of the gods: Dance and transformation. Toronto: Inner City Books, 1989, p. 72. 
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of modem dance technique. The concepts which inform the theory synthesis are: 1) Clark's 

principles of sensory awareness, imagination, play, and improvisation; 2) conscious and 

subconscious process, 3) heuristic learning; 4) reflective practice; and 5) modern dance technique 

as a personalized and meaningful experience. The method I chose in developing the explanatory 

theory is based on a process of concept synthesis. 

The reader will recall from Chapter II that concept synthesis is a strategy for reordering or 

developing new ideas based on observations, experiential data, analysis of literature, or 

examination of similarities and discrepancies among related concepts (Walker and Avant, 1988, 

p. 52). The principles common to somatics, Clark's ideokinetic work, and modem dance technique 

were used to support the three assumptions upon which this study is based: 1) modern dance 

technique is enhanced through the direct integration of somatic principles; 2) somatic knowledge is 

gained experientially and is, therefore, personalized and meaningful; and 3) somatic principles 

when cognitively connected with movement education enhances modem dance technique. Although 

each assumption is discussed as a single unit, in reality they are fluid and interconnected. For 

clarity of presentation the discussion of each assumption is followed by a graphic model outlining 

connections between primary concepts. 

For further clarification, in this study movement education is equated generally to dance 

education since both encompass the idea of developing skills to perform certain tasks within 

specified situations. When referring to dance education, I specifically intend modem dance 

technique. In order to refresh the reader's memory, let me review the principle concepts introduced 

in Chapters III, IV,· V, and VI on somatics, ideokinesis, Clark's work, and modem dance technique, 

respectively. Figure 2 is a graphical overview of the relationship among these fields of study. 



Somatics 

informs / 

/ informs 
Ideokinesis 

Modern Dance Technique 
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Clark's Work 

Figure 2. Overview of the relationship of somatics, ideokinesis, Clark's work, and modem dance 
technique. 

Somatics: A Synergistic Whole 

The reader will recall that the field of somatics is devoted to achieving a synergism of 

awareness, biological function, and environment. According to Thomas Hanna (1986), all soma 

have the capacity for "awareness (sensorium) of the environment and intentional action (motorium) 

in the environment" (p. 1). At the heart of somatics lies the phenomenon of the human being as 

soma. As soma, we embody thought, feeling, and action; it is first-person perceptual process as 

experienced from the inside. As Sondra Fraleigh ( 1998) suggests, "we don't have bodies, we are 

bodies" (p.16). Hanna refers to this self-monitoring activity as experience. 

Somatic experience, when outwardly focused, may become third-person perceptual process 

when the focus is directed on the self as object (i.e., gazing at one's self in the mirror while 

performing movement). In active second-person perceptual experience, others become the point of 

focus (i.e., focusing on a demonstrator in the process of imitating movement). Passive second

person perceptual experience occurs when one becomes the focus of others (i.e., becoming the 
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object of others' subjective view during the perfonnance of movement). At the core of these 

various focal experiences, however, is first-person awareness. Experience, then, may be seen as 

discernment of an object, thought or emotion through the senses, or active participation in an 

activity which leads to an accumulation of knowledge or skill (Dewey, 1938, p. 25). Experience, 

seen from the perspective of Clark's advocacy for sensory awareness, relies on the power of the 

feh experience to underscore cognitive process. As an educative activity, for Clark, Dewey, and 

Hanna, experience is self-generated, self-owned, and individuated. 

The primary goal of engaging in somatic experience is the development of both inner and 

outer perceptual awareness. It is through active self-sensing and self-moving that as soma we find 

authenticity, efficiency, and harmony in movement. This active engagement with the self is 

embedded in Clark's image of the open door. "You can start anywhere provided you don't stop 

there and stay there. Open doors mean you are always entering. Ideas can either enter and leave to 

make room for better" (Clark, personal papers). By keeping our doors open to sensation and 

turning our thoughts into action, we demonstrate what Kleinman (1986) refers to as the "unity of 

knowing and doing" (p. 9). Thus, through intentional manipulation of the environment, we become 

creators of our personal realities. 

According to Deepak Chopra (1990), we are active creators of reality when "we 

metabolize every detail of experience and transform it into our bodies .... in an ongoing, continual 

process (cited in Greene, 1997, p. 54). Somatic reality, then, is the convergence of awareness, 

biological function, and intention with our created environment. Individual reality is determined by 

how we attend to and experience our selves within our environment through a unified relationship 

of mind, body, and nature. 



145 

A somatic, holistic perception of being recognizes mind and matter as inseparable to the 

point where "the mind is in every cell" (Johnson, 1983, p. 167). Throughout Clark's writings she 

affirms the fundamental somatic principle that human beings cannot be separated into isolated 

units but instead must be understood in their existential entirety. By becoming conscious of an 

isolated muscle action we, in essence, become "a body thought about rather than a thinking body" 

(Clark, personal papers). Clark's stance infers a gestah of the spiritual, intellectual, emotional, 

and physical. No delineation can be drawn between what is known through the senses and what is 

known by the mind. 

As somatic principles are grounded in bodily-based, experiential knowledge, the value of 

somatic practice for the modem dancer, then, lies in the student's ability to assimilate and apply 

those principles. Participation in a heuristic learning process enhances the student's ability to 

become her own source of somatic knowledge. Clark suggests, 

In realigning the body the individual needs to be willing to start disciplining his body. This 
means recalling an image and giving it thought. It means facing the difficulty as it is and 
slowly changing it, a little at a time. (Clark, personal papers) 

The discipline, patience, perseverence, and ability to visualize required of this process are valuable 

skills to have as a dancer. 

My questions is, how might this knowledge and these skills be meaningfully integrated into 

the teaching and learning of modem dance technique? A review of the primary principles 

underlying modem dance technique might prove helpful. 
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Modem Dance Technique 

''The purpose," writes Myron Nadel and Constance Miller (1966), "of studying technique 

in dance is to perfect the human instrument to the point where it is a willing instrument for the 

chosen artistic expression" (p. 366). Many dance educators agree that the technique class provides 

the opportunity to develop strength, flexibility, balance, and control of the body through 

performance of a wide range of movement skills (Berardi, 1991; Brown, 1971; Downey, Neil, 

Rapagna, (1996); Fortin, 1995; Hawkins, 1992; H'Doubler, 1957; Krasnow and Chatfield, 1996; 

LaPointe-Crump and Staley, 1992; LaPointe-Crump,1985; Lockhart and Pease, 1973; Minton, 

1996; Plastino, 1990; Solomon, 1990, 1993; Staurowsky, 1983; Stodelle,1978). Technique, 

however, is only a means to an end and not the end itself. Ruth Solomon (1990), seeing both the 

means and the end, proposes that the purpose of technique class is ''to attend to the student's 

neuromuscular re-education and keep them out of harms way while maintaining the artistic 

integrity of the dance training" (p. 38). 

Traditionally, it is in the technique class where the dancer trains her body as an expressive 

tool to serve a choreographer's vision (Duncan,1928; Hawkins, 1992; Horosko, 1991, Lewis, 

1984; Mcfee, 1994; Meyer, cited in Nadel and Miller, 1978; Steinman, 1986; Stodelle, 1978). 

Martha Graham, for instance, saw the need ''to develop of method of training her dancers to 

achieve her special vision" (Horosko, 1991, p. 33). Gertrude Shurr recalls that originally 

Graham's "explanation and emphasis for [her technical movement patterns], was focused primarily 

on the quality of the movement she wanted" (cited in Horosko, 1991, p. 38). 

As discussed earlier in Chapter VI, the four selected modem dance artists confirmed 

Margaret H'Doubler's conviction that fundamental knowledge of the body is essential to the 
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training of the dancer. Jose Limon, for instance, required his dancers to think about movement in 

terms of physical and kinetic principles of core alignment, weight, fall, recovery, rebound, and 

suspension (Lewis, 1984). As artistic expressiveness was the raison d'etre underscoring the 

pedagogy of these four artists, mastery of technical skills was developed in conjunction with 

aesthetic awareness. As modem dancer, Helen McGeehee, states, "a technique for dancing should 

not solely be concerned with developing bodily skills. But dancing should be a source of 

commanding a deep, inner energy. The dancer has a responsibility to be vivid" ( cited in Horosko, 

1991, p. 83). To that end, dance training should be organic, accumulative, and aesthetically based. 

Martha Graham and Doris Humphrey both affirmed that by focusing on the breathing 

process, the dancer would become aware of a movement's quality as it was manifest through 

anatomical changes within the body (cited in Horosko,1991, p. 37). Erick Hawkins (1992) viewed 

dance training as an opportunity to know the anatomical body as a means of moving freely in that 

"clear space" -- the spiritual, artistic expression of the soul. "Only when you obey nature, will 

nature obey you" (p. 139). By noting that "something is wrong when the technical demands tear 

down the harmonious ease of the body," Hawkins spoke to a synthesis of bodily-based knowledge 

and modem dance technique (p. 126). 

It is not difficult to connect Hawkins' philosophy for technical learning and performance to 

his study with Clark. Believing that nature intended body movement to be joyful, Clark espouses 

the idea that natural movement results from an understanding of the body's design. Referring to 

the centering of the bones as the pathway to natural movement, Clark asserts, 

The body design would indicate that nature intended body movement to be a joy; that 
breath and all movement should be enjoyable. One reason for this could be because body 
centers are involved. In dancing and singing we have the best chance to express our joy by 



an increase of action going through breath and [the spine as the] movement highway. 
(Clark, personal papers) 
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That an essential base of anatomical knowledge is imperative for movement reeducation is reflected 

in the idea of generic dance technique. Sylvie Fortin (1993) clearly articulates this position. "It is 

evident that there is a need for a system that will educate, or if necessary, re-educate, the dance 

student in terms of the underlying motor patterns and connections th.at pertain to all movement" (p. 

254). ''To know how 'to fish' in dancer terms means to be sufficiently in control of the body to be 

able to use it efficiently and safely in any dance style and choreography" (Solomon, 1990, p. 38). 

My experiential study of Clark's work for the past nine years has shown me how valuable 

internalizing somatic principles can be for the modern dancer and for the teaching of modern dance 

technique. These realizations have led me to posit the following theoretical assumptions. I will 

now examine each of them. 

The Theoretical Assumptions 

Assumption #I: Modern dance technique is enhanced through the direct integration of somatic 

principles. 

When viewed from a somological perspective, one is compelled to believe that owning, 

existing in, and experiencing a body is a simultaneous activity. In other words, the body is an 

integrated construction of first, second, and third-person perceptual experience -- the body as 

object and the body as lived experience. Where this somological perspective and modern dance 

technique converge is in the significance of both inner and outer perceptual awareness. If the basic 

premise of somatic education is that personal knowledge (awareness) is gained through intentional 



action and a non-dualistic view of mind-body education, then somatic principles must have a 

significant impact on the learning of modem dance technique. 
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As a dancer, I seek authenticity, harmony, and efficiency in movement through active self

sensing and self-moving. To that end, technique, as a process of acquiring skill in or command of 

movement, assists me in finding balance between dancer as soma and dancer as expressive 

instrument of the art work. As a synthesis of somatics, movement, and aesthetic education, 

technique is the focal point for integrating self-knowledge (awareness), sensing, and acting 

(intention). 

For many years, somatic-based knowledge has underscored the training of professional and 

academic modem dancers alike. Margaret H'Doubler's work at the University of Wisconsin is a 

prime example of dance training in higher education which remains to this day vibrant and 

relevant. Grounding her pedagogy in structural knowledge of the body and its intrinsic awareness 

of movement, H'Doubler instilled in her students an understanding and appreciation for the 

relationship between feeling and action. H'Doubler (1957) theorized that vital, expressive, and 

dynamic movement resulted from coordination of the intellectual, emotional, and spiritual elements 

of the dancer (p. 59). Clark's approach to movement education reflects H'Doubler's mind-body 

perspective. The purpose of movement education, according to Clark (1964), was to develop the 

kinesthetic sense by enhancing the "awareness of muscle thought and action that needs to take 

place along [the spinal axis]." Knowing that the body can be held at the mercy of the emotions, 

Clark affirmed that dancing and singing gave us the best chance to express joy and, for those who 

have not found that joy, it could be restored through reeducation (Clark, personal papers). 



150 

Employing Clark's approach to movement education, however, requires a willingness to 

discipline the body and the patience to withstand and take pleasure in a slow pace of change. It 

requires the ability to focus on internal movement principles that are often delicate and subtle. 

Consequently, time is required to achieve embodiment. It might be said, without condescension, 

that Clark's educational process requires a thinking dancer. Joanne Emmons states, 

If the dancer gets [her] kicks from sweating a lot and doing a lot of hard, very athletic 
movement, no. But a dancer whose dance has a lot to do with her inner landscape, you 
know, how they feel then, yes. [This] person would not be interested in what they look like 
in the mirror or how they can tear across the stage. [This would be] somebody who thinks 
that dance is a meaningful experience. (Telephone interview, April, 19, 1998) 

H'Doubler might concur, believing as she did that a dancer should discover the dance "in 

their own body structures rather than in the body of a model external to themselves" (Moore, 197 5, 

p. 12). Through this process of self-discovery, the student develops a profound, self-devised 

knowledge of movement. Therefore, natural human movements should form the basic vocabulary 

of movement education. This heuristic perspective is embedded in Clark's work and, as such, her 

stance has profound implications for the pedagogy of modem dance technique. Clark's approach 

was to present an idea and allow the student to open her mind to it; to play with it and expand upon 

it through her own movement choices. Both H'Doubler's and Clark's pedagogical approach relies 

on self-motivation and self-responsibility for learning; two interdependent principles for gaining 

somatic knowledge. According to Pamela Matt, 

Barbara was just enchanted by that and I think that she had the sense, at least I always felt 
that she did, that once someone became involved in that process that they didn't need a 
teacher. That their own observational activity and their own exploration would teach them 
everything they needed to know. (Telephone interview, March 26, 1998) 
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As H'Doubler and Clark suggest, the primary goal of movement education should be to encourage 

the student to become the source of her own knowledge as an active participant in the process of 

self-discovery. 

Similarly, the influence of somatic education on modem dance technique should be in the 

development and refinement of internal sensitivity. The education of soma as first-person 

perceptual process serves to anchor physical and aesthetic exploration. As Kleinman (1986) 

suggests, somatic education offers a more holistic approach through kinesthetic phenomenology or 

''that [which] incorporates experience, wholeness, cultivation, practice, and achievement" 

(p. 7). From Clark's perspective the sense of wholeness is achieved when freedom of movement is 

attained; when action in each muscle, bone, and joint is understood in terms of how the one affects 

the whole (Clark, personal papers). 

If we consider movement from a motor learning perspective, somatic education orients then 

influences the manner in which training is developed. By focusing all bodily senses on training to 

perform a certain task, understanding and control of our experiences are grounded in the practical. 

This orientation requires awareness, attention, and focus toward specific cues. The interplay 

among sensing, perceiving, and doing underscores the role somatic education can play in learning 

modem dance technique. Emmons recalls that Clark's primary focus was on sensory awareness as 

the fundamental basis for understanding movement. 

She was open to any and all suggestions of how to improve your understanding of what 
movement was about and your sensory awareness. She felt everything was sensory 
awareness. She used that word a lot. She much preferred that over the word posture. If 
you were sensorially alive you didn't have to worry about your posture because you were 
always in a centering process and that took care of your posture. You're constantly 
adjusting your body even to the movements of the earth. (Telephone interview, April 19, 

1998) 
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My experiences as a teacher and performer strengthen my understanding that when 

technique is grounded in somatic principles, freedom of movement and expression are enhanced. 

Teaching specific modem dance technical forms commonly requires imitation and repetition. The 

dancer imitates the master and, through repetitive practice, the movement is ingrained in the dancer 

as a movement language. But teaching to principle unleashes personal creativity and integrity in 

the modem dancer by stimulating curiosity about his impulses and the unique ways he may be able 

to organize his internal and external worlds. Education based on principle encourages the student 

to become aware of sensation, action, reaction, and body alignment through organic breathing 

patterns and the centering of muscles, bones and joints. More basic, however, is recognition of the 

powerful combination of imagery, intellect, intuition, and intentional action in effecting change and 

reinforcing intrinsic patterning. 

The interrelationship between awareness and intentional action is the centerpiece for a 

somatic-based modem dance education. Strategies for reeducating toward more harmonious and 

efficient movement patterns may also enhance a dancer's awareness of detrimental personal neuro

muscular-skeletal habits. The yield is freedom of movement and, by extension, enhanced artistic 

potential. 

While the value of various somatic practices are not disputed among dance educators, the 

question remains to what degree can somatics principles and modem dance education be truly 

integrated? Indeed, in terms of disseminating technical information, somatic fundamentals have 

influenced the form and structure of technique classes, informed procedures for increasing strength 

and flexibility, and established correctives for alignment (Batson, 1996; Berardi, 1991; Brown, 

1972; Dowd, 1996; Fortin, 1995; Franklin, 1996; H'Doubler, 1957; Matt, 1991; Nagrin, 1988; 
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Orlock, 1997; Plastino, 1990; Rolland, 1996; Solomon, 1990, 1993; Watkins and Clarkson,1990). 

My quest, however, is to discover how somatic principles, particularly Clark's, enhance the 

dancer's ability to acquire technical skill and personal aesthetic voice. 

When Sylvie Fortin (1995) asserts that somatics and dance training essentially serve two 

very different purposes, she speaks from a dualistic perspective. She posits that the first focuses 

primarily on the well-being of the individual while the second encourages efficient and expressive 

performance in a variety of styles of dance (p. 256). The goal of an integrated somatic and modem 

dance education should be the holistic development of the dancer. The internal sensitivity needed 

in physical training and aesthetic cultivation may be enhanced when somatic understanding and 

modem dance technique are viewed as one. I suggest that such a synthesis is accomplished 

through the incorporation of Clark's ideokinetic principles into modem dance training. My 

position emanates from a somological view of the body. Let's move now to my second assumption 

-- somatic knowledge is both personal and meaningful. 



Somological View of the Body ______ _ 

l relies on 

I Conscious/Subconscious Process 

utilizes + 

Sensory Awareness/Kinesthetic Aware~ess 

♦ informs 

Dance Technique Grounded in Somatic Principles 

' Mind-Body-Nature ' Human Being as Soma informs 

Strategies for Teaching Dance Technique 

leads to lo<>rlC' t,-,. I 
,___ __ ~..._~ Technique as Reflective Practice :::..,:_j 

154 

Figure 3. Assumption One: Dance technique is enhanced through direct integration with somatic 
principles. 

·Assumption #2: Somatic knowledge is gained experientially and is, therefore, personalized and 

meaningful. 

One of the primary assumptions of somatics is that the human being is a fluid, ongoing 

process of intention: thoughts, actions, feelings, ideas, and desires. Let's return momentarily to the 

concept of soma as first-person perceptual process. Awareness of korper (physical body) existing 

as an aspect of Leb. (living body) is consciousness of the embodied self; the experience of the body 
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as the center of personal existence. As Sondra Fraleigh (1998) states, 'lhrough first-person 

perception of changes which occur within, I sense the "alive body" (p. 15). First-person perception 

implies the unity of self and body as experientially known. Seen as phenomenon, mind-body is 

soma; it is the self as experientially known as opposed to objectively known. 

Knowledge which is gained through first-person perceptual processes -- the self-sensing, 

self-moving activity of experience - must by inference result in the embodiment of that knowledge. 

By its very definition, embodiment is personalized experience. In somatic practice, as in modern 

dance technique, the embodiment of principles requires intense focus and intention for the dancer to 

reach the primary goal of awakening both inner and outer perceptual awareness. Joan Blackmer 

(1989) views this awakening as the "dawning ofthe inner sensation when consciousness turns its 

attention to physical experiences within the body" (p. 48). It is through active awareness of soma 

that the dancer can find authenticity, harmony, and efficiency in his movement (Blackmer, 1989; 

Clark, personal papers; Fraleigh, 1998; Whitehouse, 1958). The embodiment of somatic principles, 

then, is a synchrony of conscious and subconscious processes. 

Conscious and Subconscious Process 

Awareness implies knowledge gained through one's own perceptions. Knowledge, in this 

instance, is defined as an understanding gained experientially through the senses. Thus perception 

affirms and validates the unique soma. As an experiential, authenticating process, first-person 

perception refers to reality as it is created from my thoughts and sensation. As a unified 

relationship, the mind-body becomes an active agent. The combining of intellectual knowing with 

sensory experience is the think-feel of which Hawkins speaks (1992, p. 125). 
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Believing that movement education should not be pushed or forced, Clark sensed that 

information gathered by your mind would pass readily from the conscious to the subconscious 

when you were ready to receive it. All we need do is to free the conscious mind of "inhibitions 

imposed upon it." In so doing, the subconscious mind, according to Clark, would burst forth 

spontaneously to "shake [us] free of preconceived ideas" (Clark, personal papers). Acquisition of 

new movement skills, therefore, must be approached with a sense of relaxation and not with a sense 

of struggle. With conscious application of the idea through practice, the movement skill will come 

more easily. "Just think of the image as you practice the action and your subconscious mind will 

catch on" (Clark, cited in Matt, 1993, p. 165). In her practice, Clark demonstrated that if you 

allow yourself, you can relearn as a child learns, through observing and by letting your imagination 

run free. For Clark, curiosity triggers the learning process. "Your simple curiosity about the 

secrets of body balance can awaken impulses within you which can playfully transform the body 

and its movement" (Clark, personal papers). 

Heuristic Leaming is Personalized and Meaningful 

Believing that all necessary movement knowledge was inherited, Clark sought to stimulate 

her students' curiosity about the natural action of muscle, bone, and fascia within a balanced and 

coordinated structure. Emmons recalls a lesson Clark gave her on the planes of the pelvis. 

[It] made me see [the pelvis] in a much different light. It wasn't just a solid round bowl, it 
moved, there were movable parts. There was the space between the side of the ilium and 
the sacrum, and the places where the iliacus fit in. The thrust back to what Todd called 
the magic arch or the keystone to the bridge, the other thrust to the pubis, and the 
symphysis of the pubis, the pectinius, and the psoas. We worked a lot on that and I began 
to really feel myself for the first time. I needed all of that anatomy. I just needed it 
because I was literally dead in places. (Telephone interview, April 19, 1998) 
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The primary goal of the lesson was to develop Emmons' awareness of the relational muscular

skeletal action among her femur, pelvis, and spinal axis. Clark, as did Erick Hawkins and Isadora 

Duncan before him, advocated experiencing movement from the inside out. Rather than limiting 

the dance experience to movement imposed from the outside, the dancer can release movement that 

"nature has placed under our subconscious control" by relying on curiosity about her body (Clark, 

personal papers). Employing a heuristic approach to modem dance training, then, requires both 

the cognitive and intuitive aspects of learning. 

What we must remain vigilant against as we develop our cognitive abilities, is the power 

that conscious control and culture may have over our bodies and our movements. Richard Heckler 

(1982), postulates that as we become "overly educated into mind knowing," we begin to place less 

trust in the "intelligence of body knowing" (p. 8). When I become self-conscious, my attention and 

intention shifts from the performance of the action toward the means by which the action is 

accomplished. As a result, my performance becomes stilted and less efficient due to a cognitive 

focus versus a mind-body focus (Fitts and Posner, 1967; Lee, Swinnen, and Serrien, 1994). 

Clark's approach to learning through natural movement, grounded in sensory awareness, enables 

us to engage ourselves completely in the 'intelligence' of bodily knowledge. 

Nancy43, a participant in my 1996 study, epitomizes this bodily awareness approach to 

dance. In her interview she attributed her increased bodily awareness when dancing to her 

application of Clark's work. 

43 

All the names of the student volunteers in the 1996 study have been changed to protect their anonymity. 

No attempt was made to reflect race or cultural origin. 
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I think for me I am discovering that its easier for me to understand the principles of 
movement in a more analytical way than just moving. I mean I can go to dance class and I 
can try to copy and see what they are doing but looking at the body and the bones and the 
muscles, it really helps me to understand it better and once I can understand it better I can 
apply it better slowly. (Personal interview, November 26, 1996) 

As a kinesthetic learner, Nancy came to self-understanding through sensing the movement in her 

body; just "being aware of my body as my body." What she came away with was a "better sense 

of different ways to move, a better understanding of the movement at a deeper level" and an 

approach to thinking about dance that was more internal than external. 

When I'm in dance class to just have that feeling and not [worry] so much if I am getting 
the combination right or [if] my kick [is] high enough or anything like that. It's different. I 
think in dance class I've thought more about [the] external. [Now] I'm definitely thinking 
more internal. (Personal interview, November 26, 1996) 

She stated that once she could "feel" the movement she was able to understand the material on a 

cognitive level. Approaching the material as "body work" enabled her to think about different 

areas of her body and "readjust" her focus. For Nancy acquiring knowledge was all about 

sensation and releasing her anxiety about the external features of a movement. 

Sensory Awareness: Opening Doors 

From Clark's perspective, "awareness is knowing - consciousness is knowing you know." 

From a sensory integration view, one becomes aware of one's body through the integration of the 

· senses and is, thereby, able to adapt and respond to new situations and interact effectively and 

efficiently with the environment (Ayers, 1991, p. 10). Both these positions reflect the fundamental 

somatic synergism of awareness, biological function, and environment. However, Clark believed 

that as "one absorbs knowledge with the entire body as well as the mind alone," it is specifically 

the intuitive education of the kinesthetic sense ''to which everything must be subordinated" (Clark, 

October 30, 1972). 
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Recall that for Clark, bodily movement is a learned inheritance under the direction of the 

subconscious. However, she never underestimates the role of conscious suggestion in movement 

reeducation. She stipulated that a conscious act must be limited to visualization of the suggestion 

and not objectively directed in terms of muscular response. "Do not allow the subject matter to 

eclipse the above purpose [kinesthetic awareness]. Scholarship can do much but imagination and 

viewed perception can do more" (Clark, personal papers). For Clark, rhythmically describing the 

action, flow, and feeling of a movement was the way to open the mind to the idea. 

As the "thread that runs through the whole from start to finish," kinesthetic awareness 

provides the guide to comfortable, enjoyable, and personalized movement (Clark, personal papers). 

Clark's position brings to mind Hanna's description of the "genetically ordained resting state of 

experiential inwardness" which dictates an orientation toward feeling states of calm and 

contentment. The reader will recall that as a elemental path to knowing, individual perceptions and 

experiences are reflexively evaluated in terms of comfort or discomfort. Sensory-motor patterns 

acquired through learning are, subsequently, referenced to this baseline of primal consciousness. 

In conjunction with sensory-motor learning through kinesthetic awareness is the somatic principle 

of mind-body-nature unity, whereby, knowledge is gained "by training all the bodily senses" 

(Gomez, 1988, p. 19). 

Unity of Mind-Body-Nature 

Viewed as phenomenon, mind-body infers that the embodied self extends beyond spiritual 

essence and the physical body of bones, muscles, nerves, and organs. As such, there is a unified 

relationship between mind and body where the subjective body is "seen as what one is rather than 

merely something one has" (Bandy, 1986, p. 25). Martin Leach and Jayne Stevens (1996) sum up 
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mind and body as "one functioning unit. If there is a separate self than it must operate in the world 

through this mind-body unit" (p. 117). The mind-body unit at holistically one with the world lies at 

the heart of Clark's concepts of the body. 

It is not so much what you do but what you think as you do it ... We teach in a way that 
one will sense this ... as one moves in any daily activity or sports. This is encouraged 
through the mental pictures . . . rather than conscious direction of the specific bones or 
muscles, without their relation to the body as a whole. (Clark, personal papers) 

In modem dance education, where the focus is on freeing the joints to allow for full range of action 

and fluidity of motion, the implications of Clark's perspective are clear. Pamela Matt, in her 

conversations with Clark regarding the promise of her work for dances recalls, 

The impression I always got was that those she knew who were involved with the material 
just danced so much more beautifully ... so much more fully than those who only had the 
benefit of the regular dance technique. (Telephone conversation, March 26, 1998) 

Somatic knowledge gained through experiential exploration, as espoused by Clark, 

personalizes the learning process by increasing awareness of the unity of mind-body-nature. 

Thereby, somatic knowledge becomes meaningful from both a technical and aesthetic standpoint. 

To understand the simultaneously shaped relationship among these concepts, let's tum now to my 

third assumption. 
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Figure 4. Assumption Two: Somatic knowledge is gained experientially and is, therefore, personal 
and meaningful. 

Assumption #3: Somatic principles when cognitively connected with movement education 

enhance dance technique. 

Clark, understanding the value of interconnecting diverse pathways to knowledge, 

underscored her educational approach with fundamental physical laws which affect the body and 

how it moves. By suffusing her lessons with concrete images of abstract concepts, Clark's 

teaching reflects the somological view of the mind-body as connected to rather than separate from 

nature. As discussed earlier in Chapter IV, the neuro-muscular-skeletal basis of her teachings was 

situated within an imaginative and playful atmosphere. The imagination is the bridge connecting 

the concrete with the abstract, the theory with the action, the knowing with the doing. Imagination 
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is, as Joan Blackmer (1989) states, the "process by which one interacts consciously with contents 

of the unconscious" (p. 30). 

In teaching facts, we consciously group information together in order to understand the 

relationship of the parts to the whole. In Clark's ideokinetic work, the gathering of concrete facts 

is accompanied by visualization based on those facts. A different kind of organization is required. 

Clark explains, "in working with imagery, success seems to lie in dealing with crumbs of 

knowledge" (personal papers). Thus, all nonessential information should be eliminated. 

Clark, like Todd before her, stated that you should 'just hold the image in mind - see it -

and it comes to pass. You must really desire to accomplish what you visualize or picture. If you 

do, you can become what you think about" (Clark, personal papers). At the same time, however, 

she felt that visualization was not enough. Adamant that movement must be involved in movement 

reeducation [my emphasis], Clark (1963) states, "think of the image as you practice the action .. 

. the unconscious mind will catch on" [my emphasis] (cited in Matt, 1993, p. 199). For me, the 

philosophical crux of Clark's ideokinetic work lies within her action orientation to movement 

reeducation. 

As the reader will recall, Clark's images were constructed to develop the inner core and aid 

the student in releasing holding patterns in surface muscles. Understanding Clark's concept of 

action in, through, and around the inner core of the body is imperative to integrating her work with 

modem dance technique. She states, "the spine is not something that you just pull or push around. 

It is alive, active in movement. It works best when you are balancing through it, whether through 

easy motion or more strenuous" (Clark, personal papers). Clark's view leads directly to one of the 

core concepts in modem dance training -- the articulate spine. 
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Clark's approach to perceiving the action around the inner core lies in the slow process of 

finding balance by centering the joints and utilizing the muscles that engage the spine and pelvis. 

Only by centering the joints can one gain the body's natural balance and movement. Emmons 

recollects, 

All she was interested in was getting your body centered and right so you could go off and 
do your movement. She explained - You center yourself to.move and you center yourself to 
sleep - and that was the whole story. You were either at rest or you were in movement. 
You' re in a constant centering process for either a large movement or a small movement or 
to rest. (Telephone interview, April 19, 1998) 

From a structural perspective, centering becomes the source of a "stable foundation from 

which to operate" (Watkins and Clarkson, 1990, p. 151). For the dancer, centering is a metaphor 

referring to the "balancing [of the] body's mass around [an] imaginary center of gravity in the 

pelvis" (Batson, 1996, p. 18). Richard Heckler comes closer to Clark's premise that returning to 

center is the most important part of the movement. Referring to centering in Aikido, for example, 

Heckler (1997) states, "when centering is taught, which is rare in itself . . . it becomes something 

much more fundamental and universal than a prelude to refining a technique" (p. 10). Accepting 

Clark's concept of centering the body around the inner core is significant to refining one's sense of 

movement arising from the center: "you walk from it, you talk from it, you eat from it, you work 

from it" (Clark, personal papers, December, 28, 1968). Clark might agree with Al 

Chung-liang Huang's (1973) belief that "ifl can become centered and balanced in my own 

experience, then I can carry this moving center with me" (p. 7). 

Dance T echnigue as Reflective Practice 

A theory of modem dance technique infused with somatic principles has potential to 

directly impact the teaching and learning process. As I mentioned above, informing such a 
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pedagogy are two fundamental principles: human being as soma and mind-body-nature unity. 

Teaching practices evolving from these somatic principles direct dance technique toward reflective 

practice. As a state of awareness, reflective practice implies the "unity of knowing and doing" 

(Kleinman, 1986, p. 9). Thus, technique, as reflective practice comes to embody the inter

connection of cognitive, kinesthetic, and sensory processes. 

Reflective practice has great significance for modem dance education. As dance is 

essentially a nonverbal form of communication, dancers are required to reveal tacit knowledge 

explicitly; to represent their intentions with a clear understanding. I believe Donald Schon's steps 

to reflective practice can serve to clarify the relationship between knowledge, reflection, and 

experience. Briefly, his steps are: 1) knowing-in-action which implies that knowledge is built into 

and revealed by our performance of every day routine actions, the "felt path;" 2) reflection-in

action which implies reflection in the midst of the action, thinking about what you are doing while 

you are doing it; and 3) reflective-conversation with the situation which implies a type of 

reflection-in-action in which the inquirer is engaged in dialogue with the emerging form (Schon, 

1992, pp. 124-127). 

As a philosophical perspective on modem dance education, reflective practice involves 

action with aesthetic intent. Schon (1992) might classify this educative process as designing or 

"reflective conversation with the materials of a situation" (p. 123). In this instance, experiential 

knowledge is combined with creative practice. Reflective practice draws upon the dancer's need 

for expression and communion with others, the basis from which the dance-artist transforms 

knowledge into imagery and then into action. The ability to organize and manipulate the materials 

of the medium comes with intentional practice of bodily knowledge gained through experience. As 
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an educational process which allows intuition and playfulness to modulate the transformation of 

emotion and feeling into expressive material, Clark's ideokinetic approach to movement empowers 

the dancer to go beyond technical mimicry or imitation of preconceived form. 

The development of a reflective practitioner 44 in dance requires personal commitment to 

knowledge gathering as process. The path the dancer chooses to follow within this experiential 

process effects how she understands herself not only as a dancer but as a human being. A dancer 

with a tolerance for change and ambiguity, and who has an ability to construct meaning from her 

perceptual experiences, is empowered through Clark's emphasis on improvisational experience. In 

Clark's work, improvisation predicated on movement principles holds the key to self-knowledge 

through reflective practice. Diane, a dancer in my 1996 study, describes her experience of 

improvisation. "It's personal, it's on your personal timing and you have to discover it for yourself. 

. . It's just a matter of doing it and that takes time ... five minutes or something to explore on your 

own the same sensation" (Personal interview, December 4, 1996). 

Discussing the connection between the cognitive and intuitive processes of improvisation, 

Andrea Olsen (1993) submits that "our history is stored in our body evolutionary movement 

patterns and personal experience" (p. 47). Thus, as a continuous experiential process, self 

discovery manifests itself on both a cognitive and intuitive level. I am convinced that Clark's 

experiential movement-oriented process bridges the gap between the cognitive and the intuitive 

states and, therefore, can serve as a powerful pedagogical tool in modem dance education. Again, 

Diane states, 

44 

Schon describes reflective practice as his version of Dewey's reflective thought in that it seeks "to 
integrate thought and action, theory and practice, the academy and the everyday world" (1992, p. 123). 
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I'm real intellectual with things like [dance]. I want to analyze and break [things] down 
and then once I get to that point, forget it all and just move. But, I tend to do that. I would 
have done that without any verbal aspect to the class. I would have been analyzing for 
myself anyway. So, for the type of dancer that I am, it worked really well. (Personal 
interview, December 4, 1996) 

Time spent analyzing the movement principles enabled Diane to go "back inside." Her experience 

of Clark's work afforded her the opportunity to concentrate on some of the "nitpicky" things that 

dancers don't often get to work on during a technique class. 

Clark positions the mover as expert of her own movement experience, thus, the mover 

becomes both teacher of and witness to the dance. Letting the body guide, the dancer rides her 

own mind-body impulses. As a core element in Clark's ideokinetic approach to movement 

education, improvisational play time at the end of each lesson gave her students free rein to explore 

their own creative movement using imagery. As Diane states, improvisational play time allowed 

her to transfer the image in her head to her body. 

To image [it] in my mind and to then to apply [it] to my body. Then to have those two 
reconciled. To have the picture that's been presented in my head now reconciled with the 
sensation that's in my body. (Personal interview, December 4, 1996) 

Applying Schon's step of reflection-in-action to improvisation as both a conscious and 

subconscious process provides the modem dancer the opportunity for reflective discovery through 

a personal shaping of the experience. Applying Clark's strategy of improvising on movement 

principles, I experience the self-sensing, self-moving activity of dance and dancer mingling in a 

process of becoming. As meaning shifts during an improvisation, new encounters and uncertainties 

come into being. Meditating on and dialoguing with these new fonns creates meaning and, thereby, 

I reveal myself to myself through my own movement. Knowledge gained through the process of 

perceiving, shaping, defining, and refining during an improvisation based upon Clark's somatic 
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principles, enables me to construct new forms and structures which find they way into my teaching 

and my choreography. 

By focusing and relying on my sensory awareness during exploration of movement, I am 

following Clark's natural pathway. Clark, in describing natural movement, instructs me in how to 

dance. Trusting in the rightness ofmy ideas, I release my body to react with intuitively guided 

movement. In contrast, when I replicate movement without attention to my sensory awareness or 

kinesthetic perception, I, in effect disengage from myself. I am denying the mind-body-nature 

connection of first-person perceptual experience and move only from the objective body. I become 

the objective performance of a given movement sequence rather than an engaged soma in the 

process of movement. Movement as a natural event within and through out the body can be 

understood as soma; as the play between awareness, biological function, and environment. It is the 

mind-body in synergy with the universal order or, in the words of the Wu Li Master, the organic 

patterns of life (Zukav, 1979, p. 32) 

Dance training . . . working in partnership with nature, as a rider does a horse, proves to 
be the appropriate relationship. Hence, one must learn to listen, to be receptive, to know 
how much to exert the will of the ego and when to relinquish that will to a more compelling 
reality. (Blackmer, 1989, p. 61) 
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Figure 5. Assumption Three: Somatic principles when cognitively connected with movement 
education enhance modem dance technique. 
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Technical training is but one aspect of the mind-body-nature synergy of dance education. 

As Helen McGeehee reminds us, "the dancer has a responsibility to be vivid" ( cited in Horosko, 

1991, p. 83.) The question then is do we train dancers for 'vivid' performance or for holistic 

living? As these two concepts are mutually inclusive, I suggest we train for both. 

Of primary concern here is the cultivation of the whole dancer. Dance technique, seen as a 

movement meditation, emphasizes the knowledge that is soma. As the embodiment of thought, 

feeling, and action with the environment, technique can be, as the Wu Li Master reminds us, a 
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student's pathway to self discovery (Zukav, 1979, p. 35). Hawkins expresses a similar concept 

when he speaks of the dancer finding the 'suchness' of his body ( cited in Brown, 1971, p. 11). 

According to H'Doubler (1957), the experience of dance should "contributes to a philosophy and 

scheme of living" (p.65). Into H'Doubler's 'scheme for living' Clark inserts her philosophy of 

self-instruction. By educating the dancer to inform her mind about her body, she in essence 

becomes her own teacher. 

Clark's work illuminates a pathway toward a harmonious interconnection between dance 

as experience and dance as living. I propose that integrating Clark's ideokinetic principles into the 

learning of modem dance technique de-emphasizes non-reflective replication of movement in favor 

of the unification of the perceptive, cognitive, kinesthetic, creative, and spiritual aspects of 

movement. When the emphasis is placed on mind-body-nature unity through reflective practice, 

learning takes place on both the conscious and subconscious level. Teaching to the movement 

principle and providing opportunities for personal, improvisational exploration enhances the use of 

the imagination and develops sensory awareness. The dancer's acquisition of technical skills and 

personal aesthetic voice is, therefore, facilitated from the inside out. The result of this heuristic 

approach is the learning of modem dance technique as a deeply personalized, reflexive, and 

meaningful experiential process. 
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Figure 6. Direct integration of Clark's somatic principles into the learning of modem dance 
technique de-emphasizes replication of movement in favor of reflective practice. 
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Clark's integration of a somological view of the body, as manifest through imagery 

emanating from the inner core and based on the fundamental laws of the body in stillness and in 

movement, provides a powerful foundation for the teaching and learning of modem dance 

technique. An open pedagogical attitude that frees the dancer's body to move within its natural full 
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range of motion is, as Mary Whitehouse believes, the "birthright of the human being" (cited in 

Olsen, 1993, p.18). Clark's conviction that self knowing and personal identity surface only when 

one acknowledges the value of a free, imaginative, natural state of being brings us back to how we 

come to know. 

There is a difference between the way the mind accepts an idea knowing something as a 
theory and as an action. One is rigid, the other elastic and supple. The mind can change the 
body if it can take in the difference between the two. If you have patience and are willing 
to wait for the mind to act on it, you can change. (Clark, personal papers) 

In the following chapter I will discuss the implications of integrating Clark's pedagogical 

strategies, which encompass internal, personally directed exploration, on the goals of physical 

training and aesthetic development through modem dance technique. 



CHAPTER VIII 

DISCUSSION: TRAVELING THE NATURAL PATHWAY 

The dancer of the future will be one whose body and soul have grown so harmoniously together 
that the natural language of that soul will have become the movement of the body. 

- Isadora Duncan (1928) 

This study originated from my desire to more fully comprehend how Clark's ideokinetic 

work might enhance the teaching of modem dance technique. During this disciplined process of 

defining and describing, I have given shape to what I intuitively understood. My enhanced 

awareness of the synergy of principles based in somatics, Clark's work, and modem dance 

technique has resulted in a stronger belief in the inherent 'rightness' of integrating Clark's somatic 

work and modem dance technique. 

At the core of somatic practice, in general, and Clark's ideokinetic work, in particular, lay 

the concepts of the articulate spine, organic breathing patterns, sensory awareness, skeletal 

alignment, and muscular ease in movement. These concepts also undergird basic instruction in 

modem dance technique. However, speaking from my experience as a dancer, these principles 

were not always clearly articulated in the training methods or were overshadowed by an emphasis 

on performance. What I have proposed is the necessity for an integrative approach to the teaching 

of fundamental movement principles in conjunction with aesthetic performance. 

In the preceding chapter I put forth my thesis that Clark's movement principles and 

heuristic procedures, when integrated with modem dance technique, enhance skill acquisition and 

the development of personal aesthetic voice. In this chapter, I will discuss the implications of such 
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an integration. Primarily, I will be looking at how the goals of both physical training and aesthetic 

development can be met through the application of pedagogical strategies that rely heavily on 

internal and self-directed movement exploration. 

Throughout this paper, soma has been defined as a first-person perceptual process 

through which the individual experiences his or herself from within. We embody the words of the 

Wu Li Master --that all experience is grounded in the "I" atthe center ofthe experience --when 

we freely engage in the exploration of our own bodies and minds. By accepting this premise, one 

acknowledges that somatic knowledge is limited only by the quality of individual experience. 

Clark's ideokinetic work leads the dancer into the "I" by situating movement education within the 

personal and meaningful. 

Implications for the Leaming Process 

My encounter with modem dance technique, founded in an application of Clark's 

movement principles as taught by Joanne Emmons, opened my eyes to the conceptual and creative 

subtleties of Clark's work. Participation in Emmons' classes heightened my awareness of the 

powerful combination of imagery, intellect, intuition, and desire. If I were to pinpoint a single 

dominant connection between modem dance and Clark's movement principles, I would highlight 

the involvement of conscious and subconscious processes in the learning of movement skills. 

Emmons' underscored this focal point of movement re-patterning by "rewiring" sensory and 

kinesthetic messages through modem dance movement. By attending to cues based on somatic 

principles, I discovered a process by which anatomical facts and sensory information could be 
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studies. 
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There are powerful pedagogical strategies for modem dance technique embedded in 

Clark's somatic work. I base this statement on personal knowledge of Clark's work as a dancer, 

choreographer, and teacher. I have found that applying her movement principles can transform the 

technique class into a creative ~d meaningful learning environment where the cognitive and 

intuitive elements of dance merge. By grounding skill acquisition in concrete anatomical principle 

and action-oriented imagery in combination with voluntary movement, modern dance technique 

becomes a reflective rather than a imitative process. Eliciting the student's imagination and 

creativity through self-generated movement explorations engenders a learning environment where 

work and play beneficially coincide. 

Interviews by the 1996 workshop participants attest to the value they found in integrating 

Clark's movement principles, imagery, and working processes with modern dance technique. One 

of Clark's key concepts presented during the workshop was that of the skeleton as a weight 

transporting structure. Anne45 recalls her experience with the skeletal focus of Clark's work. "I 

think the idea of working from the skeleton and not working so muscularly has made my movement 

less tense. That's what I really got out of it" (personal interview, November, 26, 1996). 

Lauren also found the skeletal approach useful but focused more on the kinesthetic aspect 

of the work. Referring specifically to the concepts of the oval pathways through the body, the 

centering of the ribs, and ankle foot/heel foot (see Appendix G), Lauren recollected that by 

45 

A reminder for the reader that the names used in this chapter are fictitious and are not meant to indicate 
any specific race or ethnicity. 



maintaining the imagery in her mind she was able to work toward getting the feeling of the 

movement in her body. 
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The [images] that stuck with me are the cycle of energy going up the front and down the 
back and the excentering and the recentering of the ribs in their little sockets. I'm really 
aware of that [one although] I haven't integrated it yet. The other [image] that really comes 
up a lot for me is the foot work. The energy coming up the three toes and out through the 
other [two]. I find myself rolling on my feet a lot, particularly in parallel. I catch myself 
and try to think that [image]. (personal interview, Decembe_r 4, 1996) 

Diane found specific images applicable to technical problems she had been encountering in class in 

getting down to and up from the floor. "[The image ofthe] crowbar action .... because as 

dancers we tend to pull out of our hip all the time. Just feeling that more as an internal sensation 

was really helpful" (personal interview, December 4, 1996). 

By focusing on both soma, as first-person perceptual process (subjective), and body as 

third-person perceptual process (objective), the experience of Clark's work encouraged these 

dancers to engage in intentional action through awareness of their internal environment. In contrast, 

is the dancer who approaches dance education with what Matt (1998) refers to as the "dance-me 

mind set." 

Dance-me meaning ... if I just find the right teacher they're going to dance-me and I'll 
know everything I need to know . . . . But it just isn't that. It really is a process that you 
have to be very self-starting about and . . . always mindful of being engaged in the reality 
of your own process. (personal interview, March 26, 1998) 

Matt's point of engaging in the reality of one's own process is significant for the teacher 

and student of modem dance technique. Awareness gained through first and third-person 

perceptual processes validates the uniqueness of the individual as creator of his or her world. 

Adherence to this somatic principle implies acceptance that truth and value are constructed, and 

that each individual is oriented toward that which fits a singular sense of being. 
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The mission of the dance educator, then, is to involve the dancer in a learning process 

where opportunities are given for him or her to make choices and to determine the "rightness" of 

that choice. The responsibility of the student is to risk being invested in self-determination. Clark's 

strategies for movement education, when integrated into dance technique, offer not only a 

philosophical grounding but pedagogical guidance for both teacher and student within a heuristic 

learning environment. As Lucy, a dancer in the 1996 study asserts~ this mind-body process offers, 

another way of looking at the body and how to efficiently move the body. Just being aware 
of my body in a different way . . . in dealing with the skeletal part of the body rather than 
the musculature so much. It was just a different concept. (personal interview, December 
10, 1996) 

By continually reinforcing Clark's movement principles through daily activity, the dancer's 

awareness of new sensory-motor connections is enhanced. As an example, let's return to Diane's 

comment on the image of the crowbar action. By reflecting on the lever action of the femur lifting 

the pelvis up whenever she rises from a chair she reinforces the sensory-motor connection. When 

required to perform a modem dance phrase which involves getting into and out of the floor quickly 

and efficiently she can, with practice, recall the image of the crowbar action and trigger the 

necessary sensory-motor response. Perhaps what is more important over the course of a life, is the 

dancer's ability to transfer knowledge gained in class to everyday living. Diane recalls, 

Every time I walk to class with my backpack [I recall] the vertical V up the front and 
down the back. .. I see it in my mind's eye. . . Because [I] tend to slouch forward ... 
[it's] been really helpful in distributing my weight, even with extra weight on my back. I 
didn't really feel strained at all .... I do it when I sit at the computer as well. [I] keep that 
oval energy going. (personal interview, December 4, 1996) 

Another aspect of Clark's ideokinetic approach that the dancers found valuable was the 

action-oriented imagery embedded in the work. Clark's imagery, embodying the "liveliness and 

qualitative" movement of the bones and muscles, was readily grasped. Once awareness and 
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perception had been established, most of the dancers could relate movement principles to their 

muscles and bones. The previous statements by the dancers verify their ability to personally apply 

the principles in a self-governing, useful process. 

I believe this is a significant pedagogical issue. The key to the viability of integrating 

Clark's movement principles with modern dance technique is the student's readiness to accept the 

work and ability to become an active agent of self change. There must be a fundamental 

connection between free will, as manifest through desire for change, and a willingness to see and 

feel internally. 

If they begin to get the sense that this journey . . . through the kinesthetic landscape will 
help them to really become secure in their own balance, they can get everything you have 
to offer and even pull more out of their own experience to take the material even further. 
But if there isn't that readiness, then it doesn't matter. (Matt, personal interview, March 
26, 1998) 

Teaching for Openings: Meaningfulness through Creative Activity 

The flexibility and openness in Clark's approach to movement education, as illustrated by 

her desire for creative input, invites both teacher and student to contribute to the process. As I 

stipulated earlier, Clark's work does not separate the knower from the known. Therefore, the 

integration of her somatic principles with modem dance technique, when gained through active 

self-initiated creative exploration, enhances not only a sense of well being and an awareness of 

technical skill, but develops personal aesthetic voice. Emmons' recollection of her performance in 

a dance based on Beckett's work illustrates this point. 

I was taking the part of a person who was in total despair and kind of hanging out in 
space .... What I had to portray was a desperate person that was kind of perched .... 
I had to maintain the balance for quite a long period of time and it had to move, not much, 
but enough to exude despair. So, it was the droop of the head, the way the arms would lie 
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out in space and droop a little and the feet too and I was the only one who could do it and 
get the picture [the choreographer] wanted. It was because I knew Miss Clark's work. I 
knew how to center my body along all those little centers and yet bring in such a total 
feeling of despair that I could stand on one leg in a layout second position and move just 
ever so slightly to keep [the movement] dynamic. (personal interview, April 19, 1998) 

Emmons' recollection ofher performance process reflects Merleau-Ponty's (1967) 

assertion that "going beyond created structures in order to create others" is the embodiment of 

human consciousness and, as such, is a pre-requisite for artistic activity (p. 175). Informing 

modem dance technique through Clark's ideokinetic work offers the opportunity to move beyond 

stasis by involving the student in actively seeking and creating knowledge. Similar to Clark's 

'opening doors' through sensory awareness, Maxine Greene's (1995) phrase 'teaching for 

openings" suggests that students can be encouraged to see themselves as reflective and creative 

decision makers whose interpretations are acknowledged and valued. Greene's belief in the 

importance of students "becoming reflective enough to think about their own thinking and 

[becoming] conscious of their own consciousness" (p. 65), is visible in Clark's theorizing regarding 

engagement of the student's curiosity. "It may be better to suggest an idea but not take it too far. 

People can work better if their mind is opened to an idea and then left on their own to expand it'' 

(Clark, personal papers). 

Philosophically and pedagogically, Clark stands among those dance educators who 

advocate for the total involvement of the dancer. D'Houbler, for example, created an environment 

which encouraged the student to discover 'the magic" of their own dance rather than model 

themselves on external sources (cited in Moore, 1975, p. 12). Hawkins, relying on kinesthetic 

awareness of the body for movement training, advocated the use of sensory knowledge as a 

springboard from which the dancer could develop an "aesthetic perception of himself and the world 
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in which he lives,, (Brown, 1971, p. 7). Modem dance education can and should engage the 

student's intellectual, emotional, creative, and spiritual natures. Technique and performance, as 

exploratory opportunities, can provide the dancer with the "educative experience" wherein active 

participation leads to an accumulation of knowledge (Dewey, 1938, p. 2). 

Movement Education as Heuristic Process 

In dance, knowledge gained via mind-body exploration is manifest through creative, 

qualitatively expressive movement. To insure the personal experience in dance education, we must 

remain open to the possibilities of a heuristic educative process. Again, I draw on Margaret 

H'Doubler's work as a prime example of a modem dance training program. H'Doubler's 

pedagogical model was based on a synthesis of structural knowledge of the body and expressive 

and dynamic movement which drew on the intellectual, emotional, and spiritual elements of the 

dancer. This mind-body approach to dance was grounded in her belief that a heuristic educational 

processes would stimulate the student to self-activity and self-development to the fullest extent 

possible (H'Doubler, 1940, p. 61). A comparable pedagogical philosophy is found in Clark's 

belief that people should be taught to educate their minds about their bodies. Clark's view of 

movement education as a process as well as a philosophy for living places the student at the center 

of the educational process. The J as teacher seeks to touch the I as knower through the I as creator. 

For the dancer, the quest is to find what can be known through reflective engagement within the 

personal movement experience. Reflecting on Clark's heuristic process, Diane suggests, 

I think in technique class we get stuck in the right or wrong methodology of something. I 
would rather train my body to work better and more efficiently, for a better movement 
rather than a right movement. I think that kind of exploration takes time. And it's 
personal. You have to discover it for yourself. Sometimes the light bulbs go on and 



sometimes they don't. But it's just a matter of doing it and taking the time. (personal 
interview, December 4, 1996) 
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What Diane is advocating here is a willingness to take responsibility for one's learning and 

individual development as dancer and artist. In conjunction with personal responsibility is the 

acceptance that growth as an artist is incremental and evolutionary. Clark reminds us that change 

happens slowly and with patience, practice, and desire we can alter our movement patterns. Of 

course, this requires a high tolerance for chaos as we stagger and stumble along the rocky road of 

fluctuating process and growth. 

A pedagogical model situated in a heuristic learning environment requires the student's 

willingness to assume personal responsibility and autonomy. But what about those who are unable 

to handle autonomy or do not wish to accept responsibility for their learning? How do you assist 

those who cannot fit into this type of learning environment? What can be done to encourage the 

student who falls silent under the weight of their own self doubt? How will taking on personal 

responsibility for learning sit with the dancer who, having been taught under a system based on 

replication, imitation, and performance of specific behaviors, finds suddenly the rules have been 

changed? I raise these questions knowing that to fully inspect and discuss them is beyond the 

scope of this study. However, these are questions that cannot be ignored when speaking of modem 

dance education as a heuristic undertaking. 

Implications for Personal Responsibility 

The integration of Clark's movement principles and heuristic processes into modem dance 

technique may well open a Pandora's box of disorientation and confusion over issues of 

responsibility. Without a pedagogical plan which acknowledges these factors, the integration of 
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Clark's work with modem dance technique might seriously compromise the educational process. 

As stated above, personal orientation to the material implies a willingness and/or ability to engage 

in reflective practice. As such, personal orientation may well inhibit dissemination and acquisition 

of knowledge for both teacher and student. 

Let's look briefly at the implications integration of Clark's principles might hold for the 

teacher of modem dance technique? The primary question that comes to mind is how might a 

teacher, steeped in a tradition of just 'teaching the steps', make the personal transition to teaching 

dance as a reflective practice. How does this teacher begin to question her own process? One 

possibility is to adopt a strategy for teaching modem dance technique which embodies one's 

personal story-- lessons learned through one's own experiential process of becoming a dancer. 

Clark's heuristic study and the pedagogical philosophy that came out of her personal journey is a 

prime example of embodying one's story. 

Within the context of Clark's thesis, the goal of a modem dance educator becomes clear in 

a specific way. A teacher who is able to influence the behaviors and thoughts of her students uses 

not only her self as role model but also her ability to impart the relevance of her ideas. Her success 

is dependent on the strength of her convictions which to some degree must "transplant, suppress, 

complement, or in some measure outweigh" the beliefs her students embody (Gardner, 1995, 

p. 14). To that extent, a dance educator must be a guide; a provider of opportunities for inquiry 

which challenge the dancer to become reflective and articulate on the nature of their own process 

and practice. Clark's educational procedures provide guidance in how to engage the dancer. By 

encouraging the use of personal metaphors for movement principles and exploration of the 

principle through improvisational studies, the dancer must utilize both cognitive and intuitive 



learning processes. By fully engaging in the educational and creative endeavor, the dancer can 

develop a more well-rounded picture of him or herself within the art form. 

182 

It may seem that the internal emphasis of Clark's movement principles might lead to a 

state of introspective indulgence. This observation would be incorrect. Clark was adamant that 

seeking a sense of the self must also include seeking a sense of the self in the world. As has been 

noted, one of Clark's goals in movement education was to encourage student development of 

bodily awareness as a part of the natural world. Therefore, a dancer must not limit her awareness 

to her technical and performance abilities. As a human being, and as a part of the global 

community, it is important that she undertake a more holistic perspective of herself as artist. 

Life cannot be compartmentalized, despite a desire to do so. The dancer is not a passive 

mover. A dancer is more than a body for another's choreographic vision. Being a dancer means 

being a philosopher, an inquirer, a seeker of truths about oneself, and a creator of one's own vision. 

To define yourself as an empty vessel waiting to be filled is self limiting. As a reflective 

practitioner, a dancer needs to be aware that her political, social, and aesthetic attitudes as 

portrayed through her art making, speak to her world view. A dancer, empowered with the 

freedom to determine her own path, lives in a state of readiness to accept responsibility for this 

awareness, action, and autonomy. A modem dance technique class founded on Clark's ideokinetic 

principles would require the dancer to be reflective and to take responsible for individual technical 

and aesthetic growth. 

As a teacher of dance, it is my responsibility to foster a learning environment in which 

questioning and analysis is self generative. To that end, equal emphasis must be placed on the 

cognitive skill elements of modem dance technique, for greater connectedness, and on playful, 
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experiential movement opportunities which tap into the creative, intuitive problem solving elements 

of modem dance. A modem dance technique class rooted in Clark's ideokinetic approach to 

movement education, by its inherent nature, emphasizes questioning, analysis, and self-discovery 

through hands-on muscular-skeletal exploration and improvisational experimentation. As Ellen 

Staurowsky (1983) reminds us, "when movement has been internalized, the mover becomes the 

movement, following a natural flow, in contrast to superficially executed movement patterns" 

(p. 48). 

The goal, then, is to encourage and guide the student toward a more complete 

understanding of the gestalt of dancer and dance. A Clark-based modem dance technique class 

reflects a holistic relationship between parts; student and teacher, movement phrase demonstrated 

and executed, mind and body. While the teacher provides the intellectual material (i.e., technical 

aspects of a movement phrase), the student processes the information through cognitive and 

sensory involvement into that which is personal and meaningful. As knowledge is gained 

cognitively and somatically, a relationship of the parts to the whole is created and maintained. 

The Search for True Understanding 

By fully participating in the learning experience on both a cognitive and sensory level, the 

dancer gains personal understanding of principles underlying a movement phrase. When the 

dancer learns to move from within through acquisition of self-generated knowledge, rote 

memorization or imitation of technical skills and phrases is avoided. In a Clark-based modem 

dance technique dass, personal understanding of movement principles can be gained through 

technical exercises as well as improvisational exploration. Insight gained through intrinsically 
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motivated movement further illuminates the inter-relationship between dancer and dance. 

Consequently, when the !mower becomes part of the !mown, lmowledge gained through reflective 

practice becomes more readily transferred to new situations. In essence, this is the true meaning of 

understanding. 

Howard Gardner (1991) distinguishes between rote or conventional understanding and 

disciplinary understanding. He states, 

Such performances occur when students are able to take information and skills they have 
learned in school or other settings and apply them flexibly and appropriately in a new and 
at least somewhat unanticipated situation. Disciplinary understanding is always changing 
and never complete; expertise is manifest when an individual embodies his culture's 
current understanding ofthe domain [field of study]. ( p. 9) 

What I find significant about Gardner's theoretical position is the emphasis he places on 

transferability oflmowledge through the individual's embodiment of the concepts. To reach a 

disciplinary understanding of the art form, the dancer must engage the concepts from an 

intellectual, emotional, and spiritual base. Meaning and purpose can then be achieved and, 

thereby, transformed through self-revelation into art. 

What I am emphasizing here, as a dancer and a dance educator, is the necessity for going 

beyond mere displays of technical prowess. I am suggesting a reaching inward to find the spiritual 

content of the dance through the soul of the dancer. I am not referring to a religious experience, 

rather I am speaking of the sublime moment of mind-body-nature unity, when all the elements flow 

together in one unbroken wave of energy. Robert Craig (1996) speaks of this experience as the 

moment "we become more fully present and thus taste the richness of our being. We feel more 

aware, more awake, more alive" (p. 285). Joanne Emmons continues this stream by relating the 

experience to the dancer's creative and expressive ability. 
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It is their gift, their creativity and how deep their soul is when you get right down to it. 
What are they trying to express in their movement? Are they trying to show off or are they 
really into expressing something that they feel deeply about? [It is] also in the quality of 
expression. I mean anybody can tear across the stage and leap, if you're young enough 
and can get up, and do all the pyrotechnical stuff, if you're strong enough. But it takes a 
supreme dancer to walk and exhibit a feeling from that walk. Do you see what I mean? 
(personal interview, April 19, 1998) 

It is my belief that modem dance technique based on Clark's ideokinetic principles 

provides an process through which dancers can reach disciplinary understanding and, thereby, 

attain the self-knowledge which radiates through a deeper, more spiritual appreciation of their art. 

Clark's work really is about engaging in "the reality of your own process" (Matt, personal 

interview, March 26, 1998). 

Challenges Along the Pathway 

The pedagogical approach that I have outlined raises some critical issues. A central issue, 

as mentioned earlier, is how do you motivate a student who is resistive to self-learning? For 

beginning students this might not be an issue assuming they have had no prior training. However, 

the experienced dancer poses some difficulty. David Langley (1993) tells us that re-patterning 

movement is essentially a "gradual struggle [to climb] out of one rut and into another." The more 

advanced the student, the more they look for the "quick and dirty" acquisition of new skills and 

habits. It is highly likely they will "abruptly drop" new ideas and strategies if they don't work for 

them in the first few attempts (p. 29). 

Since motivation is embedded in individual personality characteristics, styles or schools of 

training, experience in problem solving, and universal value systems, it is a tricky business. 

Intrinsic interest such as career longevity, fewer injuries, increased technical ability, or more 
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efficient perfonnance might provide the necessary motivation for a student encountering a new 

approach to learning (Greer and Levine, 1991; Steinberg and Maurer, 1999). Or as Eva Garnet 

(1982) suggests, the "pleasure principle" might overcomes inertia (p. 63). In any creative activity, 

the aesthetic qualities of the movement itself may be enough to motivate change. For some it might 

be group discovery which initiates the desire to change. When all is said and done, however, 

motivation must come from within. While the student must have a desire to change, it is the teacher 

as role model who must persuade and convince through the embodiment of the pedagogical 

philosophy she is presenting. 

Obstacles of Time, Practice, and Presentation 

Clark states that the goal in movement education is to educate "away from [ a state of] 

dependency to a state of independence" (personal papers). The significance of this statement for 

modern dance education is illustrated by several issues which rose out of my 1996 workshop. I 

would like to share some of these issues which I believe have a direct impact on the integration of 

Clark's work with modern dance technique. Again, I remind the reader that conclusions I draw 

here are based on my brief workshop that met but once a week for one hour. As it was a fleeting 

foray into Clark's movement principles, a great deal of time was not spent on direct application to 

modern dance technique. 

One of the primary outcomes, based on the dancers' interviews, dealt with the manner in 

which the material was applied outside of the class. A majority of the dancers indicated they had 

difficulty applying many of the principles in technique class or daily activities. Significantly, while 

being able to visualize and use verbal cures, the dancers' kinesthetic connection to the movement 

principles taught during the ten-week session appeared limited. As Susan states, "I understand all 
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of it pretty much. I understand in my head on a conscious level. But incorporating [it] into my 

body is like a whole other story" (personal interview, December 5, 1996). 

Interview statements support the dancers' understanding of the principles on a cognitive 

level, however, the subtlety of particular lessons was a factor for some. As Nancy stated, 

"some of it was harder for me to take away because I [ was not] sure if I [was] getting it right. 

It was hard to get the sensation" (personal interview, November 26; 1996). Indicating a sense of 

disjointedness, Ann recalled that "certain things stuck out more. So I would remember this and 

that. But I don't know that I combined any ofthem" (personal interview, November 26, 1996). 

For Linda it was the fact that it just takes time to overcome old movement patterns. 

After all the body work I've been exposed to I've started to think about it a little bit more. 
I'll try to get [it] into a combination or something and I'll fall right back into old movement 
patterns. It's still in my head. (personal interview, April 2, 1997) 

Time to process the information was a major factor in the dancers' ability to grasp the material. 

If we look at these results from a motor learning perspective, the dancers' inability to grasp the 

material is not surprising. The classic learning stages model developed by Paul Fitts and Michael 

Posner ( 196 7) offers some insights into the dancers' difficulty. According to this model, motor 

skill learning takes place in three stages. First, the dancer must understand the cognitive elements 

of the skill. Secondly, environmental cues (in this case internal cues) are associated with the 

movement skill. Finally, after much practice, the skill becomes automatic or habitual. Being 

exposed to Clark's material one hour a week and out of context with technique class, made 

assimilation of the information difficult. 

The issue of self-initiated practice outside class is, therefore, relevant. According to the 

third stage of motor learning in the model above, the practice factor alone is significant as it 
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directly impacts the dancer's ability to learn and assimilate new material. To make progress with 

re-patterning (the essential focus of these lessons) vigilance was indispensable. In order to attain 

the automatic or habitual level for a thorough understanding of Clark's material, it was vital that 

the dancers practice the movement principles and associative images daily. This required they 

incorporate them into everyday activity as well as in their technique classes. Consequently, when 

the workshop was viewed solely as an adjunct somatics class to dance technique, the dancers' 

progress was greatly diminished. 

Understanding of the gestalt of the lessons was also missing. By the end of the ten-week 

session, the dancers were still thinking in terms of the parts separate from the whole and not the 

parts as comprising the whole. The ability to conceptualize an integration of the parts was not a 

common theme found in the dancers' interviews. Again, this may have been due to the time factor, 

the length of time between lessons, and the lack of daily practice. 

Based on my reading of the dancers' interviews, it appeared that reliance on cognitive 

processing of the material outweighed use of the visual and/or kinesthetic senses. Several dancers 

stated that having the material presented visually gave them the opportunity to think about the 

principle before trying to process it from a kinesthetic standpoint. Yet, when questioned about 

their personal learning process, most of the dancers stated they were visual learners. Indeed, the 

interviews are rich with references to the use of the skeleton, diagrams, drawings, and imagery. All 

the dancers stated they found these items helpful for the visual and tactile feedback they provided. 

What this suggests to me is that further study should be done on how presentation of the material 

might influence the embodiment of Clark's movement principles. Throughout the ten-week 

workshop, the one hour classes followed a similar sequential format: presentation of theory; hands-
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on exploration; followed by specifically focused exercises. This fonnat may have placed too much 

emphasis on organizing, verbalizing, and rationalizing. Perhaps greater emphasis on visualization 

and improvisation might have altered the dancers' experience. As it was, the manner in which they 

acquired knowledge of a principle had a direct relationship to its application. This in tum effected 

the depth of their understanding of the movement principle being studied. When understanding was 

lacking, the principles were not applied. This implies that integration of Clark's principles with 

modem dance technique requires more time to develop a dynamic relationship between theory and 

practice. Allowing the dancers more play time in terms of improvisational exploration might aid 

integration of the principles into their technique classes and daily activities. 

Critique of the Study 

Assessing Methodology and Procedures 

As stated at the beginning of this chapter, I entered this study with an intuitive sense of the 

"rightness" of integrating Clark's work with modem dance technique. The assumptions which 

guided the study spoke directly to issues I intuitively knew to be true based on my experience as a 

dancer and teacher. I cannot deny that ten years of studying Clark's work has influenced both my 

philosophical and pedagogical perspective. Therein lies the potential weak link in this study. 

Without vigilance, pre-understanding of the subject and personal philosophical bias could easily 

override rigorous adherence to procedure, thus, leaving the research open to questions of validity 

and credibility. As researcher, my responsibility was to insure that conclusions drawn resulted 

directly from analysis of the data and could be supported through triangulation with other sources. 
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The second issue concerns the data sources themselves. Even though the sources were 

small in number, I believe the collection and analytical procedures were methodologically sound. 

Where the size of the primary sources might have made a difference was in the outcome of the 

study. Questions which come to mind are of a what if nature. What if the students had been 

exposed to Clark's material for a longer period of time and within the context of a technique class? 

What if the workshop group had been larger and of mixed gender?· What if the workshop had been 

taught by a first generation Clark teacher as opposed to a second generation Clark teacher? Would 

the students' perception of the work have been radically altered? What if the student interview 

questions had been more narrowly focused by addressing personal response to each lesson? What 

if the primary sources had been expanded to include interviews with others who had studied 

Clark's work? What effect would any of these issues have had on the development of my theory 

for integration of Clark's work with modem dance technique? 

Personal interpretation of the written source materials must also be considered. Being 

directly tied to personal and philosophical biases, as mentioned above, textual analysis of the 

interviews, reflexive journals, Clark's manual and diaries, and literature from the three fields of 

study is also open to question. Might another researcher read the same materials and come to 

different conclusions? That possibility does exist. What must be remembered however, is that as a 

heuristic, philosophical inquiry, the study was framed within the bounds of a naturalistic paradigm. 

Therefore, the reader must accept a conceptual substructure when evaluating the conclusions. Of 

primary significance is that this study was temporally, contextually, and value bound. Therefore, 

the conclusions I drew in this study are not generalizable. This brings me to the point of 

recommending areas for further study. 
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Suggestions for Future Studies 

As I mentioned above, time to process the principles both cognitively and kinesthetically 

and time spent practicing the principles through daily activity and in technique class are two 

essential determinants in one's ability to assimilate Clark's work. While I believe Clark's 

ideokinetic work provides a mentally and physically challenging approach to modem dance 

education, the issues of time, practice, presentation, and the student's ability to take personal 

responsibility within a heuristic educational setting, requires further investigation. 

To attain holistic understanding, integrating Clark's movement principles into a modem 

technique class requires a fair amount of mind-body learning time. The principle must first be 

understood on a cognitive level before it can be understood on a somatic level. By focusing on the 

principle throughout the technique class and allowing class time for improvisational exploration of 

the principle may solve the issue of embodiment. Strategies for integrating Clark's somatic 

principles with technical objectives within the limited time of a typical technique class requires 

further investigation. 

Due to time constraints inherent in scheduled classes, another consideration is the manner 

in which the material is presented. As indicated above, the manner of presentation directly impacts 

the dancers' understanding, retention, and ability to transfer somatic information to technical 

problems. Directly tied to understanding and retention of Clark's material are potential ideological 

conflicts based on individual knowledge of other somatic systems. Both the issue of presentation 

and ideological conflict need to be acknowledged and addressed as part of an overall strategy for 

the integration of Clark's movement principles into modem dance technique. 
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Methods for integrating Clark's ideokinetic principles with modem dance technique merit 

further study in order to determine an appropriate mix of cognitive, intuitive, sensory, imaginative, 

and personal movement exploration. In the shifting environment of the modem dance technique 

class, where mood, energy, and attentiveness of students often determines the process, how the 

somatic concepts of self-sensing and self-moving overlap with specific technical objectives requires 

further exploration. Since open and fluid communication between teacher and student is imperative 

in the modem dance technique class, the function of individual choice, creativity, responsibility, 

and autonomy within this pedagogical relationship should be more deeply examined. 

Final Reflections 

As movement binds our biology and consciousness, somatic knowledge can be bound to 

modem dance technique through the integration of Clark's movement principles. Educating the 

dancer from the perspective of this "dynamic gestalt" (Caine and Caine, 1991) enhances the 

dancer's ability to transfer somatic infonnation immediately, via sensory awareness, to technical 

combinations. A dancer trained using a Clark-based modem dance technique, consequently, 

becomes a thinking dancer actively engaged in skill development through both conscious 

(cognitive) and subconscious (intuitive) learning processes. As learning takes place within a 

synthesis of individual mental and physical rhythms, knowledge gained becomes increasingly 

personal and meaningful. By intentionally engaging in action based on anatomical and kinesthetic 

infonnation, the dancer is able to expand both technical and emotive capabilities. Active and 

reflective engagement in improvisational exploration based on movement principles provides the 

dancer with opportunities to discover their 'dance' from the inside. Conversancy with the interior 
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landscape --that which makes one unique and valuable -- enhances the dancer's range of 

qualitative and, therefore, expressive possibilities. This is a gift the dancer can give to herself. By 

becoming self-aware through dance, the dancer may come to the self as part of the natural world. 

Clark's focus on the process of being and becoming is what I find profound about her 

work. As comprehension of my part in the natural order of things continues to grow, my 

understanding of dance as a holistic process of becoming is heightened. For me, Clark's movement 

re-patterning techniques and her naturalistic philosophy resonate with a Zen-like quality which 

gives the practice of her work an aura of spirituality. Yet, at the same time, there is a down-to

earth human-ness underlying her pedagogical approach. 

Since incorporating Clark's principles into my practice of modem dance, I have come to 

perceive myself as dancer from a totally different perspective. Guided by Clark's organic, core

oriented concepts of movement, I now see myself dance from the inside out. Yielding to Clark's 

playful approach to movement has shown me that dance need not be a harsh discipline but rather 

one based on curiosity and wonder. 

I would like to leave the reader with the following passage which conjures up a vision of 

Clark immersed in a continual process of wonder and discovery. 

Then there was Barbara Clark who ... gave me many free lessons and would lecture me 
on the body all the time. Jim and I would meet her on the street, and she would lecture. 
We couldn't get away- she always carried her bones in her pocket. (Mary Fulkerson, 
found in Clark's personal papers, 1970-71). 
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APPENDIX A 

Final Code List: Theory/Somatics 



Appendix A 

Final Code List: Theory/Somatics 

Attention is Key 
Awareness as Creator of Reality 
Bodily Knowing through Perception 
Centering 
Conceptualization of the Body 
Conscious/Subconscious Process 
Education based on Somatic Principles 
Holistic Perspective 
Human Being as Soma 
Idealism as Invalidator of Uniqueness 
Integration of Body as Object with Body as Experience 
Intentional Action 
Kinesthetic Awareness 
Mind-Body-Nature Unity 
Perception as Validator of Uniqueness 
Personal Responsibility 
Use of Imagination 
Somatic Philosophies 
Somatic Practice 
Somatic Principle 
Somatic View of Body 
Unity of Knowing and Doing 
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APPENDIXB 

Final Code List: Theory/Clark 



Appendix B 

Final Code List: Theory/Clark 

Centering 
Conceptualization of the Body 
Conscious/Subconscious Process 
Education based on Somatic Principles 
Fundamental Laws 
Holistic Perspective 
Imagining the Action 
Kinesthetic Awareness 
Natural Learning Process 
Natural Movement 
Opening Doors 
Scientific Grounding for Technique 
Sensory Awareness 
Techniques for Teaching Movement 
The Mind as an Agent for Change 
Use of Imagery 

211 



212 

APPENDIXC 

Final Code List: Theory/Technique 



Appendix C 

Final Code List: Theoryffechnique 

Conscious/Subconscious Process 
Fundamental Truths 
Holistic Perspective 
Influence of Somatic Principles on Technique 
Kinesthetic Awareness 
Mind-Body-Nature Integration 
Natural Movement 
Natural Progress of Learning 
Purpose of Technique 
Scientific Grounding for Technique 
Soma as Direct Experience 
Spiritual Underpinning 
Teacher as Facilitator 
Technique as Reflective Practice 
Use of Imagery 

213 



214 

APPENDIXD 

Final Code List: Theory/Synthesis 



AppendixD 

Final Code List: Theory/Synthesis 

Conceptualization of the Body 
Conscious/Subconscious Process 
Human Being as Soma 
Idealism as Invalidator of Uniqueness 
Intentional Action 
Mind-Body-Nature Unity 
Movement Education Based on Somatic Principles 
Movement Education Grounded in Fundamental Laws 
Natural Leaming Process 
Natural Movement 
Perception as Validator of Uniqueness 
Purpose of Technique 
Sensory Awareness 
Somological View of Body 
Technique as Reflective Practice 
Techniques for Teaching Movement 
Use of the Imagination 
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APPENDIX E 

Resultant Quotations From Query: Technique embedded in Bodywork 



Appendix E 

Resultant Quotations From Query: Technique embedded in Bodywork 

[Using Query Tool in ATLASffI 4.1 for Windows] 

HU: technique 
File: [A:\technique] 
Edited by: Super [Code] = Technique embedded in Bodywork 

6 quotation(s) for code: *BODYWORK AND TECHNIQUE 
Quotation-Filter: All 

** P4 = Primary Document 4 (technique.misc. notes.txt) 

P 4: technique.misc.notes.txt - 4:34 (222:224) (Super) 
Codes: [basis of technique] [integrating body work with technique] 

"Ultimately, it is the technique itself - material imparted - methods used to teach it - the 
must bear the brunt of retraining our students' faulty movement patterns while simultaneously 
advancing their artistic capabilities. Virtually any technique can serve this double function." 

P 4: technique.misc.notes.txt - 4:49 (318:321) (Super) 
Codes: [basis of technique] [integrating body work with technique] 
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"influence content and organization of technique class: appropriate WU procedures, 
information and methodology from the body therapies, basic conditioning principles, development 
of suitable levels of flexibility and strength, and corrective work for alignment problems." 

P 4: technique.misc.notes.txt - 4:54 (353:355) (Super) 
Codes: [basis of technique] [integrating body work with technique] 

"It is evident that there is a need for a system that will educate, or if necessary, re-educate, 
the dance student in terms of the underlying motor patterns and connections that pertain to all 
movement." 

P 4: technique.misc.notes.txt - 4:55 (357:360) (Super) 
Codes: [basis of technique] [integrating body work with technique] 

Somatics and Dance: "might merge to some degree, but each has its own identity and goal. 
The focus of somatics is on the overall well-being of the individual, whereas the focus of dance 
training is to enable dancers to perform efficiently, expressively, and safely in a variety of styles." 
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P 4: technique.misc.notes.txt - 4:57 (364:367) (Super) 
Codes: [basis of technique] [integrating body work with technique] 

"The student must make a transition, after years of learning from directive teachers 
... toward taking responsibility for their own leaming .... to shift the emphasis of their learning from 
the product to the process." 

P 4: technique.misc.notes.txt - 4:58 (369:371) (Super) 
Codes: [basis of technique] [integrating body work with technique] 

Teachers must "reexamine the content of their classes .... can no longer view a dance class 
as a sequence of plies, tendus, etc .... teachers must conceptualize the generic principles underlying 
movement." 
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Lesson Plan based on Clark's Movement Principles 



Appendix F 

Lesson Plan based on Clark's Movement Principles 

Developed by Joanne Emmons and Marta Lichlyter 

(Note: This lesson was developed for beginning dancers. The exercises are given as examples 
only.) 

Lesson Two 
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Thigh Socket Awareness (Femur Thrust to Sacrum); Crowbar Action (Lever Action of Femur to 
Pelvis) 

Teaching Materials: 

Pictures of the pelvis, the head of the femur as it sits in the acetabulum, the line of thrust 

from the femur head back to the sacrum, and the lever (crowbar) action of the femur to the pelvis. 

Exploration of Principles: 

Femur Thrust Back toward the Sacrum: Have the students "walk" their hands inward and 

downward from the iliac crest until they find again the "hollow" spot - the approximate location of 

the femur heads. Once that has been reviewed, ask the student to maintain one hand at the femur 

location and move one hand to the lower sacrum. Ask them to sense the depth of the pelvis 

between their two hands and to visualize the line of thrust from the femur ( one hand) back toward 

the sacrum (other hand). While maintaining this hand position, have the students shift their weight 

to the outside of the hip (to the greater trochanter). Ask them to sense how the line of thrust has 

been distorted and how it is reestablished when they return to "standing" on their femurs. Try this 

again with the pelvis anteriorly titled and realigned. Follow the same process of sensing the 

difference between the distortion and the correct stance. Try this with the pelvis posteriorly tilted 

and realigned. 
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Crowbar Action of Femur to Pelvis: From a sitting/kneeling position (vertical alignment, 

sits bones resting on heels, legs parallel), instruct the students to fold slightly forward from the 

thigh socket and instruct them to feel how the femur lifts up and under the pelvis as they shift the 

pelvis forward over the knees (this is where the "crowbar" lever action begins). Once the shifting 

and lifting up of the pelvis by the femur has been sensed, repeat the exercise from the beginning 

until the students sequences from sitting/kneeling through kneeling to standing. 

FLOOR WORK UTILIZING PRINCIPLES: FEMUR THRUST, CROWBAR ACTION 

Exercise #1: Sitting cross-legged on the floor, visualize the vertical oval pathway through 

the torso between the atlas and the coccyx. Using the breath to initiate the hollowing action, allow 

yourself to fold forward over your legs. Picture the line of energy from the femur head back 

toward the sacrum as you fold forward over the legs. Again, sense the anchoring of the sitting 

bones and allow the spinal processes to drop down the back as you unfold. When you reach 

vertical alignment, again focus on the line of energy from the femur heads back to the sacrum. 

Feel the depth of the pelvis. Repeat the folding and unfolding action over the right and left legs. 

End the exercise by exhaling and rolling down until the spine is resting on the floor. Flex your legs 

at the thigh and knee and rest your feet flat on the floor in parallel position. (This will be referred 

to as the flexed parallel resting position.) Again, sense how the femur "rests" in the thigh socket as 

the sacrum "rests" on the floor. Picture the line of energy from the femur head back toward the 

sacrum. 

Principles Involved: The focus is on how the femur heads "rests" in the thigh socket and 

how the line of thrust from the femur heads back toward the sacrum is kinesthetically reinforced in 

the flexed parallel·resting position. Vertical alignment is reinforced from the first lesson by the 
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repetition of returning to the sitting bones and by the emphasis on extension of the spine from 

coccyx to atlas via the oval pathway of the torso. 

Exercise #2: Lying on your back in vertical alignment with your legs extended. Take a 

deep breath in. At the depth of the exhalation, as the hollowing action to occurs, allow the ankles, 

knees and thighs to flex slightly. Keep your head aligned with your spine. Release to the floor. 

On the last repetition, relax on the floor with your legs fully extended. 

On an exhalation bring your legs and feet into the flexed parallel resting position. Using 

your exhalation, fully extend one leg with the foot remaining in contact with the floor. At the end 

of the extension flex the ankle joint. Remember, only the ankle joint is flexed and not the 

metatarsal joints. Keeping the ankle flexed, exhale and, flexing at the thigh socket, return your leg 

to the starting position. Repeat to the other side. End the exercise by returning to the beginning 

position of the exercise (both legs extended). At the end of your exhalation allow the hollowing 

action to bring you to sitting. End with the soles of your feet together. 

Principles Involved: The first part of this exercise focuses on the hollowing action as an 

initiator of movement. The exercise also concentrates on the heel/sit bone connection and 

introduces the student to the parallel tracking of the leg (heel remaining in line with sits bones on 

the extension and flexion of leg). The second part of the exercise concentrates on femoral 

awareness. 

Exercise #3: Sitting with the soles of your feet together, exhale to hollow and "scoop up" 

as you fold over the front. Unfold back to the vertical while bringing the arms up the front to place 

high and open to second. While maintaining the image of the line of energy from the femur heads 
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back toward the sacrum, circle the ann through the vertical plane and back to the second position. 

Repeat the sequence. Let the legs fold into parallel position in front of body between repetitions. 

Sense the rounding of the trochanter toward the center of the body as the legs fold in toward the 

center. Here is another opportunity for you to sense the line of energy from the head of the femur 

back to the sacrum. 

Now let's repeat the exercise adding a body half fold. Remember to remain vertical so that 

you are "walking" on your sitting bones. Continue this "walk" and "fold" while you focus on the 

line of energy from the femur head back toward the sacrum. This is particularly noticeable on the 

return action. When you become proficient with this movement, add a shoulder roll from the 

cocoon position ( curled up face down) on to your back. From the flexed parallel resting position, 

exhale, lift one leg and extend it from the thigh socket toward the ceiling. The leg and foot 

remained relaxed. Again, focus on how the femur head "rests" in the thigh socket. Explore how 

the leg rotates inward and outward in the thigh socket. Focus on the movement of the femur head 

in the socket without involvement of the pelvis. [Further explanations of femoral rotation is 

discussed in another lesson] Repeat the leg extension/rotation exercise on the other side. At the end 

of the final repetition, extend both your legs along the floor and with the hollowing action at the 

end of the exhalation, come to sitting. Roll over into the cocoon and come to kneeling. Exhale 

and bring one leg forward and come to standing. 

Principles Involved: All sections of Exercise #3 reiterate the principles of vertical 

alignment, the oval pathway up the front and down the back of the torso, use of breath to initiate 

hollowing and the internal shaping or yielding as required to efficiently accomplish the torso action. 

In addition the exercise reinforces the principle of the femur "resting" in the thigh socket. As , 
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mentioned above, the line of thrust of the femur head to the sacrum is strongly emphasized with the 

sitting bone "walk". The beginning principles of femoral rotation are introduced in the parallel 

resting position allowing the student to explore this concept without the need to maintain a standing 

alignment. In this exercise we begin to explore the lever action of the femur head up and under the 

pelvis on the rise from kneeling to standing. 

ST ANDING WORK UTILIZING THE PRINCIPLES OF FEMUR THRUST, 

CROWBAR ACTION 

Exercise #1: Curls with plies. Begin with a few femur "bounces" to give yourself the sense 

of being "on" your legs. Sense the oval pathways of energy through the torso. Check that you are 

standing in a proper parallel stance and that the weight is equally distributed throughout your feet. 

Begin the exercise with 2 demi-plies and a curl with demi-plie forward/uncurl. Repeat 2 demi-plies 

and side curl with demi-plie/uncurl. Repeat to the other side. Enjoy the easy pulsating quality 

throughout the exercise. Remember to maintain a "softness" in the knees (to discourage 

hyperextension of the leg). 

Repeat the entire exercise with an arm swing. During the forward curl swing your arms 

up and forward (through sagittal plane) to place high and back to place. On the side curls swing 

your arm out and overhead (through vertical plane) and back to place. 

Principles Involved: The exercise involves femoral and scapula/humeral action awareness. 

As the students explore scapula/humeral sequencing through the sagittal and vertical planes and the 

flexion/extension of the hip socket they begin to sense the connection between the lines of thrust of 

the femur heads back to the sacrum and the oval lines of force in the torso (particularly dropping 

th 
· 1 ) A m· the "softening" and "centering" of the stemal-clavicular socket and e spma processes. ga , 
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the muscles surrounding the shoulder joint in order to perform the vertical cycle should be 

emphasized. 

Exercise #2: Shifts of weight standing in parallel. Find the proper parallel stance with the 

weight equally distributed throughout your feet. It might be helpful to "walk" your hands in toward 

your femoral heads in order to get a kinesthetic sense of the distance involved when shifting from 

femoral head to femoral head in all five directions (front, diagonal front, side, diagonal back, 

back). 

Principles Involved: Again, this exercise requires the student to picture the line of thrust 

from the femur head back to the sacrum, the cyclical ( oval) pathway of the front to back line of 

force, and the atlas/coccyx connection. By focusing attention on these three principles the student 

begins to get a sense of depth through the pelvis and the connection between the upper and lower 

halves of the body. Emphasis is placed on the need to work close to the center of the body (core 

awareness). The heel/sitting bone/thigh socket connection involved is the precursor to the principle 

of the medial line of force (mechanical axis line) through the leg, which will be explored in a later 

lesson. 

Exercise #3: Brushes in 5 directions. (The sequence is first done as brush, close, demi-plie 

and then repeated reversing the plie and brush). Focus you awareness on the extension of the leg 

from the thigh socket and the alignment of the joint centers through the thigh, knee, and ankle 

joints. Sense the easy "bouncing" quality of the plie - bouncing on the femur heads. Try not to 

"sit" in your plie. When you feel proficient with the brush/plie sequences, you can add a swing of 

the opposite arm to place high and back to place. 
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Principles Involved: The primary focus is on the line of thrust from femur to sacrum with 

the intent to focus attention on working close to the core of the body and discouraging the tendency 

to sit on the "outside" of their legs, particularly in plie. The student again explores the crowbar 

(lever) action on the extension from the plie. The image of the femur head coming up and under 

the pelvis supplies a strong reinforcement for the student to align the leg along the joint centers. By 

adding the oppositional arm swing the student begins to see how the body is cross-patterned, tying 

both sides of the body together. The foot/floor connection should be.reiterated. Again, the 

principles of the oval lines of force up along the anterior ligament of the spine and down through 

the spinal processes is reinforced. 

Exercise #4: Small undercurves in the 5 directions. Recalling the concept of the pelvis as 

an initiator of movement, shift your weight through the five directions. Focus your awareness on 

the floor of the pelvis. 

Principles Involved: The shifting of weight between the femur heads is the primary 

principle involved. Attention should be paid toward feeling the thrust back toward the sacrum as 

the weight is shifted between the femur heads. This image is particularly useful in stabilizing the 

thigh socket and maintaining the weight over the joint centers of the leg. Again the crowbar (lever) 

action is present at the end of each undercurve as the weight is fully shifted up on to the supporting 

leg. The principles of the oval lines of force through the torso, as well as the importance of breath, 

continues here. 



LOCOMOTOR EXERCISES UTILIZING THE PRINCIPLES OF FEMUR THRUST, 

CROWBAR ACTION 
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Exercise #1: Undercurves/Swings in the Sagittal Plane with Arm Circles: On the breath -

undercurve forward as you circle your arms back to front (back sagittal cycle). Forward-drop

swing, suspend at place high, and as you return to vertical, swing the arms front to back. The first 

and the last arm cycles are to mirror the undercurve. Repeat the sequence across the floor. Allow 

yourself to vocalize so you can sense the full extent of the breath action. 

Principles Involved: The crowbar action comes into play at the end of each undercurve as 

the femur lifts up and under the pelvis at the thigh socket. The femoral thrust back to the sacrum 

assists in stabilizing the legs and pelvis on the swing. The sagittal cycling of the arm reiterates the 

principles applied throughout the floor and standing work. As well, pelvic floor awareness is 

reinforced by the undercurves through space. 

Exercise#2: Scoops and Undercurves in the Vertical Plane: Starting in parallel, without 

arms, undercurve into second position, shift your weight between femurs and pivot 1/2 tum. 

Repeat alternating sides. Once you have mastered these scoops, you can add an oppositional arm 

circle. As the undercurve is initiated, scoop your arm down to place low. As you make the pivot 

tum allow the arm to scoop up the front to place high. Again, allow yourself to vocalize to fully 

engage the breath rhythm. 

Principles Involved: This exercise primarily involves the shifting of weight between the 

femur heads and the crowbar action which occurs at the end of the undercurve. In addition, the 

students begin to experience rotating around a vertical axis. As the arm mimics the undercurve of 
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the legs the scooping up action recalls the hollowing action of the breath. The use of breath as 

initiator, particularly the exhalation, is emphasized on both the undercurve and the pivot tum. 

Exercise #3: Running on the Breath: In this exercise you are again encouraged to vocalize 

as you exhale and run (pedestrian run) across the floor on one breath. 

A variation: Run 1/2 way across on the exhalation, drop to the floor (in a non-injurious 

manner), rise on your inhalation, and explode out again, running on your exhalation. If you wish, 

you may add a forward swing and jump to this variation. 

Principles Involved: The primary focus of the exercise is breath as an initiator of 

movement. The exercise also requires a fast shift of weight on the runs. The rise from the floor 

involves the crowbar (lever) action of the femur to the pelvis, the vertical realignment of the torso 

using the oval lines of force through the torso and a sense of the atlas/coccyx connection. 

Exercise #4: Preparation for Jumps: Begin with three "femur bounces" and a releve on 

count 4. Remember to soften through the feet, ankles, knees, and thigh sockets throughout the 

descent. Repeat "femur bounces" and gradually work up to small jumps in place. 

Principles Involved: The image of the crowbar action works well here in lifting the pelvis 

up into the air on the jump. Maintaining the sense of the oval pathways through the torso and the 

lines of thrust from the femurs back to the sacrum aid in proper vertical alignment during the 

preparation, ascent and landing. Emphasis should be placed on the elasticity of the foot/leg/pelvis 

connection, especially on the descent. The medial line of force (mechanical axis line) through the 

joint centers up from the foot, through the leg, and into the thigh socket comes into place in 

maintaining the proper leg alignment throughout the jumping sequence. Of course, breathing is of 

utmost importance. 
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IMPROVISATION 

This improvisation, which we will call a Sitting to Standing Dance, involves all the 

concepts and movement principles you have been working on in class. The purpose is to allow you 

the opportunity to further explore the relationship of the femur to the thigh socket, the line of 

energy back to the sacrum, and the crowbar (lever) action of the femur head up and under the 

pelvis. Engage your imagination and playful spirit in your exploration of these concepts. Focus on 

your breath rhythm as you explore different levels of movement (high, low, middle) and sense how 

the movement of your bones and muscles act in harmony with each other. Expand your movement 

throughout the space. Change directions as you travel throughout the room. Play with the 

qualitative elements of your movement. What changes do you sense when you move with 

quickness or lightness; strength or sustainment; directness or indirectness. What happens to your 

sense of flow when you movement with freedom or restriction. Immerse yourself in a playful 

exploration of your interior landscape. 
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APPENDIXG 

Overview of Remaining Nine Lessons based on Clark's Movement Principles 



Appendix G 

Overview of Remaining Nine Lessons based on Clark's Movement Principles 
Developed by Joanne Emmons and Marta Lichlyter 

Lesson One: Ovals of the Body, Dropping the Spinal Processes, Use of the Breath 

Teaching Materials: 
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Pictures of the spine, it's various parts and the whole. A skeleton - if available - would be 

useful in indicating various bony landmarks, muscular attachments ~d oval pathways 

Exploration of Principles: 

The Ovals of the Body: The ovals of the body, or oval pathways, refer to the lines of 

force around and through the body. These include the lines of force up the front of the leg from the 

middle toe to the thigh socket and down the back of the leg, coming up the back of the head and 

down the front, or the core line of force described below. With the use of pictures or, if available a 

skeleton, trace the various lines of force of the body. Have the students trace these lines of force 

on their own bodies and discuss how they feel. Reverse the lines and discuss how their bodies are 

affected. This exploration can be done individually or with partners. 

Dropping the Spinal Processes: Begin by exploring the spine, it's structure and function. 

Familiarize students with concept of the line of force coming up the front along the anterior 

ligament of the spine and dropping down the back through the spinal processes. Using a partner 

system, have one student sit in a comfortable position facing away from their partner. The student 

being touched will supply a slight upward pressure on the sternum as their partner supplies a light 

downward indication on the spinal processes from Tl to L3 or L4 (back of waist level). Instruct 

the students to picture an oval line of force which travels up the front of the body beginning at the 

pubis, continues up under the sternum, passing through the head at ear level and then down the 
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back to the coccyx, between the sitting bones, and back up through the pubis where it begins the 

journey again. The partners should work at their own speed. 

Use of the Breath {Hollowing): Familiarize the students with the use of breath as a 

movement initiator. Explore how the body's internal shaping changes with inhalation and 

exhalation. Instruct the students to place their hands on the abdomen and experience the billowing 

and sinking of the abdominal contents. Then repeat the exercise with their hands on the rib cage. 

As the student sit in a comfortable position instruct them to vocalize as they breathe. Instruct them 

to make each breath as full as possible both on the inhalation and the exhalation. In this manner 

they will become familiar with the hollowing that occurs at the end of a deep exhalation. 

LESSON THREE: Thigh Socket Awareness / Femoral Rotation 

Teaching Materials: 

Pictures of the pelvis, the head of the femur as it sits in the acetabulum. Pictures of the 

muscles involved, particularly the deep lateral rotators. 

Exploration of Principles: 

Femoral Rotation: In pairs, one student lies on the floor in the flexed parallel resting 

position. On the exhalation the student extends one leg, from the fully flexed position, up toward 

the ceiling keeping the knee and foot easy. The standing student manipulates the femur in the thigh 

socket starting in neutral and proceeding to inward and outward rotation. The pelvis should remain 

still as the femur is manipulated. The students are advised to work with a sense of ease, "allowing" 

the standing student to do the work. When both legs have been manipulated, exchange places. 



LESSON FOUR: Psoas Action 

Teaching Materials: 
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Pictures of the psoas and its bony connections (origin/insertions). Emphasis is placed on the length 

and depth of the psoas. 

Exploration of Principles: 

Psoas Action: Standing in parallel, have the students place the finger tips of one hand at 

the approximate point of the femoral socket. Place the knuckles of th~ other hand at the 5th lumbar 

insertion of the psoas. Take two steps in parallel and then move knuckles up to 4th lumbar 

insertion (approximately I") and repeat steps. Repeat this process up the spine to the 1st psoas 

insertion at T 12. This process will give the students a sense of the length as well as the depth of 

the psoas. It will also reinforce the image of the muscle's diagonal line of pull, it's three 

dimensionality. Part 2: On the exhalation, add the full flexion of the femur in the thigh socket as 

the hand travels up the spine. This process allows the student to explore the relationship of the 

breath to the hollowing or scooping up action to the contraction of the psoas. 

LESSON FIVE: Center of the Foot Awareness <Talus as Center of the Ankle/Ankle as the 

Fulcrum of the Foot) 

Teaching Materials: 

Pictures of the foot, tibia, fibula and talus (forming the ankle joint) or if available, a 

skeleton to demonstrate how the ankle acts as the fulcrum of the foot. 

Exploration of Principles: 

Center of Foot (Fulcrum Action): Sitting on the floor have the student point to where they 

feel is the center of their foot. Correct the perception, if necessary, indicating the center of the foot 
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lies in front of the heel _(indentation). Placing a finger at the center of the foot have the students 

flex and extend the foot at the ankle joint to experience the "seesaw" action. The finger indicates 

the center of the foot (the depression in front of the heel). Next, circle the foot inward, keeping the 

finger at the center of the foot. Do both feet. 

LESSON SIX: Ankle Foot/Heel Foot Awareness 

Teaching Materials: 

Pictures of the foot, the tibia, fibula and talus (forming the ankle joint). If available, a 

skeleton is useful to demonstrate principles. 

Exploration of Principles: 

Ankle Foot/Heel Foot: Sitting on the floor have the students trace a line from the first 

three toes, one at a time, back toward the talus - the center of the foot. Have the students picture 

the counter thrust from the floor going back toward the ankle. This is the ANKLE FOOT. Then 

have the students trace the line from the inner heel around the back of the heel and along the 

outside (lateral) edge of the foot to the base of the 4th toe. Repeat that process for the 5th toe. 

This is the HEEL FOOT. Particular attention should be paid to the lengthening of the lateral side 

of the foot which is usually held contracted. This exploration relates the last two toes back to the 

heel as well as the center of the foot. Emphasize the elongation and relaxation of the toes during 

this exploration. Part 2: In pairs, have one student stand and one student sit or kneel. As the 

standing student brushes one foot out, the sitting student traces the first three toes back to the 

ankle. As the standing student brushes the foot back to place, the kneeling student traces the line 

from the inner heel (center of the foot), around the heel and out the 4th and 5th toes. Repeat this a 

couple of times with both feet and change positions. 
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LESSON SEVEN: Cross Patterning ofthe Torso-The Inner X 

Teaching Materials: 

Pictures of the entire skeleton. It is helpful to have a drawn line indicating the inner X 

connecting the femur head to the opposite occipital condyle (via the psoas and crossing under the 

mid-sternum). 

Exploration of Principles: 

The Inner X: Have one student (A) place one hand approximately at the femur head (start 

either R or L side) and have student (B) place their fingertips on the opposite occipital condyle. 

Student A then traces the line from the femur head, up the psoas, crossing at the mid-sternum, up 

the front of the neck to student B's fingertips at the opposite occipital condyle. Repeat a few times 

on one side and then change sides. Have the students change places. 

LESSON EIGHT: Arm Socket Awareness/frapezius/Latisimus Dorsi 

Teaching Materials: 

Pictures of the shoulder girdle, front and back. Pictures of the muscles involved in 

movement of the shoulder girdle, particularly the trapezius group and the latisimus dorsi. 

Exploration of Principles: 

Arm Socket Awareness: To find the arm socket, the student places the thumb in the 

armpit pointing up into the humeral socket. Note that the socket is approximately 2-3 inches 

lower than the clavicle. Note that arm actions occur lower than actions occurring in the shoulder 

girdle. With the thumb "at" the arm socket, explore the various directions in which the arm is able 

to move using the elbow as an initiator. Feel how the ball (humeral head) rotates in the socket. 

Part II: In pairs, have Student A cycle one arm front to back as Student B traces the "V", formed 
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by the trapezius and the latisimus dorsi, downward from the scapula. Note how the scapula slides 

down and under the trapezius as the arm cycles to the back. Part III: Standing in parallel position, 

shift weight to one foot, rotate the femur head in the thigh socket while rotating the humerus in it's 

socket. Note the similarity of range and ease of rotational movement. Recall the principles of the 

inner X from the previous lesson. 

LESSON NINE: Rib Socket Awareness 

Teaching Materials: 

Pictures of the ribs, front and back, and the sternal and spinal connections. 

Exploration of Principles: 

Rib Socket Awareness: In pairs, Student A sits with their fingertips making a slight 

upward indication on their sternum (as in Lesson One). Student B touches along the side of each 

vertebrae at the spinal socket (approximately where the rib connects to the transverse process). 

Student A pictures the rib "centering" in the socket about 2-3 inches deep. Do the 1st through the 

7th vertebra, traveling down the back. The space between the vertebra will vary from 1/2" to 1" 

depending on the individual. Do both sides of the spine and change places. 

LESSON TEN: Atlas/ Axis/Head Connections 

Teaching Materials: 

Pictures of the cervical spine, particularly the atlas and the axis. Pictures of the 

articulation of the head and neck. How the head sits on the atlas. How the atlas articulates with the 

axis (atlas rotates on the axis/axis flexes and extends the head). A skeleton would be especially 

helpful in visualizing the atlas/axis/head connection. 

Exploration of Principles: 
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Atlas/ Axis/Head Connection: Have the students picture a horizontal line between their 

ears. The atlas is the center point along this line. Have the students rotate their heads from side to 

side and picture the atlas as it rotates on the "thumb" of the axis. Have the students nod and 

picture the flexion/extension action of the articulation between the atlas and the axis. Part 2: Ask 

the students to sit cross-legged on the floor and picture the centered atlas reaching up through the 

top of the head as the centered coccyx reaches down to the floor between the sitting bone. While 

anchoring the sitting bones, ask the students to "reach" the atlas out into the 5 directions, starting 

at the high level, then middle and finally low (i.e., forward, right forward diagonal, right side, right 

back diagonal, back, left back diagonal, left side, left forward diagonal). Repeat to the other side. 
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AppendixH 

Human Subjects Review Committee Approval Letter 

March 24, 1998 

Ms. Marta Lichlyter 
407 W. College Street 
Lewisville, TX 75057 

Dear Ms. Lichlyter. 

TEXAS WOMAN'S 
UNIVERSITY 

DENTON / DALLA~/HUUSTON 

HUMAN SUBJECTS 
REVIEW C'OMMI1TEE 
P.O. Box 425619 
Denton. TX 76204-561!1 
PhOM: 940 / 119R-33'77 
Fax: 940/898-3416 

Your study entitled '"The Integration of the Somatic Principles of Barbara 0ar1( into Modem 
Dance Technique" has been reviewed by a committee of the Human Subjects Review 
Committee and appears to meet our requirements in regard to protection of individuals' 
rights. 

Be reminded that both the University and the Department of Health and Human Services 
(HHS) regulations typicaRy mqui'e that agency approval letters and signatures incticating 
informed consent be obtained from all human subjects in your study. These consent fonns 
and an annuallfinal report (attached) are to be flied wlttl the Human Subjects Review 
Committee at the completion d the study. 

This approval is valid one year from the date of this letter. Furthermore, according to HHS 
regulations, another review by the Committee is required if your project changes. If you have 
any questions, please feel free to call the Human Subjects Review Committee at the phone 
number listed above. 

Human Subjects Review Committee 

cc. Graduate School 
Dr. Janice LaPointe-Crump, Department of Performing Arts - Dance 
Dr. Richard Rodean, Department of Performing Arts - Dance 

J\ Ul"'1"t'M1tliw PNblic Un~ly Pri,nllrily for WDllltn 

J\n £qttal o,,,,«tw,ity!Affi111NJittr ltctiun Emplayr, 
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Appendix I 

Texas Woman's University Subject Consent Forms 

1/20/98 

Title of Study: The Integration of the Somatic Principles of Barbara Clark into 
Modem Dance Technique 

Name of Investigator: Marta Lichlyter Advisor: Janice LaPointe-Crump, Ph.D. 

Phone Number: 972-221-6122 Advisor Phone Number: 940-898-2090 

As a participant in the investigator's Fall, 1996 study, I was informed that the data 
gathered during the study may be used as part of the investigator's dissertation. 
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I was informed that should the data gathered from the 1996 study be used for dissertation 
purposes, I would be notified and that my consent to use that data for dissertation purposes would 
be requested. 

I understand that data gathered through my transcribed interviews, free writings, and the 
videotaped lessons will be used for dissertation purposes. 

I have been informed that my anonymity with respect to transcribed interviews and free 
writings will continue to be insured. I have been reassured by the investigator that her copies of 
my writings will be kept confidential. 

I have been informed that the risk of breach of confidentiality is minimal as the 
investigator will continue to store the writings off campus. 

I understand that my transcribed interview and free writing may be included as an 
appendix in the dissertation. 

I understand that all video taped materials gathered during the October 1996 study will be 
kept for five years. After that time, the video tapes and any data not part of the printed dissertation 
will be destroyed. 

I hereby release the Texas Woman's University from any and all claims arising out of such 
taping, recording, reproducing, transmitting, or exhibiting as is authorized by the Texas Woman's 
University. 

Please let us know at once if there is a problem and we will help you. You should 
understand, however, that TWU does not provide medical services or financial assistance for 
injuries that might happen because you are taking part in this research. If you have any questions 
about the research or about your rights as a subject, we want you to ask us. Our phone number is 
at the top of this form. If you have questions later, or if you wish to report a problem, please call 
us or the office of Research & Grants Administration at 817-898-3375. 



3/31/98 

Title of Study: The Integration of the Somatic Principles of Barbara Clark into Modem Dance 
Technique 

Name of Investigator: Marta Lichlyter 

Phone Number: 972-221-6122 

Advisor: Janice LaPointe-Crump, Ph.D. 

Advisor Phone Number: 940-898-2090 

I have been informed that the focus of this interview will be the direct integration of the 
somatic principles of Barbara Clark into modem dance technique. 
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I understand that I will be interviewed by the investigator and have been informed that the 
interview will require two to three hours. I understand that the time and place of the interview will 
be determined by mutual agreement between myself and the investigator. I have been informed that 
the interview will be conducted via private telephone in my home in an effort to minimize risks of 
loss of privacy. I understand that I have the right to terminated the interview should I become 
fatigued. 

It has been explained to me and I fully understand that I may refuse to take part in this 
activity. 

If I chose to be interviewed, I understand that I have the right to refuse to answer any 
questions and that I may terminate the interview at any time. 

I understand that the interview will be audio taped and that I will have the opportunity to 
review and edit the transcript of my interview prior to its usage. I understand that my answers to 
questions asked during the interview will be kept confidential. 

I understand the data gathered during this interview will be utilized as part of the 
investigator's dissertation. I have been informed that copies of the full interview transcripts may be 
included as an appendix to the dissertation. 

I have been informed that the audiotapes and transcripts of my interview will be kept for 
five years at which time the audiotapes will be destroyed. 

I understand that all measures will be taken to insure confidentiality in any written 

document. 
I understand that my participation in this study is voluntary and that I may withdraw from 

the study at any time. My refusal to participate will involve no penalty. 
An offer has been made to answer all ofmy questions and concerns about the study. I will 

be given a copy of the dated and signed consent form to keep. 
Benefit to the Subject: 

I understand that the benefit I will receive from my participation in this study will be in 
having access to the information or outcome of the study. 

I hereby release the Texas Woman's University from any and all claims arising out of such 
taping, recording, reproducing, transmitting, or exhibiting as is authorized by the Texas Woman's 

University. 
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Interview Guide: Students/1996 Workshop 
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Appendix J 

Interview Guide: Students/1996 Workshop 

1. What were your overall impressions of the classes? 

2. What did you personally come away with from these classes? 

3. How did you apply the concepts presented to your daily life, technique classes, performance? 

4. What did you find valuable, or not valuable, about this work? 

5. Was there anything missing for you from these classes? Anything you would have added? 

6. How did you feel about the presentation of the material? 

7. If you were to continue with this work, how would you like to see the classes structured? 
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APPENDIXK 

Interview Guide: Emmons and Matt 



Appendix K 

Interview Guide: Emmons and Matt 

1. Tell me about your working relationship with Barbara Clark? 

2. Having studied with both Sweigard and Clark, what do you believe to be the fundamental 
philosophical differences in their respective approaches to Ideokinesis? 
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3. During your study with Clark, what was your experience integrating her principles of imagined 
action and natural movement? 

4. Based on your experience in teaching Clark's work, what have you observed regarding 
students' ability to assimilate Clark's movement principles? 

5. To what extent do you believe cognitive effort (interpretation of intrinsic and extrinsic 
information as part of the problem solving process) and personal learning style is involved in the 
assimilation of Clark's work? 

6. How would you define technique? 

7. How do you see Clark's work influencing modern dance technique? 




