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ABSTRACT

Dance is currently being implemented as a curriculum subject in primary and secondary
schools throughout New Zealand. This thesis aims to support and advocate for the inclusion
of dance in the curriculum, by exploring practical methods of facilitating inclusive
choreographic structures. The objectives of this research are formed within the key question:
'How can choreographic practice embrace the values of inclusion in dance education?'

This study analysed a specific choreographic process and its resulting performance. Six
)

participants with diverse dance experience were invited to take part in a study comprising
twenty dance workshop sessions through July-November 2002.

The methodology of this study works within a paradigm of kinaesthetic phenomenology
(Kleinman, 1991), creating a performed as well as a written thesis, I have worked towards
overcoming the inadequacy of the written word to translate the complexity and mystery of
artistic, somatic, relational interactions and understanding. The central research fields that
created the methodological framework of this study were arts in education (Eisner, 1998),
dance as research method and articulation (Ellis, 2002, Brown, 1994, 2001) and writing as a
method of inquiry (Richardson, 2000). A ten minute video documentary presents an
alternative evocation of our process to its final stages with an emphasis on the lived qualities,
dynamics, and relationships inherent in this project.

This study highlights that inclusive choreographic process and practice places the community
and safety of dance participants above the achievement of specific dance exercises. Starting
points for teaching dance with a focus on participation and access emerged from the
workshops through the four concepts of balance and support, awareness and initiation,
·(

moving without sight, and tuning scores. Outcomes of this study also include teaching
strategies for facilitating dance with a focus on the unity and diversity of participants, and
awareness of the value of somatic education in meeting the holistic aims of the New Zealand
Dance Curriculum (2000).

The wider implications of this study reinforce the unique place dance education occupies in
promoting mental and physical health in schools through its potential as a holistic discipline.
This thesis also provides a framework for using phenomenological methods of research
between artistic, educational, and academic practices.
111
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Introduction

\

Some languages have little euphemisms which modify suddenly ones notions,
alter ones whole way of adoring.

Laurence Durrell

Now that we do not speak solely to be heard
But also so that others may speak ...
I wish to propose a few things;
I wish to make noise with my feet.
I want my soul to find its proper body.

Nicanor Parra, Piano Solo
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CHAPTER ONE
INTRODUCTION

Dance is currently being implemented as a curriculum subject area in primary and secondary
schools throughout New Zealand. As with the introduction of any new subject area into
schools, the integration of dance as a valued educational discipline is evoking a range of
questions and issues. A core issue is that to accept and value dance education is to understand
and appreciate a shift in New Zealand's perception of valid knowledge and the role of the
body within it. The vision of dance that is presented by the emerging dance curriculum is a
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new and I believe alien one for many of the communities involved in the implementation of
dance education in schools. This thesis posits that inclusive practices may redefine limiting
perceptions of dance, and embrace the diversity of bodies, abilities, and cultures involved in
dance education in New Zealand.

Perceptions of dance by different communities present a vast range of contrasting meanings,
possibilities and limitations for dance and its role in art, society and education. The history of
dance as art presents a stereotype of virtuosic technique, grace and transcendence which still
forms the basis of what many New Zealanders consider contemporary dance. The dance
education model, in contrast, presents dance as a way of processing creative, kinaesthetic and
critical ideas through movement. Dance education in the New Zealand curriculum focuses on
participation rather than technique, creativity rather than beauty, and developing communities
of students who are confident in developing ideas through extending the possibilities of their
movement, rather than transcendence (Arts Curriculum, 2000). The issue of whether dance

>

refers to codified, set movement vocabularies or moving ideas through the body is a central
issue in this research, as I believe stereotypes of what it means to dance or who can be a
dancer are the primary barriers to participation in dance and to teachers' acceptance of the
dance curriculum. If dance education is to be successfully implemented in New Zealand
schools then it would seem vital that exclusive definitions of dance are replaced by models of
,j

processing and choreographing dance that embrace the diversity of bodies, abilities, and
cultures that will be involved. In this way dance may be valued as a way of lmowing in an
educational context rather than as a set of prescribed movement skills or a fixed body of
lmowledge.
Elliot Eisner (1993), a key advocate for the role of arts in education, discusses the role of art
in schools as providing learning experiences which work from the unique perceptions of each
2

student. He insists that we must attend to a range of ways to process, consider and articulate
our world in order to understand a range of different experiences. He writes that:

Representation .. .is ... the process of transforming the contents of consciousness
into a public form so they can be stabilized, inspected, edited, and shared with
others. Representation is what confers a publicly social dimension to cognition.
Since forms of representation differ, the kinds of experiences they make possible
also differ. Different kinds of experience lead to different meanings, which, in
turn, make different forms of understanding possible (Eisner, 1993, p.12).
)

.,

In dance, as in education, many ways of knowing need to be addressed in order to embrace a
diversity of people and ways to understand and articulate ideas. In order to extend people's

I

perceptions of what it means to dance, the diverse possibilities of working with our moving
selves need to be made apparent. The perceptions of teachers, students, and parents as to what
dance is and what it can accomplish will be central in defining how the dance curriculum is
received in New Zealand. This will happen when inclusive approaches to dance are provided
in both education and performance contexts. An inclusive approach to both dance and
education works against models of both dance and education that depersonalise the knower

:)

from the lmown, and the dancer from the dance. Ballard (2000) defines inclusive education as,
"a movement that began as a values based challenge to exclusionary and disablist policies and
practices and has gained strength through demonstrable achievements in educating all
students in ordinary classroom settings irrespective of their differences in intellectual,
physical, sensory or other characteristics" (Ballard, 2000, p.149). This thesis will explore the
aims of inclusive education in relation to dance, education and choreographic issues.
Statement of Intent
The objectives of this research are framed within one key question:

1. How can choreographic practice embrace the values of inclusion in dance education?

Key issues of inclusion, access, and participation in regard to implementing the New Zealand
Dance Curriculum in schools provide a context for discussion of my research question. My
key research objective is to workshop then present dance forms that embrace a diversity of
bodies, abilities, and cultures. I will do so through a research process situated in the
methodological fields of kinaesthetic phenomenology (Kleinman, 1991) and constructivism
3

(Schwandt, 1994). I will relate findings from the workshop process, to limitations and barriers
that have been created around dance and discuss how exclusive perceptions of dance may be
replaced by models of dance education and art practice that value diversity and participation.

This thesis will explore ways of integrating creative concepts found within dance, poetry and
t>

somatic methods of understanding the body. It will research a philosophy and method of
dance practice through a learning/artistic process that embodies the educative model of dance
as an inclusive way of processing a range of ideas that interrelate self, the world and aesthetic
form. This study will examine philosophies and methods of facilitating dance that encourage
understanding of human diversity and creativity and work against prescriptive, limiting
stereotypes of dance. Analysis (through case studies the development of movement ideas with
video recording) of this artistic process and product will then be related back to a dance
education context.
L·

As well as a written thesis that provides an argument and a model for inclusive education,
this thesis has performative and practical components. In order to embody and articulate the
(':,'(

concept of inclusion in dance practice, I will facilitate and outline a method of creating
choreography that embraces a diversity of bodies, abilities and cultures, through integrating

:)

processes from dance, choreography, poetry and somatics. Research outcomes include: a) a
thesis that outlines a philosophy of incorporating many ways of knowing (Eisner, 1998) in
dance education practice, and b) a performance that embodies this philosophy in process and
product through an artistic process that remains true to the concept of providing inclusion and
access to dance through integrating many ways of knowing in dance practice.

"

Underpinning this thesis is my belief that artistic language is as important as academic
language in processing and articulating research ideas. For me the privilege and grace of
being a student of the performing arts is the possibility of embodying what we learn - living it
in our cells, our voices, our blood, our movement, our emotions - articulating more than an
abstract idea or philosophy on paper. In learning through the performing arts we may explore
and articulate aspects of the complexity of being alive in a world rife with questions, facts,
possibilities, and feelings that are best represented through dynamic fields of understanding
that include the mediums of dance, poetry, music, somatic education and theatre.

4

Value

Through exploring philosophies and methods of inclusive dance education, this research
may:

•

Promote dance as an inclusive art form which has an innovative role to play in the
fabric of New Zealand's educational and performing arts cultures.

·.>

•

Provide an example of and working method for inclusive dance practice that relates to
classroom practice.

·.,.__

•

Provide a methodology for dance practice and performance as a way of knowing
within academia.

I

The value of this study lies in its thorough exploration of both the philosophy and practice of

1,'

inclusive dance education. Through addressing how the perception of dance as an inclusive
form may be made accessible through philosophy and practice, this study may impact upon
how dance and education is understood in New Zealand, as well as the individual settings of
specific dance teachers and practitioners.
From research aims to research practice

Underpinning this research is the belief that dance is a powerful and vital way of formulating,
articulating and expressing lmowledge, and that dance has great value as an educational

,·.

discipline in schools. The value given to dance as an educational discipline stems from my
belief that drawing upon a range of ways to construct and express ideas is a vital part of
valuing diversity in our schools and communities. These beliefs are an integral part of the way
that this research project is structured. Throughout this thesis I will draw on a range of ways
to move between the research fields of dance, choreographic process, phenomenological
·)

description and narrative, poetry, and research methodology.

This thesis researches artistic practice in relation to epistemology, ontology and pedagogy.
Inherent in this study is the philosophy that different kinds of expressive forms offer unique
ways of lmowing. The uniqueness of different forms through which we construct lmowledge
encapsulates different textures, perceptions, values and depths of experience (Richardson,
2000; Denzin, 2000; Eisner, 1993, 1998). In this thesis I will draw upon a range of different
expressive forms to articulate the research process, data and analysis with the intent that
readers may experience different layers and aspects of this research project. Using a range of
ways to express this study to the reader is necessary in order to put into practice the theories

5

and philosophies of inclusion and diversity which this thesis advocates. The research fields of
phenomenology and somatics inform this thesis through theory, method and practice. Both
phenomenology and somatics are fields of study that move between philosophy, theory and
specific research and writing methods in such a way that tacit, felt, interrelational and danced
experience may be respected, evoked and addressed through the research process.

Researching through dance process demands that this study attend to the nature of language in
developing understanding of the moving body. I have insisted that the choreography the
research participants and I create from our dance research workshops be assessed as a form of
research articulation that speaks to readers as a key element of the written thesis. In doing so I
)

am contesting the power of the written word to articulate the complexity of artistic, somatic
understanding and expression. At the same time I cannot deny the centrality of spoken and

>

written language through this thesis. My vocabulary of English words and meanings
constantly signifies, constructs and delivers meaning though every element of this study and
my writing self plays the enormous role of actualizing the possibilities of this study. This
research draws upon creative methods of writing such as poetry and narrative in developing
phenomenological description within the research process. Integrating artistic modes of
perception within academic methods of study is an integral way in which this thesis explores
inclusivity by valuing many ways of perceiving in the process of sharing ideas between
individuals, teachers, artists, and researchers.

Qualitative research methods provide methods for this thesis to conceptualise frame and
conduct study within somatic and phenomenological paradigms. Qualitative research methods
contest the authority of a single, objective reality, history, or truth (Denzin and Lincoln, 2000;
•)

Eisner, 1993). As such, qualitative research practices employ a vast range of different
research paradigms and practices in order to develop understanding of people, situations, and
events. A tenet of qualitative study is that there is no one right way or singular authority to
research human issues while respecting the complexity and depth of understanding and
representation. "We stand at the threshold of a history marked by multivocality, contested
meanings, paradigmatic controversies, and new textual forms" (Lincoln and Guba, 2000,
p.185). In recognising that there is no one right way to conduct research, my voice as the
presence driving, developing, representing and creating this research project is central in the
emergence of a research method. I am an individual, a poet, a mover and a writer before I am
a researcher. As an individual I approach my experience with an artist's mind, an appreciation
of how idea becomes representation; through intonation of voice, design, placement in space,
6

facial expression, movement or language. These things are my subjectivity, and my first tools
as a qualitative researcher. (Wolcott, 1992)

Researching through art practice is a central way in which I connect my subjectivity as a
researcher to the formal academic aims of creating a thesis on inclusivity and dance
education. Researching through and about choreography as a way of knowing is an approach
to creating this thesis that recognises multivocality (Lincoln and Guba, 2000, p.185) in
research, education, and arts practice. The following literature review and methodology
chapter I work towards articulating the separate components and integrated workings of
multivocality in this thesis; how the ways of seeing engendered by phenomenology, somatics,
dance and poetic writing are entwined through philosophy, theory, method, practice, and
articulation of research findings.

At the end of the Results Chapter of this thesis I have attached the C.D. Rom which offers an
artistic, danced articulation of this written narrative that re-presents lived moments of our
development as we explored, rehearsed, and performed possibilities for inclusive
choreographic practice.

c.
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Literature Review
/
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Poems come from where
they have always come from;
V

they dance in themselves as
they always have, they sing to us
as they always will, and we will
not need to be told what we feel
or which way our inclinations lean ...
we will dance and sing.

~(

A.RAmmons

•·I
/>
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CHAPTER TWO
LITERATURE REVIEW

Dance

'Dance' is a term that has specific meanings for most people, yet is impossible to frame
within a single definition. The following literature review is of dance as a practice related to
profession, community, research and education.

The key issue in how we perceive dance is whether we value dance as a form that exists and
that we fit ourselves into, or whether we view dance as something that is created anew by
every participant, every day. Is dance an art that we strive to conform to and learn, guided by
specific ways of conceptualising the body in space, or is dance a process of moving ideas,
which is dependent on the people who dance it? Are the pre set vocabularies of dance that
inform most New Zealanders' perceptions of what dance means, such as ballet, modern, folk
dance, Maori dance, and hip hop, the basis of dance, or are these frames for specific dance
meanings highly structured codes that have evolved from the seedbed of dance as a limitless
form? These factors are central in articulating to the wider community whether there is space
for diverse kinds of participation in the realm of dance. In creating dance within a community
context, the first points of reference are the participants, and the structures and practices
which would best stimulate and extend their ideas within a particular setting. There are
several ways of thinking about and practicing dance, each of which implies different values
and motivations. Such perceptions often determine the value that individuals bestow upon the
dance they experience, and the value they place upon their own dance and movement
vocabulary. Different dance forms serve to define dancers and non dancers and also function
'r

to create barriers and entry points for participation in dance by defining who appropriate
participants may be.
Dance as Profession

Dance is often considered an exclusive, elite art form that privileges ideal feminine bodies,
and the ability to express with fluidity and ease, movement that a choreographer designs
(Cooper-Albright, 1997). In this paradigm, an essential element of dance is learning technique
through embodying the movements of a teacher in order to hone the instrument of the body. A
primary stereotype that disables many people from participating in dance is body type. It is
rare to see a 'normal' body presented in professional dance. It is even rare to see a 'normal'
body in a community ballet class as size and weight are often of primary concern for ballet
9

teachers. Carol Brown discusses the body type "enforced by the gatekeepers of the industry as
prerequisite for entry" as "upright (straight), lean, compact, youthful, able bodied, and
feminine (male and female) (Brown, p.13). Dance technique inspired by a professional ideal
requires a range of kinaesthetic skills - coordination, the ability to learn by watching,
flexibility, spacial intelligence, rhythm, and balance. These skills can all be learned with
practice, yet a large number of people compare themselves to the visible image of a dancer
j

and decide they cannot dance. The idealised perception of professional dance can reinforce
gender stereotypes with visions of perfect grace transcending the limits of the human body
which disable many people from considering themselves dancers. At the same time
professional dance is an intrinsic part of arts culture and virtuosity is a wonderful aspiration in
any medium. An important aspect of professional dance is creating "new images speaking to
new generations .. .in order to discover what is needed by a new age, a different experience of
the world .. .In search for new symbols to evoke the hidden realities, choreographers, like all
artists, continue to explore, to modify; to discover new techniques, and sometimes, to
radically question what has gone before" (McKechnie, 1996, p.9 - 10).

The disjunction between the stereotype of professional 'dancer' and the view of dance as a
site where movement is a form of consciousness, being in the body, and exploring original
;.;(

ideas in dynamic ways, is clearly articulated in the following quote by Brian Smith:

Don't call me a dancer, that two - dimensional, pointy footed thing. Don't call
me a dancer, that mute, obedient regimented thing. Don't say he's a dancer
"

unless you say he's a dance - thinker, dance - writer, dance - artisan, dance scientist. It's not a dancer's body, it's a gone for a run body. A walking down
>j

the street body, a making love body (Smith, cited in Brown, 1998, p.14).
Dance as Community Practice

Brinson (1991) describes the difference between community and professional dance. He
defines community dance as a form in which "performers, creators, and spectators can share
emotions and perceptions to extend through dance the creativity inherent in everyone. Thus
the ability of all can be strengthened to know better, understand, and control the
circumstances of daily living" (Brinson, 1991, p.117). Brinson discusses dance as a form in
which people with any range of movement ability or disability can participate through
expressing experience from daily life by working with the movement and expressive
possibilities open to each individual as the starting point for dance making. He discusses the
10

work of Wolfgang Stange and Amici Dance Company to illustrate the potential power of
community dance.

Stange works from his world of deaf, blind, mentally and physically
handicapped people, often integrated with able bodied people. With them he
creates a performance which strengthens enormously the confidence of
j

performers in themselves and which enhances respect and understanding in the
able-bodied audience for the abilities and value of disabled people (Brinson,
1991, p.112).

Brinson defines community dance in terms of participation and expression rather than
virtuosity. Adam Benjamin (1999) and Ann Cooper-Albright (1997) also discuss community
dance in terms of the visibility of difference and the way the body is celebrated in
performance culture. "As teachers in the arts, we should be fostering by example, an approach
to the body that celebrates difference and challenges conformity" (Benjamin, 1999, p.32).

Cooper-Albright writes that "we need to develop a more complex and self - critical discussion
of physical freedom in order to recognise that the ability to move - anywhere at any time does not necessarily equal a true psychic liberty" (1997, p.62). She discusses the relationship
between professional dance (and its obsession with ideal, objectified bodies) and the disabled
tc

body, which has the ability to bring into question the political and social frameworks
underpinning the dance aesthetic. Rosemary Lee is a dance artist who "is unique in the dance
world in taking inter - generational, mixed ability work beyond the forum of community
projects and into the avant garde of artistic innovation." (Hale, 2001, p.15) Her body of work,
spanning almost three decades, provides an example of dance practice that works from the
uniqueness and individuality of dancers as a central artistic starting point.

The overriding consideration .. .is that people have huge unused potential. The
{)

focus therefore must be on the individual within the community. My role as a
creator is to create awareness, help everyone realise their potential, find
something new about themselves, gain self - confidence and peace of mind,
relax. If I can draw this from individuals it eases ways in which people can
work with others non - verbally, of different ages, interests, genders, and so
on. This embraces other aspects of community life. It networks a community
by bringing people together. Obviously dance is especially powerful in this
11

way because in a performance we are dependent upon all. A performance
involves trust, makes demands on people. So I aim always to develop a
performance. Everyone learns from the experience (Lee, cited in Brinson,
1991, p.39).

Rosemary Lee's artistic vision stems from her understanding of community and human
t

potential. She creates choreographic movement vocabularies from improvisation structures
and somatically grounded movement explorations which challenge dancers to explore the
notion of travel through physical relationships (Hale, 2001).

,,
Brinson relates Lee's work to a growing field of dance art that:
)-

.. .is changing public perceptions of dance, audience taste and the way dance is
presented. It confirms and expands the more informal participatory audience
which has grown since the 1960's, especially as part of youth culture ... where
distinction between artist and audience is reduced, the art is more accessible
through its informality and the result empowers as it communicates (Brinson,
1991, p.39).
1,-

The definition of dance adopted by this thesis is strongly influenced by community dance
values and art practices such as those Brinson (1991) describes.
Dance and Consciousness
1:--.>-

When we understand dance as community practice we question the assumptions inherent in
the professional stereotypes of dance. These often limit who can be a dancer and what
constitutes good dance. Community dance recognises the creativity inherent in everyone and
works toward valuing individuals within communities.

However, practicing dance is not limited to participation within communities of dancers. Post
- modem dance artist Deborah Hay writes; "Every day the whole day from the minute you get
up is potentially a dance" (Hay, cited in Foster - Leigh, 1986, p.6). Perceiving dance as a form
of consciousness is a way to acknowledge that there are absolutely no boundaries between
dancers and non dancers - one does not have to be engaged in the practices and structures of
the dance world in order to perceive the artistry and possibilities of one's movement. This
paradigm views dance and art as experiential modes. Life is art and art is life - the boundaries
12

are perceptual. Thus practicing art is a choice we make minute by minute. "The assumption,
in other words, is that in the age of the overflow the art context is a neutral and open context
which has no proper and essential contents of its own. Art, then is an open variable which,
when applied to any culturally bound thing, will liberate it to direct experience" (McEvilley,
1985, p.299).

A somatic understanding of movement works from subjective understanding and individual
uniqueness as central focuses. One of the assumptions that somatics makes, is that the
awareness and perception of relationships within our soma can lead to self awareness and
choice in the range of different actions that make up our life. By offering a definition of dance
practice as a perceptual choice - as a way of being in the body rather than a specific kind of

r

moving, I aim to account for the fact that it is we as individuals who construct the world of
dance and its meanings moment by moment, and not the visible hierarchies of the performing
dance world.

Dance and Research
j

'

Just as dance is a way of perceiving experience (Hay, 1986; McEvilley, 1985), dance offers a
perceptual framework to explore ideas and knowledge through the moving body (McKechnie,
1996; Brown, 1997 2000; Ellis, 2001).

I seek to engage with a specific approach to choreographic process and so when the term
dance is used it refers to experimenting with and developing movement in dance laboratories,
with a community of dance research participants. Dance is an intrinsic aspect of the meaning
making process of this study. Ellis (2001) defines a way in which dance functions within the
multivocality (Denzin 2000) of qualitative research;
>

If we are to accept that language is not certain or unambiguous as a vehicle of
meaning, then in a sense, dance is eminently suitable as a modality to
investigate aspects of the human condition, simply because it has never
professed to be clear, or unambiguous. Dance has long been a powerful portal
into our unclear, ambiguous, symbolic lives. Its language is diffuse (often
obtuse), uncertain and full of meanings, but never just one. In short, why fight
languages inadequacies? (Ellis, 2001, p.10)
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Researching through dance is finding meaning through artistic, embodied, and written modes
of expression. In valuing the embodied understanding of research participants this study
acknowledges that each participant brings valuable lived experience to the research which is
quite different to the written language of lettered ideas. Both Ellis (2001) and Brown (1996,
1997) discuss the possibilities that research through the dancing body offers, since it brings to
the process perception and physical immediacy excluded by traditional research methods.

Bringing the dancing body into the academy means creating spaces which
>

enable movement and which can accommodate the messy materiality of
bodies. It means situating knowledge in the mobile body with its multi sensory capacities and inherent instabilities. It means refusing the division
between thought and action (Brown, 1997, p.135).

Phenomenology and somatics are both fields that work against dualistic approaches to mind
and body. (Kleinman, 1976, Merleau-Ponty, 1962) As the above passage from Brown
suggests, researching through dance can dissolve the binary presumption that 'knowing' is a
mindful activity while moving relates to physical being rather than understanding. Bringing
improvisational structures to dance practice is a way of experiencing theories of movement
that link image, physical relationships and expression through the participants' self.

Ellis defines his research as "a blend of written word, and performed movement .. .and
performed word and written movement" (Ellis, 2001, p.4). This study attempts to bring dance

and language into dialogue and so the deskbound activity of theorising and writing constantly
informs and is itself affected by the visceral, experiential mode. Dance in this thesis is a way
of exploring ideas, embodying perceptions, gathering and articulating data, as well as
acknowledging somatic, tacit, embodied knowledge is an integral aspect of the research
process.
l

Dance in Education

Much attention is being given to the value of dance as a perceptual framework or way of
knowing within education. The Arts in the New Zealand Curriculum document (2000) defines
dance as "fundamental to the education of all students" (Arts Curriculum, p.19).

Dance education is unique amongst school subjects because it can access and develop many
forms of understanding without relying on linguistic or mathematic/logical literacy. It draws
14
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·on expressive, rhythmic, spatial, kinaesthetic and group skills, among others, providing an
opportunity for students to excel who may not feel comfortable sitting in a chair using a pen,
or working with facts and ideas which have little to do with their individual body of
knowledge. A central issue in dance education is the uniqueness of all students, and the role
that individual identity and perception can play in the classroom.

Making dance available as a subject in many (if not eventually all) schools across New
Zealand represents a paradigm shift in the way that embodied knowing and expressing of
understanding is valued in this country. The new Arts Curriculum (2000) in New Zealand

>

shifts understanding of dance from being an element of physical education - a form related to
exercise, sport, and physical action - to a way of processing and expressing knowledge about
one's self and world (Buck, 2003). The concept of embodied or holistic knowing, valuing the

}

body as a site and source of perception and understanding rather than as a mechanical entity
guided by the brain, is an innovative one for many teachers, students and parents.
'r

Leading educational theorists Howard Gardner (1993) and Elliot Eisner (1998) argue that
humans have many ways of perceiving, processing and articulating ideas. Gardner discusses
the necessity for a range of skills, including perceptual, kinaesthetic, visual and linguistic
skills to be incorporated into the learning process (Gardner, 1993). Eisner defines our many
ways of knowing in terms of expressive languages. He argues that the presence of arts in
education is vitally important to encourage students' understanding of the qualitative world,
r,

and to develop many ways to perceive, understand, and richly experience the world around
them (Eisner, 1993).

Darby and Catterall (1994) discuss educational discrimination in terms of whether or not
schools value the many ways in which students develop and articulate understanding. They
i

1-r

advocate the need for all students to have access to learning situations that allow personal
investment, and a range of ways to process and articulate understanding. "Continuing the
policy of marginalising the arts in education may also be marginalising the education~l

ly
I;,

opportunities for many students" (Darby, 1994, p.201). They examine "the role of arts in
cognition, equitable access to meaning, student motivation and cultural representation of
meaning" (Darby, 1994, p.299).

Education is a site that reflects and develops social values. The education system is becoming
increasingly focused on individual success and job opportunities for students. While these are
15

important concerns, the school community as a whole, the self-worth of students and the
quality of their lives as unique, intelligent, critical individuals are also essential elements of
education. This is one of the premises behind arts education since "new values only emerge
through new experiences, and the arts provide a unique laboratory where truth and possibility
can be explored safely. Validating emotional safety is everything" (Darby and Catterall, 1994,
p.315).

Dance education is a part of the curriculum that demands a focus on student - centred learning
and teaching. "Education in dance promotes personal and social well - being by developing
students' self - esteem, social interactions, and confidence in physical expression" (N.Z Arts
Curriculum, p19). In order for dance education to fulfil the previous statement, the contexts of
students and their unique ways of processing ideas and moving must be valued. Buck (2003)

}

defines "personal holistic knowledge of self' (p44) as a potential outcome of the dance
curriculum.

A central aim of this thesis is to address 'praxis' in relation to the dance curriculum. In other
words, I will address how the educational aims of the dance curriculum can be made
meaningful for the unique contexts of teachers, students, and parents. Praxis is a concept
developed by Freire wherein reflection and action lead to dialogue, and consciousness (Freire,

tc(

1972, p.72). Marques (1994) draws on Freire's pedagogical theories in evaluating issues
concerning the implementation and practice of the dance curriculum in Brazil (Marques,
c\

1994). She writes that:

Perhaps we should, as simple as that, stop and look straight into the students
-r
'

before us (not the ones described on the books) and WITH them seek
alternatives to both hear what they have to say (verbally and bodily) and teach

,,

the "universal contents" proved necessary for a more critical citizenship
(Marques, 1994, p.17).

Marques outlines a student centred teaching method wherein educational practice addresses
and engages with the unique needs of students, rather than teaching lessons in order to
'educate' them. Further, Shapiro discusses dance education in relation to "critical and
feminist pedagogical principles" (Shapiro, 1998, p.8) which link education to social change,
by working from the situations of the students to determine what constitutes useful
knowledge.
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Shapiro's vision of dance education offers an emphasis on individual students working from
his or her lived body of movement and experience, in order to process and articulate ideas
kinaesthetically. Each student will have a different response to dance activities, and through
sharing unique ways of lmowing, students may learn to appreciate a range of ways to work
with creative ideas. By valuing the input of every student unity and diversity is encouraged in
the dance class, and difference can be seen as a positive rather than a negative trait. As well as
being student - centred, that is, aclmowledging and working from the diversity of students and
their unique contexts, dance education also requires understanding of dance forms in order to
be recognised as an assessable educational discipline. Best writes of objectivity in dance
education:

Objective reasoning can be, and characteristically is, given in order to develop
an understanding of artistic meaning. It is solely by means of such reasoning,
by reference to objective features of the movement, that individual
development in the expression and appreciation of meaning in dance is
possible. The grounds of such objective reasoning are relative to the culture of
which the art of dance forms a part. (Best, 1983, p.71).

In aclmowledging the culture from which a class members' objective perceptions of dance
arise, Best allows for the fact that objectivity is entirely relative. A necessary element of
understanding and developing artistic practice is through critical, subjective and embodied
perspectives.
Inclusive Dance Education
Terms such as 'holistic' and 'embodied' denote a paradigm in education familiar only to a
fraction of the dance curriculum's readers. Hong (2002) describes the dance curriculum as a
"visionary document and one that envisions significant change, (with) significant implications
and issues inherent in its implementation across the disciplines" (Hong, 2002, p.65). The key
issue in implementing the New Zealand dance curriculum will be how to translate the aims of
the document into teaching practice. I believe that inclusive strategies define key ways in
which the aims of dance as a student - centred way of lmowing differ from dance as a
virtuosic profession.
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An inclusive approach to education brings the concept of dance as a community practice into
the educational sphere. An inclusive approach to dance education offers a way of perceiving
and advocating for dance in schools which acknowledges the need for objective as well as
subjective curriculum objectives. Ballard (1996, 2000) discusses inclusive education in terms
of the rights of disabled students to have the choice to participate in mainstream educational
culture:

Inclusive education ... is a movement that began as a values based challenge to
exclusionary and disablist policies and practices and has gained strength
through demonstrable achievements in educating all students in ordinary
classroom settings irrespective of their differences in intellectual, physical,
sensory or other characteristics (Ballard, 2000, p.149).
}
j

The implications of inclusive education as a "value we decide to pursue or reject on the basis
of what we want our society to look like," (Biklen, cited in Ballard, 1996, p.37) strongly
r

-,

relate to dance education, in which "a major goal ... is to provide students with opportunities
to maximise participation and promote achievement and success" (Buck, 1998, p.10).

Somatics pioneer Bonnie Bainbridge-Cohen describes her approach to learning and diversity
in her book Thinking, Feeling, and Action (1983):
.3

I think the problem is that we see the imbalance as a weakness rather than a

'

strength ... In doing this kind of work we don't all end up being equal in every
system; we each end up being ... more fully ourselves. We still have our
tendencies to be more this and less that ... So it's not that we are trying to
change ourselves, basically. We just get more support to be what we already

()

are ... we have to develop respect for things about us that appear to be
weaknesses. Otherwise, we have no place to begin (Bainbridge-Cohen, 1983,
p.23).

Bainbridge-Cohen outlines a somatic approach to learning, wherein to be good at a certain
skill is not necessarily to be successful. Rather, to develop understanding of oneself in relation
to that skill and to learn at one's own pace is of foremost importance. In an inclusive
educational paradigm the concepts of right and wrong are redefined so that participation,
enjoyment, and commitment become key factors, and the attempt to maintain and limit
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students achievement within numbers on a page is questioned. Ballard writes: "Inclusion and
exclusion is about power. Inclusion is not about assimilation. To be included should not
require that a person subordinate their values to those of others. Inclusion involves respect for
differences, and diversity in values and actions" (Ballard, 2000, p.13).

Practising Inclusive Dance
Musil (1999) outlines an inclusive dance teaching practice which allows students to create
dance based on their personal movement vocabulary, to work in groups to learn from each
other to create a class signature, and to develop phrases that they have learned from her. Part
of this process is developing critical awareness and writing skills, as students discuss each
other's work, and refine their own work based on class input. Her choreographic teaching
method begins with movement explorations around a theme, allowing students to immerse
}

themselves in the dance, and belong to the dance they perform:

/

Students gam confidence in their abilities as dancers through guaranteed
/i.--·

success. Because they manipulate and/or design the movement phrases
themselves, they are more likely to experience the movement intrinsically.
Hence, they perform it well ... Students feelings of self worth are enhanced as
their ideas are valued and esteemed. As their individual sense of belonging
within the group is established, they become more accepting of one another,
and trust and mutual respect increase (Musil, 1999, p.38).

Musil' s method of teaching dance is grounded in the specific context of each group of
students she encounters, and begins with "Exploration and Improvisation with Thematic
Ideas" (Musil, 1999, p.36). Improvisation is a form of dance which allows each student to
work with dance stimulus in his or her unique way, which subsequently encourages unity in
the class because students are responding to the same thematic ideas. Musil (1999) describes
how she helps shape students' improvisation into phrases which are then critiqued, refined,
and performed. Throughout this process students utilise a range of ways of !mowing as they
conceptualise and articulate their response to improvisational structures, and make dance
individually and in groups; learning from each other, trying new movements, and performing
together.

A somatic approach to dance and creativity takes the student's holistic self as a starting point
for understanding and inspiration. Somatics and dance are disciplines that share an emphasis
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on kinaesthetic, proprioceptive ways of processing, and understanding ideas, and somatics
brings a focus to dance wherein the uniqueness and individuality of each dancer is privileged.
Kovich (1994) discusses how participating in somatic education can positively inform dance
education:

By participating in Somatic Education classes the dancer can come to realise
that their body is much more than a mechanical instrument; it is the locus of
I

c\

;

their self identity, how they feel and express themselves (Kovich, 1994,
p.215).

J

The somatic focus on the body as a "locus of identity" resonates throughout the literature on
dance and somatics. Fortin (1998) studied the effect of somatics in dance in terms of
1

empowerment: "The process of becoming empowered includes the feeling people get when
they move outside the realm of the habitual to develop their own vision" (p.25):

The role of the teacher, in the view of feminist and somatic educators, is to
facilitate the student's process of becoming an expert of their own bodies and
lives by interrogating and analysing their own experiences (Fortin, 1998,
p.23).

Somatic methods of teaching dance are process oriented and the experience of dancing in
relation to the context of the dancer is of prime importance. Thus somatic methods of
movement exploration are of most use in studying the practice of dancing in terms of the
individual creative process of each student. In this context each student will have the
opportunity to develop understanding of their unique creative process which will then inform
their choreographic, performance and critical process.

Inclusive education in relation to the implementation of the New Zealand Dance
Curriculum
Dance education has great potential to provide opportunities for students to communicate with
and learn from each other outside the hierarchical frameworks that typically develop in
classrooms and social networks. When choreographing in groups, students are interdependent
in developing and setting ideas, and the disability that students build around each other and
themselves, such as negative body image, or physical/intellectual handicap, may be
deconstructed through celebrating diversity and difference. When students have opportunities
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to explore their own lived bodies of experience, movement, and creative expression, and share
such experiences, positive social values are reflected in the classroom.

When teachers max1m1se participation and value diversity, they and the
students will begin to appreciate differences of individuals and groups and
question dominant societal values. Students may then challenge stereotypes
and perceived injustices and acquire more inclusive societal values (Buck,
1998, p. 9 - 10).

Inclusive dance education involves teaching methods that draw on the context of each student,
)

and work from the body as a primary learning tool. Students can bring their whole self to
dance education when it is well structured, student-centred, drawing on a range of skills, for
example conceptual, choreographic, kinaesthetic, co-operative, performative, and critical
.:).

skills .

The New Zealand Dance Curriculum (2000) has the potential to offer all New Zealand
students stimulating dance education. However, the concepts behind dance in education
t.,

(embodied knowledge; drawing upon many ways of knowing in the learning process; that
dance is a creative discipline that draws on the kinaesthetic processing of ideas) are only
recognised by a minority of New Zealand teachers, students and parents. Dance education
advocates are now in the process of bringing the dance curriculum from vision into practice.
An essential element in the success of this process will be the vision of what dance is and can
achieve, and who can be a dancer, that emerges out of the document's implementation. The
relationship between teachers, their perceptions of what dance is, and students understanding
of whether dance relates to them, is fundamental to whether dance is embraced by New
Zealand schools (Buck, 2003).

The above writing outlines my construction of inclusion in dance education, drawing on
writing from the research fields of inclusive education, arts in education, dance curriculum
design in New Zealand, Australia, the United Kingdom, the U.S.A and Brazil, somatic
methods of developing holistic understanding of self and movement, and writings by dance
practitioners who I believe define inclusive dance practice through choreographic,
improvisation and somatic methods.
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The role of inclusion in regard to dance education is to enable participation. The simple aim
of having teachers, parents and students realise that they actually can dance and that dance
refers to a way of moving relevant to their own self - image, beliefs and abilities, is a
powerful one. I believe that the dance curriculum has excellent educational potential, but in
implementing this curriculum we must aim first at demystifying the meaning of dance
education, through education and performance, and make available a vision of dance
education that is inclusive of diversity, difference and formally untrained dance vocabularies.
Somatics

Somatics is a field of study that originated in the 1970' s as an umbrella term to describe a way
of working with and envisioning the human 'soma' - body, mind and spirit - as a holistic,
!

interdependent whole. It is very difficult to define the principles of somatics as this is an
emerging field which concentrates on first person experience. According to somatics,
knowledge can best be realised through doing and there is an assumption that humans are
unique and impossible to define.

The field of somatics was defined by Thomas Hanna, whose 'What is Somatics?' articles
(Hanna, 1976, 1976b, 1983) introduced and articulated a paradigm which rejects the western,
'Descartian' notion of the body as a mindless entity guided by the brain. According to
Hanna's dictionary definition, somatics is, "the art and science of the inter-relational process
between awareness, biological function and environment, all three factors understood as a
synergistic whole" (Hanna, 1983, p.1). Hanna's articles, have led the way in articulating how
somatic thinking envisions the human structure in relation to its environment and its own
functioning. While Hanna has defined the paradigm of somatics and written its dictionary
definition, the term has endless connotations. Depending on the individual, somatics can refer
to a way of working in any given situation, or only five specific kinds of movement
education. Fortin (1995, p.254) writes that somatic practices are "also called body therapies,
j

body work, body awareness, mind-body practices, hands-on work, or releasing work,
somatics as a field of study encompasses such practices as Alexander Technique, Feldenkrais
Method, Pilates and so forth".

Green (1991, p.2) defines five commonalities of somatic theory and practice.
•

Integration of body/mind processes

•

Learning through experience and the primacy of process

•

Internal awareness
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•

Individual uniqueness and self responsibility

•

Re-education through recognition of habitual patterns.

These five commonalities define specific somatic practices. However, somatic practice is
used in a wide variety of fields, including dance, theatre and the visual arts, physical
education, psychology, medicine, and aesthetic philosophy.

Shusterman (1999) has developed a philosophy entitled 'somaesthetics' through which he
calls for academic recognition of an intellectual discipline which recognises the body as a
site and source of knowledge. Shusterman's definition of somaesthetics unites
contemporary theory related to the body with "experiential methods (such as Feldenkrais,
7

which) ... aim to make the quality of our experience more satisfyingly rich, and to make
our awareness of somatic experience more acute and perceptive" (Shusterman, 1999,
p.305).

Another way of perceiving somatic practice is in terms of therapy or education. Somatic
therapy is usually achieved in sessions when licensed somatic practitioners such as
Feldenkrais or Body Mind Centering specialists work to allow students to release habitual
tensions or habits that inhibit balance and efficiency of alignment. Therapy is achieved
through education, or re-education of how to move and act efficiently with the body and
mind in a holistic, integrated whole.

Through embodying the skeletal system, the mind becomes structurally
organised, providing the supporting ground for our thoughts, the leverage
for our ideas, and the fulcrums or spaces between our ideas for the
articulation and understanding of their relationships (Bainbridge-Cohen,
1983, p.2).
j

Hanna emphasises the importance of awareness as a "prime somatic function" (1976, p.7)
and throughout somatic literature the term awareness constantly emerges as a starting
point which practitioners aim towards. Awareness is a central skill in understanding and
r

developing the ability to perceive through first person knowledge of one's self.

The possibility of a pause between the creation of the thought pattern for
any particular action and the execution of that action is the physical basis
23

for awareness. This pause makes it possible to examine what is happening
within us at the moment when the intention to act is formed as well as
when it is carried out ... enables man to know himself (Feldenlaais, 1972,
p.45 - 46).

Awareness underpins many of the ways in which somatics is incorporated into therapeutic,
artistic, and educational settings, as "It is only through the exclusionary function of awareness
that the unlmown is made lmown, the unconscious is made conscious and the never done is
made doable. The upshot of this is that somatic learning begins by focusing awareness on the
unknown" (Hanna, 1976, p.7).

Somatics refers to both a very specific set of therapeutic/educational methods which are
shared by certified practitioners (such as Feldenlaais, Body Mind Centering, Alexander
Technique, or Pilates), and at the same time somatics is a way of conceiving "the body as
perceived from within by first person perception" (Hanna, 1976, p.4). To embody the somatic
paradigm is to reject many assumptions dominant in Western society (Hanna, 1976, Green,
1991, p.2). The term somatics is used in many contexts; as a field of study, as a way of
perceiving and as an educational or therapeutic experience taught by a somatics teacher.
Poetics

Poetry is a way of perceiving language wherein the functional, efficient role of words is
replaced by experimentation with the po~sibilities of language in itself. Cadence, imagery,
form and lyricism become as much content as they are style. Just as writing poetry is
extending the boundaries and possibilities of language, dance is extending the possibilities of
and boundaries of movement. Extending the possibilities and boundaries of language and
movement is a process of extending what we lmow and what we perceive (Eisner, 1991,
Richardson, 2000). Within this phenomenological study, poetic, reflective writing allows the
individual, embodied experience of dance to move into words while avoiding the
objectification of experience inherent in linear, representative description.

The Oxford English Dictionary (1987) - (O.E.D) devotes six large pages to defining poetry
and its related terms. It begins with the word poem "The work of a poet, a metrical
composition; a work in verse; a composition of words expressing facts, thoughts, or feelings
in poetical form, a piece of poetry (OED, 1987,p.ll 16)". Many of the Oxford dictionary's
definitions of poetry, poems, poetic perception, and poets, revolve around "special
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imaginative or creative power, insight, sensibility, and facility of expression" (OED, 1987,
p.1117). This dictionary cites Shakespeare, Mill, and Longfellow to define the work of poets.

The Poets eye in a fine frenzy rolling, Doth glance from heaven to
earth, from earth to heaven (Shakespeare, 1590, A Midsummer Nights
Dream).

Whom, then shall we call poets? Those who are so constituted, that
emotions are the links of association by which their ideas, both
sensuous and spiritual, are connected together (Mill, 1840).

These, and far more than these, The Poet sees! ... He can behold Things
manifold That have not yet been wholly told (Longfellow, Rain in
Summer, 1844).

These definitions describe poetry as an art which connects many aspects of life; spiritual,
earthly, sensuous, and beyond concrete apprehension and description.

,;I..

The Oxford English Dictionary (O.E.D) defines the term poetics and poetical as:

1. Belonging or proper to poets or poetry ... Fictitious, fabulous, poetic
diction, diction used in or considered proper to poetry ... 6. Making,
creative, relating to artistic creation ... Poetical ... Such as is found only
in poetry or imaginative writing; fictitious, feigned, imaginary, ideal ...
Poeticize, To make poetic; to treat poetically; to put into poetry, write
poetry about (O.E.D, 1987,p.ll 18).

The Collins Cobuild English Language Dictionary (I 995) defines poetry as:

A poet's compositions, writing that is arranged to fomulate a
concentrated imaginative awareness of experience through meaning,
sound, and rhythm, a quality of beauty, grace, and great feeling ( - in
motion-) (Collins, 1995, p.1237).
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The Oxford English Dictionary (1987) is a very contemporary book, in light of the fact that

poetry has been written for thousands of years. Its definition of poetry is very traditional and
derived from England, which means it does not recognise the diverse poetic approaches of
European, Asian, Latin American, modernist or post modern writers who have shaped the
contemporary world of poetry. I have come to define poetry through a perspective such as that
of Frank O'Hara, who writes that; "It may be that poetry makes life's nebulous events
tangible to me and restores their detail; or conversely, that poetry brings forth the intangible
quality of incidents which are all too concrete and circumstantial" (O'Hara, cited in Perloff,
1977, p.19). Perloff (1977) discusses O'Hara's work in terms of an "aesthetics of attention" in
which the role of the poet is to "defamiliarise the ordinary ... the artist must be as attentive as
possible to the world around him" (Perloff, 1979, p.19). She compares O'Hara to the Geman
Modern Romantic poet Rilke, who wrote of the role of the poet in his Duino Elegies,

Yes, the seasons of spring needed you. Some of the stars
made claims on you, so that you would feel them.
In the past, a wave rose up to reach you, or
as you walked by an open window
a violin gave itself to you. All this was your task
(Rilke, cited in Perloff, 1979, p20).

This poem defines the role of the poet as someone who must pay attention to objects and
events as a way of giving life to the things that make up the world. Poetry, for O'Hara, was a
way to recognise and express beauty, vulgarity and liveliness in the process of living. Perloff
(1977) compares O'Hara's aesthetic to that of Shklovsky, who wrote in that, "Art exists that
one may recover the sensation of life; it exists to make one feel things, to make the stone
stony - art removes objects from the automism of perception" (Shklovsky, 1917, cited in
Perloff, 1977, p.19). The American modernist poet Gertrude Stein wrote that the "business of

'

Art, is to live in the actual present, that is the complete actual present, and to express that
complete actual present" (Stein, 1971, p.55). Haas (1971) describes how to do so she invented
a system of poetic expression which:

... emphasizes the process character of nature and its vivid moment to
moment novelty. The language which might express the 'complete actual
present' in all its complexity of texture and quality was the language of
direct description - a language in which meaning leaps gaps, indifferent to
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normal transitions and which yields not the conventional "sense" but rather a
perpetually valid description of the flux ofreality (Haas, cited in Stein, 1971,
p.55).

For these writers poetry is more about perception and attention than it is about ideal beauty,
grace or form. O'Hara and Stein are both poets for whom motion, immediacy and the
essentials of experience are privileged. Stein writes that "Somehow or other in war time the
only thing that is spontaneously poetic is children. Children themselves are poetry" (Stein,
1971, p.23). While Stein's use oflanguage was extremely deliberate and complex, making use
of a blend of' difficult' formal styles, her vision of poetry was as a way of perceiving. Poetry,
when seen in this way, is embedded in the lived experience of the poet, her perception of
r

movement, time, feeling and form. Richardson (1994) discusses the role of creative writing
techniques as a way of perceiving and knowing in the post - structuralist world of qualitative
research. She describes writing as a way of expressing, constructing, articulating, and
reflecting human experience.

What something means to individuals is dependent on the discourses
available to them .. . Language, then, is a constitutive force, creating a
particular view of reality and the Self (p.51'8) ... Evocative writing touches us
where we live, in our bodies. Through it we can experience the self reflexive and transformational process of self- creation (p.521). Writing is a
process of discovery ... (a way in which) to encourage individuals to accept
and nurture their own voices (Richardson, 1994, p.523).

Poetry is a way to construct, articulate, and express understanding about any aspect of our
lived world - it is a form which can be adjusted in any way to accommodate the line of its
thematic expression, rhythm, and cadence. Norman (1981) discusses poetry in relation to
dance in a review of dance practitioners Louise Steinman and Susan Banyas. He writes that:

It is the challenge of a language to be wholly suggestive and sufficiently
open to interpretation so that memory might be jarred free. Language, then,
r

is something of a communal catalyst which, in reactivating unique, personal
images, enables them to interface with someone else's (Norman, 1981, p.6).
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This notion of art as a catalyst for awareness and at the same time a process of articulation
and creation is central to how the art-forms of dance, somatics, and poetry are integrated in
this study. Another link between these art-forms is the notion of ephemerality in relation to
our past, present, and future. When I started this study I searched out definitions of what
poetry and dance means to practitioners working in New Zealand at the moment. I found
connections between these forms in comparing descriptions of their art by choreographer
Douglas Wright, and poet/academic John Dolan:
',

The reduction of all of life to one moment, that was and is poetry ... poetry in
my secret still - adolescent sense is the perfect metonymic instant, before and
after which the ground slopes away. Prose is about the passage of time; poetry

r

',

is about that moment, chosen and paid for; poetry is a deathspeech (Dolan,
2000).

Wright, one of New Zealand's eminent choreographers, writes:
':,..

(On his piece Elegy) ... is about the incredible beauty there is in the moment
that passes, the fact that things disappear, they're disappearing all the time, and I
think that's what dance is about ... the moment that is disappearing and as it
disappears you are going into the next moment. And I think that death has
something to teach us in that way you know, about allowing something to die ...
(which I) discovered as I was perfoming to 1400 people (Wright, 1996).

The centrality of the moment that passes is a focus in both dance and poetry. Many dance

·,

practitioners include poetry in the fabric of their work. Choreographer Claire Russ writes:

\
A resonant movement language is a poetic language. Words or movements are
chosen for their rhythm and dynamic as well as for their sense, and there is
freedom to create a syntax or structure particular to the poem or dance. I
7

.r

weave the vocabulary into a poetic text (Russ, 1997, p.16) .

Here Russ discusses the formal and dynamic relationship between poetry and dance as
languages. Fraleigh (1997) discusses dance as "the body's poetry" (p.73), and goes on to say:
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An impetus toward speech proper, dance founds meaning, thus it is closer to
the immediacy, rhythm, and origination of poetry than it is to linear language.
Dance is structured as a poetry of movement, not as a language of movement,
although dance differs from poetry because it speaks through movement
images instead of word images (Fraleigh, 1987, p.73).

In this study, I define poetry as a form of reflection on the lived experience of movement.
"Poetry makes life's nebulous events tangible to me and restores their detail; or conversely ...
',

poetry brings forth the intangible quality of incidents which are all too concrete and
circumstantial" (O'Hara, cited in Perloff, 1977, pl8). Poetry also "emphasises the process
character of nature and its vivid moment to moment novelty." (Haas, 1971, cited in Stein,
p.55) Poetics in this study is a form of writing, "that is arranged to formulate a concentrated
imaginative awareness of experience through meaning" (Collins Cobuild Dictionary, 1995,
p.1237). It is an art of connection between all of our senses and experiences, and is thus an
instrumental tool in conducting dance research in the field of kinaesthetic phenomenology.
Phenomenology
In this study, I am drawing on the phenomenological approaches initiated by Heidegger
(1962) and Merleau Ponty (1962) to provide me with a philosophical and methodological
overview or way of perceiving research that works from holistic, embodied understanding
throughout the research experience. Kerry and Armour (2000) discuss Heidegger' s existential
phenomenology as way of perceiving knowledge and experience wherein "understanding is
not conceived as a way of knowing but as a mode of being" (p.6) that is indissoluble from
one's background, and cultural context. Kerry and Armour write of the need for researchers
working within a phenomenological paradigm to outline the distinct way in which
phenomenological philosophy impacts upon research design and methodology. They advise
that such researchers use writing methods drawn from the originators of phenomenology in
order for phenomenological research writing to reflect the ontological or epistemological
assumptions that this paradigm embodies (Kerry and Armour, p9).

I align the phenomenological approach of this study to Heidegger's notion of the hermeneutic
circle (Kerry and Armour, p.6). This notion connects personal history, cultural context, the
interpretation of experience and an understanding that self and world are co - constituted, and
so creates a focus on understanding written texts as emerging from the relational interactions
therein. Merleau Ponty's existential phenomenology as outlined in his Phenomenology of
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Perception defines a paradigm wherein perception is embodied, and wherein our sensory,
kinaesthetic, spatial awareness is fundamental in the process of understanding (Merleau Ponty, 1962, p.203).

In this study phenomenology is translated into theory and practice as a way in which I can
focus on how the research participants experience and interpret inclusive dance practice. By
drawing on experiential and descriptive writing as well as analytical writing throughout this
research process, I hope to engage with participants' perceptions of different dance processes.
•,_

Phenomenology and Dance Research

An artistic mode of perception links the theories and practices of phenomenology, poetry,
somatics, and dance. Dance in this thesis is regarded primarily as an art form, and revolves
around the creation of artistic experiences - for both dancer and audience. Phenomenology
and somatics are ways of researching embodied experience. Both have close ties to art - the
Somatics Journal is entitled The Magazine - Journal of the Bodily Arts and Sciences, a title
that illustrates the intrinsic connection many somaticists perceive between somatic science
and art. Many phenomenological researchers advocate creative ways of experiencing and
expressing understanding as primary tools, including Heshusius (1994), Beer (1998) and
Eisner, who writes that "the arts are paradigm cases of qualitative inquiry in action" (Eisner,
1991, p.6).

Dance and somatics writers who connect their research to phenomenology include Fraleigh
(1987) Stewart (1998) and Kleinman (1991). These theorists discuss phenomenology in terms
of its focus on the moving body, tacit knowledge, the centrality of the moment in its
ephemerality - constantly changing and developing as does our somatic self. The listening
skills related to developing phenomenological understanding of a situation, deepening
somatic awareness, shaping movement vocabulary in dance, and transforming an insight into
a poem, have much in common. These researchers also link poetry to their dance research, as
a form which can alter the way in which we view the world through drawing attention to
perspectives, details, or cadences we may not have been previously aware of.

Seymour Kleinman, an educator and theorist in somatics and philosophy, elucidates the
connection between artistic, somatic and phenomenological research in his article,

Researching Lived Experience in Movement and Dance (Kleinman, 1991). He argues that
phenomenology and science as disciplines h,we neglected artistic ways of perceiving and
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articulating understanding - that the key to articulating phenomenological study with the
depth and richness of somatic understanding is through using artistic forms such as poetry
(Kleinman, 1991, p.40).

Somatic awareness provides us with access to knowledge in ways that are
more immediate, direct,

and even deeper than the reflective and

discursive ... What Van Manen calls the "lifeworld existentials" as guides for
phenomenological reflection, lived space, lived time, lived body, lived
relationships, are precisely the dimensions of experience encompassed by the
arts (Kleinman, 1991, p.39 - 40):

Kleinman proposes a field of "kinesthetic phenomenology" (1991) that focuses on
phenomenology and somatics as research practices. He is not alone in suggesting that lived,
dynamic experience of being in ones body be researched by methods drawing on both
aesthetic ways of expressing perception and phenomenology. Fraleigh, Stewart, and
Shusterman each suggest this relationship, yet with differing focuses. Fraleigh (1987)
establishes the paradigms of somatics, art and phenomenology within the field of dance
theory in her book Dance and the Lived Body. She uses the term "lived body" (Fraleigh,
1987, p.4), derived from existentialist philosophers such as Merleau - Ponty, Heidegger,
Marcel, Sartre, and others in order to eradicate the dualistic, Descartian notion of body as
object. Fraleigh discusses the relationship of dance to art in terms of the experience of being
in the body:

The power for communion resides in the human body, which exhibits an
expressive condition in its motion and in its stillness. We are drawn to
dance because it transports us beyond the literal word and into the body's
poetry. When I join the dancer in her dance, it is through my poetic
experience of bodily being (Fraleigh, 1987,p .74).

Stewart (1998) relates dance to phenomenology in order to research the lived experience of
dancing through "expressive figures"(p22). He describes these as:

Forms of expressive writing, poetic words, or graphic marks ... understood
as the dance image is understood in dance phenomenology ... in order for the
subject to re - experience the qualities and sensations of the body's energies
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in relation to the world and to modulate those energies in performance ... Not
verbal equivalents for energetic qualities but a process of re - languaging ... a
meditation on the experience of dancing that neither sacrifices the integrity
and immediacy of that experience nor vitiates its intrinsic qualities. It keeps
the live experience alive. It is the body's way of rewor(l)ding the world.
(Stewart, 1998, p.22).

For Stewart, dance phenomenology is related to artistic perception in order to create a form of
reflection which can express the dancer's bodily experience in a language born of that
experience. Dance phenomenology is an area that brings our understanding of dance out of
the stereotypical image of ideal bodies making virtuosic movements in space. The processes
inherent in moving and being are privileged. Somatics and poetry lend qualities of perception
and subjective languages that can focus on listening to the processes at work in any given
situation. They are modes of knowing which provide a philosophy and a means to take time,
to visualise, to reflect, "to reach out to what we want to know with all ourselves" (Heshusius,
1994, p.16).

Fundamental to somatics 1s its focus on the students awareness of and
responsiveness to their own reactions and sensations in their experiences ... it
also nurtures the reflective and self analytical process essential to the validity
of University education (Fortin, 1995, p.3).

Here Fortin emphasises the importance of phenomenological reflection in the movement
process. Through focusing awareness on the inner actions of movement we can get a deeper,
more expressive, creative, therapeutic sense of what we do (Fortin, 1995, 1998).

An emphasis on how we come to know and the relationships which make up an experience,
connect the disciplines of phenomenology, somatics, dance, and poetics. In somatics this is
done through in-depth focus on the inter-relational processes between self and environment
and in poetics through juxtaposing images, ideas, emotions, and words to bring our whole self
into our language. In dance experience is explored through form and movement. In
phenomenology focus is on the relationship between people and events in their life world. All
of these ways of knowing privilege the complexity of the moment, the lived experience of
being in the world, the mystery at the heart between the knower and the known.
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Poetry, dance, somatics, and phenomenology are each independent ways of perceiving,
understanding and articulating experience. Each has its own field of literature, history, and
scholarship. In this thesis these discourses are combined under the umbrella term of
'kinesthetic phenomenology' (Kleinman, 1991) as tools to better understand the 'lived body'
of knowing and perceiving through both words and movement, wherein many ways of
perceiving and articulating ideas are valued, and research and artistic practice meet.

)
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Methodology

A blue pigeon it is, that flies on sidelong wing,
around and round and round, a white pigeon it is that
flutters to the ground, grown tired of flight.
Like a dark rabbi, I observed, when young, the nature of mankind
in lordly study. Time and again man proved a gobbet in my
mincing world. Like a rose rabbi I pursued
and still pursue the origin and course of love, but until now
I never knew that fluttering things have so distinct a shade.

Wallace Stevens, Le Monocle de Mon Oncle

1
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CHAPTER THREE
METHODOLOGY

Researching Inclusive Dance Education

The final stanza of Wallace Steven's poem, "Le Monocle de Mon Oncle" (1985, p.7) defines
the poet's transformation and growth from judgemental intellectual to appreciative observer. I
see this poet as a researcher observing and coming to more deeply understand both "the nature
of mankind" and "the origin and course of love." The poet's journey to understand self and
others is connected with his appreciation of qualitative detail and the cadences and details of
ephemeral moments.

I consider the term 'qualitative' in research as privileging uniqueness, relationships, a
multiplicity of ways of knowing, and a holistic approach to how humans construct meanings.
Its derivation from the term quality leads me to associate it with qualities of light, texture,
relationship, weight, small details and differences which lend the world richness, complexity,
and endless ways of reading a situation. This chapter will outline the epistemological position
of this study. Through it I will explain how the qualitative paradigms of constructivism and
phenomenology define the relationships between researcher and participants, data, and
writing in this thesis.

The field of this study is kinaesthetic phenomenology (Kleinman, 1991 ), a research area that
focuses on participants' holistic, embodied understanding of their lived experience. The
I

method of data collection and analysis involved examining inclusive methods of exploring

A

and choreographing dance through case studies of participants, drawing upon interviews
(Scheurich, 1995; Beer, 1997), journal entries, the embodied data of movement workshops
and my voice as participant and researcher. My interactions with participants have drawn on
constructivist methodology (Lincoln and Guba, 2000, Schwandt, 1995), particularly Eisner's
"six features of qualitative study" (Eisner, 1998, p.32). Through creating an artistic as well as
a written thesis, I worked towards overcoming the inadequacy of the written word to translate
the complexity and mystery of artistic, somatic, relational interactions and understanding.· The
central research fields that created the methodological framework of this study were arts in
education, dance as research method and articulation, and writing as a method of inquiry
(Richardson 2000). These research fields demanded qualitative research methods that
privileged the quality of interactions between knower and known, and the complexity, depth
and somatic resonance of relationships between researcher, participants and text.
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Holistic methods of inquiry
An inclusive approach to dance education works against methods of both dance and

education, that depersonalise the knower from the known, or the dancer from the dance. This
approach defines the epistemological position of this thesis and relates equally to its research
methodology. My belief that thinking, feeling and learning are all embodied, psycho-physical
processes led me to adopt research methods that recognise the depth of interactions between
experience, understanding, learning and articulating awareness. A phenomenological
approach to understanding embraces holistic awareness of participants' lived experience, and
somatic and tacit knowledge (Merleau-Ponty, 1972; Kerry and Armour, 2000).
Constructivism

This study utilised a constructivist perspective taken from the work of Lincoln and Guba
(2000), Schwandt (1994), and Eisner (1998). Lincoln and Guba (2000) define constructivism
in terms of the assumption that knowledge is made and not found. They draw on
Polkinghorne (1989) in articulating the following definition of constructivism:

If knowledge of the social (as opposed to the physical) world resides in

meaning - making mechanisms of the social, mental and linguistic worlds that
individuals inhabit, then knowledge cannot be separate from the knower, but
rather is rooted in his or her mental or linguistic designations of that world
(Lincoln and Guba, 2000, p.176).

Lincoln and Guba also define constructivism as a paradigm wherein "emphasis is on the

.

social construction of social reality, fluid as opposed to fixed identities of the self, and the
partiality of all truths" (Lincoln and Guba, 2000, p.178). If we accept that our diverse
processes of perceiving, constructing, and articulating knowledge are relational, then it makes
sense to embrace many ways through which we realise and represent knowledge and to value
a diversity of perceptions in the construction of understanding. This is a premise of
constructivist ontology. Schwandt writes that constructivist researchers "share the goal of
understanding the complex world of lived experience from the point of view of those who live
it" (Schwandt, 1994, p.118). He defines Eisner' s research paradigm of educational
connoisseurship as a form of constructivism which is "particularly significant because it
points to the importance of an aesthetic (versus scientific or propositional) form of knowing in
human inquiry (Schwandt, 1994, p.129).
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Elliot Eisner is a philosopher, researcher, and educator in the field of arts in education who I
have cited throughout the previous chapters of this thesis. His writing over the past twenty
years has been instrumental in the development of both qualitative inquiry in educational
research, and the role of artistic modes of perception in education and research practices.
Eisner writes in his book, "The Enlightened Eye":

My aim 1s explore some of the ways in which the methods, content, and
assumptions in the arts, humanities, and social sciences might be used to help us
better understand our schools and classrooms ... to expand the ways in which we
think about inquiry in education, and to broaden our views about what it means to
'know'. (p.2) . . . The Enlightened Eye participates in a tradition and history
populated by those who have attempted to become both perceptive and articulate
about what they have encountered. In this sense, educational critics and critics of
the arts share a common aim; to help others see and understand (Eisner, 1998,
p.3).

In this thesis Eisner' s mode of constructivism - educational connoisseurship - informed the
relationships I initiated with the research participants, the values I brought to my roles as
workshop - facilitator, choreographer, researcher, and writer, and the possibilities I ascribe to
language and dance in researching inclusive dance education.

Through the embodied element of this study I have researched ways of integrating creative
concepts found within dance, poetry and somatic methods of understanding the body. I aimed

',.

to provide access to a vision and method of making dance that embodied the educative model
of dance as an inclusive way of processing ideas about self, the community of dance
participants, and their worlds.

As specified in chapter one, this thesis researched the following question:

How can methods of processing and choreographing dance embrace the values
of inclusion in dance education?

Methods of data Collection
Throughout the embodied research process, I used five methods of data collection:
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1) semi - structured individual interviews.
2) workshop feedback sheets.
3) researcher's journal.
4) embodied processing and development of research ideas.
5) video documentary

Each of these methods of data collection was grounded in a phenomenological approach
committed to understanding the research process from the lived experience of participants and
myself as researcher/dancer/facilitator. The following section of writing will outline each
method

of

data

collection,

and

its

value

m

meeting

my

research

aims.

Interviews
Kvale writes that the "strength of the interview conversation (is) to capture the multitude of
subjects' views of a theme and to picture a manifold and controversial human world" (Kvale,
1996, p.7). The concept of perceiving knowledge gained through a qualitative interview
relates to the writing of both Scheurich (1995) and Beer (1997). Scheurich discusses "the

,,

radical, indeterminate ambiguity or openness that lies at the heart of the interview interaction
itself, at the lived intersection of language, meaning, and communication" (Scheurich, 1995,
p.249). Beer writes of the changing perception of the researcher as they come to understand
the world from the point of view of another person in terms of a "slant of light" recreating a
landscape (Beer, 1997).

These two concepts - multiplicity of meaning in the interview context, and the way looking at

.

the world from another person's perspective is like light in relation to our consciousness - are
metaphors which capture my imagination as an interviewer, writer and dance researcher.

My interviews with the research participants are an invaluable resource in revealing how the
'>

inclusive dance workshop methods employed in this study related to the aims of inclusive
education and the dance curriculum. The interviews were a gift to the research process "of
time, of text, and of understanding" (Limerick et al, 1996, p.458) and are also a reflection of
my artistic vision as a researcher/writer.

The interviews explored the individual perspectives of each workshop participant. Through
my own interactions with participants in creative situations, as a research interviewer and
when reading the transcripts, I brought my perspective as a writer and my lens as an
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'educational connoisseur' (Eisner) to the process of analysing and presenting interview
transcripts. I did so by presenting case studies that present a narrative of the workshop
process. I employed Connelly and Clandinin's (1987, 1991) definition of narrative study in
order to guide the "storying and restorying" (Clandinin and Connelly, 1991) of our research
experience.

A central construct within the narrative method is the notion of narrative unity,
defined in our work as a continuum within a person's experience which
renders life experiences meaningful through the unity they achieve for the
-I

person ... The notion of narrative unity is not merely a description of a person's
history but is a meaning - giving account, and interpretation, of one's history
and as such provides a way of understanding (participants) experiential
knowledge (Connelly and Clandinin, 1987, p.131).

Both written and performative elements of this thesis attended to the unique voices and
experiences of individuals, in the context of an experience shared by an interdependent group.
The cases illustrate both individual and group responses to dance processes, within a narrative
which evokes the embodied research process in sequential order from workshops through to
performance.
Workshop Feedback Sheets

After each workshop I asked the participants to briefly write responses to the workshop
experiences. I describe these writings as 'workshop feedback sheets' which included, for
example, things we learned, discoveries made, exercises which were beneficial and which did
not work, and how each participant felt about the workshop experience, directly after the
experience. The aim of these sheets was to gain written individual and group perspectives of
the workshop process.
Researcher Journal

In researching the lived experience of participants through embodied dance workshops, I drew
on Hershusius's concept of 'participatory consciousness' (Hershusius, 1994) - a mode of
,\

interaction with others that privileges somatic, tacit, and relational understanding. Keeping a
research journal encouraged reflection upon the participants and my own embodied
experience, while translating the complexity of human interaction to written text. After each
workshop I noted my interpretation of our work, the material that arose from different
methods and my understanding of participants' reactions to or ways of working with the
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material offered. This journal was valuable in recording what my aims were as a research
facilitator, which elements of dance, poetry and somatics I integrated towards those aims, how
I felt the aims were met by the methods I utilised, and how my understanding of the
workshops compared to the experiences of participants.
Embodied Processing and Development of Research Ideas

Throughout the workshop process the participants and I collected, processed and refined
concepts which related directly to the research questions by exploring inclusive dance
practices and assessing them for educational and artistic value. This process of exploring,

'

reflecting, remembering and distilling movement research through artistic practice was a core
aspect of the data collection, analysis, and articulation process of this study. Ellis (2000)
discusses the relationship between dance, performers, writing, and text through his research
process:

'r

In essence, rather than me representing these people in dance and writing,
they are actually presenting themselves .. .I am not retelling an Other's
story, Dominique, Suzannah, and Marion are telling (and retelling) their
own stories, and although they cannot escape their metaphysics of
presence, they are each saying, "Simon, this is my story, let me tell it", and
I am saying "this is your story, how can I tell it? In a sense, choreography
is a research tool as much as writing. To paraphrase van Manen (1997),
choreography is my method, as too is writing. There is no distance
between research and choreography or between research and writing (Ellis,
2001, p.6).

Video

Video played the role of recording embodied workshop material in order to make our research
·')

through dance available to a wider audience. Extracts from workshop eight through to
performance, as well as the solo I made while writing the first half of this thesis, are included
on the C.D. Rom, which aims to highlight the vital experiential element of this thesis.

,l

Stages of Embodied Research

The embodied element of this study had three stages:
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Stage one - exploration/ process

July - August 2002
Stage one of the embodied research process began with an open community workshop,
through which I located 4 - 6 dancers to participate' in a creative dance process that ran from
July to November, 2002.

I used purposeful sampling (Maykut and Morehouse, 1994) to recruit my participants. A
research objective through the workshop process was to explore models of processing and
choreographing dance that embrace the diversity of bodies, abilities, and cultures that will be
involved in dance education, in order for dance to be valued as a way of knowing in an
academic context. Through an open workshop advertised to university students, secondary
students, teachers, and people who are interested in dance I met a diverse of range of people
interested in this study. However, it was clear that the people who would be most comfortable
in attending the workshop would have been people with dance experience - the people who
have managed to get past the 'gatekeepers to dance' (Brown, 1998) and who were efficient
'writers of movement'. In this study my aim was not to work with people who find dance
easy, as this community does not represent the diversity of people or abilities involved in the
dance curriculum. In order to encourage people who may not usually participate in dance to
take part in this workshop, I underlined that no dance experience is necessary to participate,
and I invited people to participate who had no past experience in learning dance technique
(see Appendix A).

The open workshop allowed me to meet possible research participants, and to meet a
community of people who were interested in inclusive dance education. In the workshop I
discussed the aims of this thesis and outlined my definition of inclusive dance education. At
the end of the workshop I asked people interested in participating in a long term study to leave
contact details, and discussed my philosophy of diversity in relation to my selection process.
">

Twelve people came to participate in this community workshop, many of whom were
participating in the performing arts degree of this University.

I invited everyone who was

there to participate, and six of these people were willing to commit their time to a long term
,l

project.

Participants were myself as workshop facilitator/ choreographer/ researcher, and six dancers
who together embodied a diversity of movement vocabularies and attitudes to dance. My aim
in selecting participants was to work with people who would not describe themselves as
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dancers, people who would like to have an opportunity to be the dancer they 'feel they are'
but have had limited or no opportunity to participate in dance as an art form, people who have
had some dance experience but are not familiar with inclusive or interdisciplinary dance
education practices, and people who will or could be involved in the implementation of the
dance curriculum - teachers, parents or secondary students (I did not include students under
the age of thirteen in this study because this could have led to difficulties in communicating
ideas and organising rehearsals, however, the aims of this study do relate to the philosophy
and practice of dance education in primary schools. Dance educators from primary school
backgrounds may be able to relate the practices discussed in this study to their specific
contexts. ).

The workshop process began with a short (10 - 15 minute) interview with each participant to
discuss their perceptions and understandings of the following;

•

Dance

•

Dance education

•

How they feel they relate to dance

We then began a series of workshops that explored different ways of integrating dance,
somatics and poetry with the aim of defining methods of inclusive dance process. I facilitated
one two hour long workshop per week, for eight weeks, in a dance studio in the Dance
Studies wing of our University's School of Physical Education. The material used in the
workshops was developed in response to the group of participants. I familiarised myself with
a method of researching dance through workshops wherein the content of the study emerged
through the needs of dancers, in a pilot project that has provided me with many starting points
for the workshops in this thesis.
The Pilot Study
The pilot study for this research was entitled Embodying Your Language; A Study of the

Embodied Experience of Learning Through and From the Moving Body, by Integrating
Dance, Poetry and Somatics in a Workshop Context (Longley, 2000).

It focused on the

question, "How can a workshop process integrating dance, somatics and poetry effect
participants' creative and personal understanding?" This study evolved from my objective to
study dance as a language/form in which everyone has a vocabulary if we our personal
movement for

creative exploration.

The method of the pilot study utilised a
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phenomenological paradigm - that of kinaesthetic phenomenology (Kleinman, 1991). I
researched participants' lived experience of movement through poetic reflection, in regard to
the group's awareness of their holistic selves and individual creative processes. In order to
answer my research question, the pilot study utilised the data collection methods of co structured interviews, participant and researcher journals and workshop outcome sheets to
phenomenologically record, reflect upon, and analyse workshop experiences, from my own
and the dancers' points of view. In the pilot study participants discovered relationships
between many ways of knowing and thinking about movement, dance and writing.

Somatically grounded workshop processes encouraged each dancer to be aware of
relationships underpinning her movement and her unique artistic practice. The pilot study
illustrated a method of integrating movement and written vocabularies to explore somatic,
improvisation, choreographic, reflective, and writing skills, working from the individual
vocabulary of each dancer. In the pilot study workshop content maintained a flow between
somatic exploration, dance improvisation, poetic reflection, discussing ideas and watching
each other experiment with movement ideas. Each dancer's perception of dance connected
with her lived body of memory, imagery and experience, while at the same time participants
developed understanding of each others' diverse ways of processing and articulating
understanding. One research participant described the way in which the workshops
encouraged diversity and an understanding of how each dancer processed ideas in a unique
way:

'Cause you always think, well, I always think that all people who dance think
the same as me, so ... if I'm just thinking about lengthening, if this figure in
my head is doing the dance about it, then I think that that's what everyone's
doing. So, it's quite cool to figure out that (laughs) not everyone is, that
(pointing to Alys and Mary) I'm special, and you're special and you're
'\

special.. .That's so scary (laughing). There's not enough space, in the world,
for the thoughts (Longley, 2000, p.50).

The research workshops of the pilot study consistently used the dancer's understanding of
somatic movement ideas, and the diverse ways they processed these ideas into descriptions
and poems, in order to invent choreographic and improvisational frameworks inspired by
subjective understanding.
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The pilot study challenged traditional perceptions of dance that carve out an ideal community
of people to belong in the dance world, based on external ideals such as body type, technical
ability, gender, or ability to replicate movements in space. It worked from the assumptions
that every living person has a body of movement and so every person can dance, and that
dancing is a form of perception - a way of experiencing movement and form that can
encompass any experience which is framed as living, moving art. This inclusive starting
point led to a conclusion that made recommendations for inclusive dance education. It also
recommended methods of developing dance and extending choreographic ideas through
embodied dance practice drawing on poetic and somatic concepts in the ways dancers
interrelate, warm up, explore, improvise and refine dance material.
Structuring Movement Workshops
/

The workshops initiated in this study developed along similar lines to the pilot study.
However, in order to focus upon inclusive dance education in relation to the curriculum, I
organised workshop ideas in advance, after consulting participants in the weeks before each
workshop. Workshops drew upon somatic concepts of perceiving the body from a first person
perspective. The basic workshop structure that I developed in the pilot study was to begin the
workshops by focusing on ourselves and the on movement within us as a starting point. We
would then work individually or as a group to embody somatic concepts, to develop and share
ideas through discussion and the medium of poetic reflection, and then to process or develop
these ideas and understandings through improvising and creating dance phrases. Possible

'rl
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workshop titles that I considered as I began the workshops were:

•
•
•
•
•
•
•
•
•

Balance
Breath
Lengthening and stretching
Skin, tissue, muscle, bone
Lifts
Releasing
Imagery
Memory
Writing

At the end of the first eight weeks of movement workshops I initiated a second set of
interviews that explored:
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•

How participants were finding the process

•

What the memorable experiences had been

•

How the workshops compared to their expectations of dance

•

What they envisioned for the performance

•

How the methods could be better

•

How would they change anything if we could have begun the workshops again

•

How they thought the workshops related to education

These interviews provided me with direction for structuring our movement forum.
Stage Two - developing, refining, and framing workshop methods.

September - October 2002
After the interview process at the end of the eight week explorative workshop process, I
facilitated a discussion about what kind of 'stuff the participants would like to perform. I
then drew on material chosen by participants, for workshops that ran for two hours, once a
week, over six weeks. This led into a process of revisiting specific workshop methods towards
systematising a step by step analysis of how they worked best, and refining our artistic
)-

understanding of them. I conducted an inquiry of the following movement explorations
through stage two of the embodied research process:

•

What kind of movement expenences do specific methods of integrating dance,
somatics, and poetry lead to?

•

What kind of movement vocabularies do such practices evoke?

•

What kinds of relationships between dancers are created by specific ways of
integrating dance, somatics and poetry?

•)

•

What kinds of poetic texts are evoked by creative processes and how can they be
related to choreographic scores?

•

How does the internal, subjective experience of specific movement scores relate to the
outer image that is read 'into them' by an audience?

•

Which (if any) workshop practices facilitate participants' appreciation of their own
and each other's individual voices? How do such practices do so?

•

Can participants' creative (moving, written, and performative) voices be represented
through the performative context?
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Although I am articulating these questions in a written form, the above explorations are
inquiries into movement and as such, they were responded to through movement. The nature
of dance as a way of knowing, especially within somatic ontology, is that every dancer
processes moving ideas in her or his unique way, as each of our bodies are different. In the
second stage of this study, the participants and myself explored a range of ways to articulate
responses to moving questions. The different ways in which each participant perceived,
processed, and responded to movement explorations was a central site of inspiration and
choreographic structure towards performance.
Stage Three - structuring, articulating, rehearsing, and performing movement research.

October - November 2002
After completing stage two of the embodied research process, the participants and myself had
familiarised ourselves with a range of workshop methods and the movement vocabularies
they evoked. In co-creating a performance with the participants, based on our workshop
experiences, I facilitated a process of structuring specific workshop methods and movement
vocabularies into the dynamics of structured, improvised movement phrases. The rehearsal
period consisted of developing a structure and through-line for the performance and ensuring
each of us were familiar with our sections of movement. A key aim of the performance was
).

for each member of the group to feel comfortable in performing movement that had evolved
from his or her unique body of perception and ideas and the shared movement vocabularies
that represent the unity of participants.

This thesis uses dance to specify and examine questions about inclusive dance practice. I
believe that theoretical ideals for dance education will not be realised until they are translated
into practical methods of teaching, and accessible dance performances are made around
inclusive methods of structuring ideas. Through this kind of praxis, disabling dance
stereotypes may be replaced by inclusive ones, thereby increasing understanding of dance as
an accessible form or way of knowing. As our focus on performance progressed, the
limitations of traditional expectations of performance and 'finished' choreography became
clear to us, and I realised that if I wanted to maintain the inclusive focus of our work, I would
have to redefine our 'performance' with a strong emphasis on our process. To do so I used the
word 'forum' instead of 'performance' in all advertising and group discussion, and focussed
on creating a performative event that combined choreographic ideas, audience participation,
verbal presentation, and discussion. My growing emphasis on showing conceptual processes
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m sharing dance ideas meant that video documentation of our work emphasised the
workshops and the rehearsals alongside the forum event. This highlighted an aesthetic of
developing vocabularies of movement:

Choreography is a process of materialising ideas but it is not reducible to the
symbolic limits of the writer's linguistic turns (Brown, 2001, p. 20).

Universities in our time are no longer just the repositories for and transmitters
of culture ... they are sometimes places where new forms are made; new
science, now music, new theatre. But whatever the institution, these
responsibilities can only be met by an environment which allows an art
')

discipline to shape its own curriculum according to the nature of the art itself
(McKechnie, 1996, p.12).

The above two quotes draw attention to the need for dance to speak in its own language - that
of movement. Carol Brown and Shirley McKechnie are eminent dance thinkers, writers, and
makers who advocate for <lance's value as a way of knowing, and as a discrete method of
exploring and articulating ideas which cannot be translated with integrity by the written word.
In this thesis dance is a central method of study, but it is not artistic knowing about the form
that I privilege, it is human awareness and understanding through the form which intrigues
me. I am not aiming to use trained dancers to perform choreographic (as Brown and
McKechnie do in their dance research), I am working against exclusive dance stereotypes by
integrating creative concepts found within dance, poetry and somatic methods of
understanding the body. Through using internal awareness as a starting point for movement
and privileging dance process over set steps, the thesis forum aimed to provide access to
choreography that embraces the educative model of dance as an inclusive way of processing
ideas. I researched a philosophy and method of dance practice through a learning/artistic
process that embodies the educative model of dance as an inclusive way of processing a range
of ideas, inter - relating self, the world and aesthetic form.

The choreographic process of my thesis research focused on dancers' understanding of their
movement intention, their sense of unity as a group, and the voices of dancers in terms of their
unique ways of moving and perceiving through movement, rather than set steps that I taught. I
trusted the emergent nature of the process to unfold and the movement to develop from the
contexts of the participants. Creating performance always involves embracing the unknown,
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the mystery at the heart of knowledge and understanding. Whether or not we can indeed trust
the unknown, or the knowing embodied by the group of dance students in a classroom, are
central issues in introducing the dance curriculum. At the same time, the dance workshop
process and product was carefully guided alongside the written thesis that explored different
philosophies of inclusive dance process and product.
Providing Access to Inclusive Dance Research

This research project relates to the needs and practices of a wide range of dance/arts
practitioners, who I considered as I conducted this study. Creating performance allowed the
methods and processes embodied through the workshops to shared with the community on
whose shoulders the study rested: dance/arts students, educators, and practitioners. Through
creating a community-orientated dance forum my research provided access to people whose
)

primary interests were in dance/artistic teaching and practice. As access is a key aim of this
study I felt it necessary that our dance research was made available to the wider dance/
performance community.

Ellis writes of his doctoral research in choreographic process,

Next to the exploration of memory, narrative and words, this research is
concerned with the development of art as research, and the development of a
mode of representation on which words and movement are equally important
(Ellis, 2002, p.3).

The artistic aspects of this thesis (performance and video) provide an accessible articulation
of research into inclusive choreographic structures, for dance educators, students, and
practitioners.

Following the performance I initiated a final semi-structured interview with each participant,
?

wherein I readdressed questions posed in the first interview, and discussed the process as a
whole.

•

How has the workshop/performance process related to participants v1s10ns of
dance and the role of dance in education?

•

What have been the easy and difficult elements of the process?

•

How did participants' experience the performance?
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•

Did the participants' feel the performance articulated the embodied understanding
of workshop processes?

Relationship of written thesis to performance thesis
The practice of creating this thesis was dialogic in nature. That is, the writing and moving fed
each other. Both the act of writing and the act of exploring movement, aimed for a deeper
understanding of inclusive dance practice, towards exploring and articulating the value of
integrating a range of expressive languages or ways of knowing within education and artistic
settings.

Data Analysis
dancing alone

>

balancing in the shape of each other

taking a small thing and letting it drop its smallness
along the face of movement
:::t

a muscular cognition
of travel

skin
a placement

tissue
like the thickness of darkness

muscle
closer to you / the meeting of necessary love

bone
the without of us meeting to heal

we are all this
a pathway of leaves with ever deepening colours
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The above poem, along the face of movement was written as part of the data analysis process
of a dance research study, and was co-authored by three dance research participants (Longley,
2000). I used this poem to articulate a quality of the research findings that the conversational
quality of interview transcripts could not evoke - the felt, emotive, skin sensing, somatic
quality of moving with people and developing ideas through such intimate mediums as touch,
sharing weight, or watching each other moving without sight. In the data analysis process of
this study, I drew upon such language within the formality of academic writing in order to
invite "a meditation on the experience of dancing that neither sacrifices the integrity and
immediacy of that experience nor vitiates its intrinsic qualities" (Stewart, 1999, 52).

My aim in translating the research experience of this study "from the field, to the text, to the
\,

'

reader" (Denzin, 1994, p.500) was to recognise a range of ways to use language in order to
express different ways of approaching and understanding inclusive dance education, for
example, as; - an approach to the New Zealand Dance Curriculum, - an artistic process, - a
series of narratives of a unique group of people experiencing a way of learning dance for the
first time.

In his guide to Deleuze and Guattari's A Thousand Plateaus (1987), Brian Massumi discusses
the relationship between writers, readers and text, in terms of the usefulness of concepts, and
how they relate to living:

The reader is invited to lift a dynamism out of the book entirely, and incarnate
it in a foreign medium, whether it be painting or politics. The authors steal
from other disciplines with glee, but they are more than happy to return the
favour ... The best way of all to approach the book is to read it as a challenge:
to pry open the vacant spaces that would enable you to build your life and
those of the people around you into a plateau of intensity that would leave
afterimages of its dynamism that could be reinjected into still other lives ...
(Massumi, 1992, p.8).

This concept of writing, one which takes a magpie approach to creating text, inspires me very
much. It facilitates and encourages many ways of writing, reading, and applying ideas into an
endless range of contexts, with the aim of enabling people to live an experience in such a way
as to leave "afterimages of its dynamism" (Massumi, 1992, p.8). In this thesis I integrated
many ways of perceiving, understanding, and articulating ideas. Examples include academic
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writing, dance process and reflection, choreographic performance, poetry, and narrative. I
hope that the writing of this text in the analysis is a dynamic as well as an informative
evocation of how an inclusive approach to dance may be applied in educational, artistic, and
personal contexts.

In my process of researching inclusive dance education through choreographic workshops the
method I used to record, analyse, and evoke dance experiences was central in deciding what
kinds of understanding were formed and evoked for the reader. Richardson uses the metaphor
of a crystal to represent qualitative research.
\{

Crystallization, without losing structure, deconstructs the traditional idea of
'validity' (we feel there is no single truth, we see how texts validate
themselves): and crystallization provides us with a deepened, complex,
thoroughly partial understanding of the topic (Richardson, 1994, p.522).

In order to present the multivocality (Denzin, 2000) of artistic, educative, and somatic
elements in this thesis, I have employed case studies to structure, analyse and articulate the
research process for the reader. Stake describes the process of devising a case study in terms
of developing a focus and approach to a specific system of events, relationships, or integrated
workings; "One might say a contract is drawn between researcher and phenomenon ... what
';x

can be learned here that a researcher needs to know?" (Stake, 2000, p. 440)

In this study I have presented my data analysis through an instrumental case study. "I call it
an instrumental case study if a particular case is examined mainly to provide insight into an
issue" (Stake, 2000, p.437). In this study of inclusive dance education, I developed case
studies through my interactions with research participants from; semi-structured interviews,
workshop outcome sheets, group interviews, my researcher's journal, and the lived experience
of dancing and learning with participants, throughout a five month research process. The
narratives of the research participants were structured through temporal processes rather than
the perspectives of discrete individuals. The case I have investigated for the reader concerns
inclusive frameworks for developing and practicing dance education, specifically in regard to
the New Zealand Dance Curriculum. The personal cases of research participants contribute
understanding to the choreographic processes researched, and the kinds of perceptions and
values of dance which they lead to. The philosophy that I constantly referred to in initiating
and researching workshops with participants, was unity and diversity. Both written and
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moved elements of this thesis attended to the unique voices and experiences of individuals, in
the context of an experience shared by an interdependent group. The cases were presented to
illustrate both individual and group responses to dance processes within a narrative which
evokes the embodied research process in sequential order from workshops through to
performance. As a writer exploring inclusive dance education in relation to artistic and
educational contexts, my focus was on defining how a philosophy of inclusion translates into
embodied choreographic processes, how workshop participants responded to such processes,
and how the workshop methods related to the New Zealand Dance Curriculum (2000). I have
, \

I

drawn on a range of writing methods to articulate this case study.
I provided two inscriptions which introduce this thesis to the reader. The first is by Laurence
Durrell(1985, pl8);

Some languages have little euphemisms which modify suddenly one's notions,
alter one's whole way of adoring.

This line of poetry represents the way in which language can function to develop the way in
which we perceive and appreciate our experience. In terms of this quote, I consider dance a
powerful medium for such a shift in seeing and appreciating- in ourselves, the community of
people we dance with, and in our being in the world. Dance works with our physical and
moving selves, and learning dance brings new ways of perceiving movement, experiencing
movement, and creating artistic movement experiences with diverse communities of people.
In this thesis I argued for dance to be valued as an inclusive way of knowing in educational
and artistic contexts. Through drawing on a range of 'languages' in the data analysis of this
study, I hope to enable readers to appreciate ways in which dance can open doors of
perception or thinking and embrace life and individuality within the institution of education.
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Results
)

You hear sounds of a pencil being felt for in a drawer in the dark and then
see its thick shadow in candlelight, writing the remaining words. Paragraphs
reduced to one word. A punctuation mark. Then another word, complete as a
thought. The way someone's name holds terraces of character, contains all of
our adventures together.

Michael Ondaatje
from Death at Kataragarna
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CHAPTER FOUR
RESULTS

From talking and dancing to text

This chapter is a written narrative of the workshop process I facilitated over four months with
six research participants. Within the language available to me, I have attempted to evoke the
shared dance meanings, the changing community dynamic of our workshops, and the
development of friendships and of trust into words. I hope the written structure of this chapter
_')

contains 'terraces of character' which capture a degree of phenomenological integrity from
our process.

I am really passionate about dance as a way of being able to .. .learn from
-,

things you've done rather than things you've sat through (Rachel, Interview
One).

By making a performance from our dance process, the participants and I hope that you may
experience the artistic, community based element of this study so as to have 'done' something
by bringing yourself and your understanding of dance to the studio space. In experiencing a
live event new possibilities, characters, movements, and ways of being can be added to our
understanding - in this case our understanding of dance, choreography, performance and
0-

specifically inclusion in dance practice. However, I am aware that most readers of this thesis
will be unable to have seen the live performance aspect of its articulation. The following
results chapter presents a chronological narrative which aims to provide insight into inclusive
dance practice from analytical, descriptive, experiential, and personal perspectives. Within

p

this chapter I have layered many voices in order to present a range of different perspectives
and qualities of our process.

"-)

There are two main voices that guide this chapter, the analytical and the experiential. The
voice that guides readers through this chapter is my 'researcher's voice' - which aims to
provide the reader with a clear chronological case study of our process. This voice has the
research questions guiding this study as its focus, especially the question "How can a
choreographic process embody the values of inclusion in dance education?" The implicit
voice of my research and planning pervades the narrative of workshop descriptions. Voices of
participants are an integral part of this research into inclusion in dance education. In
presenting the workshop process, I draw upon edited reflections written from immediate
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dance experiences, as well as fragments from feedback sheets written after the workshops. For
these I asked participants to write down a short response to the workshops, in which they
could list what they liked or disliked, what they remembered, what felt comfortable or
uncomfortable, or what was easy and what was difficult.

Analytical writing is in plain text, with extracts from participant's feedback sheets presented
in bold. Extracts of writing in italics aim to provide readers with a sense of immediacy with
the project - some of these extracts aim to provide the reader with a sense of the vocabulary
l

and tone that I used to facilitate workshop exercises. Italicised extracts in this chapter also
represent poetic responses to exercises by participants, and evocative descriptions of
workshop moments from my journal.

Part of this chapter is a performance in which seven people present their dance. I describe the
people written about in this chapter and try to (re)present them as individuals co-creating a
perspective on dance with me in this research project. In the end though, I cannot write down
their movements, or write down a translation of our dance that belongs to the reader. That is
how you see dance and read dance. The following narrative case study tracks a dance process
from beginning to end. The participants are introduced then workshops one to seven are
described. The second interview elucidates the dancer's understandings before I continue to
describe workshops eight to twelve, inclusive of our performance.

I hope the narrative writing style provides access for readers to consider, critique, and
experience (albeit vicariously) issues, ideas, starting points, strategies, and meanings for their
own definitions of inclusion in dance. Although six people participate in the workshops, I
have chosen to present five stories, because Dion started a new job during the process which
meant he missed a third of the workshops. Dion was still a part of our work, sharing ideas and
performing in the Forum, and readers can see him in the documentary video. However, I have
not included him in the results chapter, because the following five voices evoke our process
with more consistency.
>

55

Analysis of Interview One
Emmie
Emmie joined this research out of a curiosity to learn new ways of moving. For Emmie dance

is something she does when she goes out, something that she enjoys and yet has not had much
experience in. Emmie came to the community workshop after seeing a flier inviting "all types
of dancers and their unique bodies of movement. Especially ... people who have not learnt how
to dance" (Community Workshop notice, Appendix A). She arrived without knowing anyone
involved or what kinds of movements were likely to be taught. She was interested in
experimenting with new ways of moving, despite having spent a year studying Physical
Education, where, "you dance like everyone else, and if you don't, you take the piss" (Emmie,
Interview One). In interview one I asked Emmie what she would like to get out of the
\

workshops. Her answer was "just to be given that exercise 'to move in your own space', and
actually just be able to do it, like to feel comfortable enough, I reckon that would be the most
incredible thing, not to let fear of people judging you [deter you from moving in your own
space]."

Rachel

Rachel joined this project after I spoke to her 'Dance in the Community' class at Otago
University and invited students to the community workshop. After the workshop Rachel
talked about how she wasn't going to come because she really doesn't have time to do
anything new, in between her home life, university, and teaching at a local secondary school,
yet she knew if she came she would feel more able to cope with the other things going on for
\

her. So she came to dance, and indeed the workshop did boost her energy. Rachel has always
been passionate about dance and movement, she described in interview one how "I used to
wait till I could get out of school so that I could learn to dance, that was what I lived for at the

)~

time, and in learning all those routines and things I managed to find a way to use my brain

'

and my memory to remember (information for school)" (Rachel, Interview One). However
Rachel's passion for ballet and modern dance as a teenager has turned out to be a double
edged sword. Although the skills and discipline of learning technical dance was hugely
important in her motivation and ability to learn across educational disciplines, she now feels
like the technical insistence on a 'right way' has led to "a block with dancing in lots of ways"
and that now she aims to "overcome that barrier, that self consciousness thing [and find]
moments where I can just totally relax and be moving, being in the moment and relaxing"
(Rachel, Interview One).
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Kara

I first met Kara through her family, and then at an open workshop run by a visiting dance
company. Kara's mother, Robyn, and I discussed how Kara would love to extend her
involvement in dance, but could not enrol in any classes offered in Dunedin, because of her
severe epilepsy. Her epilepsy limits Kara's lifestyle because:

k
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There's lots and lots of neural pathways that are not there, and I think that's
primarily why things have effected Kara, because she's cognitively behind,
and to a large degree, we're talking about 7, 8, 9 years apart from her
chronological age. So yet physically and athletically although she does have
fine motor and some gross motor problems, she's amazing, hurdled over it and
done really really well, but ... she doesn't pick things up as you would expect

-\

someone of her age, and of course the ramifications are huge because the
expectations that people have are beyond her capabilities. Which is why she
sometimes feels excluded ... When she has a seizure, you may not see it, so in
actual fact although you think that she's there she actually can't hear you,
she's getting no input whatsoever and its only seconds long so it's quite
unrecognisable a lot of the time. Having said that things have mightily
improved, but there is all that phasing in and phasing out to what extent we
don't know (Robyn, Interview Two).

Gymnastics and dance are avenues where Kara feels she belongs. She is very committed to
;,

gymnastics where she participates in competitions and has passed through many levels, while
dance provides "something that you really love doing and that you really enjoy and that
interests you most of all" (Kara, Interview One) at school.

Marc

I met Marc through a paper in somatic education, in which I assisted Sylvie Fortin in teaching
somatic theory and practice. Marc's curiosity and commitment to learning experiential ways
of understanding the body led me to invite him to participate in the study. In the interviews
Marc described how to think of himself as a 'dancer' is "quite ridiculous .. .I label myself as a
design student, who does dance" (Marc, Interview One). Marc's interest in dance began a year
ago through the 'Fundamentals of Dance' paper at Otago University. In interview one he
described how becoming involved in dance has been "helpful and fun and transformational"
because he had been always been a 'head' person, brought up to believe "if you read all the
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time it's really easy and if you don't dance that's really easy as well. You're rewarded for
reading and you're rewarded for not moving." As a fifty one year old male, Marc has come to
dancing 'late', and he brings a perspective to the project informed by his history of being 'cut
off from his body, informed by his two children, informed by his appreciation of dance as a
way of working against "the culture we have right now [that] blocks off movement, like home
entertainment systems I think and automobiles and telephones and chairs."

Christy

Christy joined the workshops after attending a workshop I held earlier in the year on site
specific community dance in relation to political activism. I met her at a cafe one day, the day
before the workshops were to begin, and she was very keen to attend the workshops. Christy
is seventeen years old and having a year's break from school before applying for circus school
next year. Like Emmie, she is a 'mover', she was involved in gymnastics when she was
younger, and is naturally attracted to artistic and kinaesthetic ways of processing and
expressing ideas. However, her participation in gymnastics and ballet only discouraged her
from participating in dance. "There was a lot of body image stuff which I felt really
uncomfortable with and I kind of had an association with dance there, how you have to
behave. I quit [gymnastics] after staying with it for about six months, and got given a real
hard time about my body."

Christy has taken classes in belly dancing, yoga, and muscle and bone/contemporary dance
recently, which she has enjoyed because "there was no right body". For her dance involves
"thinking of different ways to move, ways you don't see people finding out, everything your
body can do" (Christy, Interview One).
I>
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Workshop One
21 August
Games, Trust, Unity

My aim for our first workshop was to establish a sense of community and trust within our
group, to make it clear that there was not a right or wrong way, a better or worse dancer, or
pressure to participate if people felt uncomfortable. A key element in developing trust, is
taking risks. Throughout this workshop I initiated exercises that were new to the whole group,
and which challenged them to explore new ways of experiencing their body while working
together.

The first exercise was an exercise from Augusto Boal's book, Games For Actors and Non}

Actors - The Glass Cobra. Through it we met each other with physical touch and shared
experience, before we even shared our names.

Everyone stands in a circle with their hands on the shoulders of the person in
front of them. With their eyes closed, they use their hands to investigate the
back of the head, the neck, and the shoulders of the person in front. This is the
glass cobra in one piece. Then, on an instruction ... the cobra is broken into
pieces and each person sets off around the room, still with their eyes closed. In
Brazilian legend, this type of cobra, 'the glass cobra' shatters into a thousand
pieces; but one day the pieces find each other again, these small fragments
which are harmless on their own, but become dangerous the moment they get
back together, because when they do they tum into the dangerous steel cobra.
The cobra in the legend is the people, obviously! In the game it is simply the
participants who, after having moved around the space for a few minutes, on a
signal from the joker must find their way back to the person who was in front
of them before the cobra broke up. They must reconstitute the cobra. As in the

-,

legend, this can take time ... (Boal, 1992, p.108)

The vulnerability of moving around the space, blind, then searching for the back of the first
person touched through kinaesthetic memory was palpable - it seemed an amazing feat when
our cobra was reunited intact.
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I loved the cobra and the dancing. Kara

The glass cobra, a wonderful metaphor for life. Marc

I used the cobra exercise to facilitate a kinaesthetic introduction - where the depth of touch,
movement and sharing the space brought us to understand each other before we applied the
labels connected with words to describe ourselves to each other.

To introduce ourselves I focused on the breath. Firstly we all took a balloon and blew our
- \

worries into it, and as a group had the task to carry the balloons for the studio to a space in the
next door lecture room that we had to climb a ladder to reach. We then made a circle. The task
was to introduce your self, speaking only on three out breaths. We began by quietly focusing
on our breath, and then around the circle, small autobiographies emerged after thoughtful
inhalations.

Brilliant feeling to leave my worries next door (thought my balloon would
pop!). Rachel

In this workshop I initiated two choreographic exercises, which I hoped would encourage us
to find pathways of movement unique as our bodies are, while drawing upon an atmosphere
of fun and creative freedom:

1. Write your name with one specific body part for each letter. Move through your movement
signature focusing on melding the different movements that signify the letters of your name
into one short phrase.

Each signature a reflection of each person's movement language. Emmie 's soft circles next to
Kara 's sharp gymnastic lines. Rachel 's idiosyncratic starting places for her moving name - a

)

birdlike neck, quick lines drawn with her big toe. The evident thought and internal
)

concentration behind Marc's minimal lines of movement, Dion 's spaciousness, Christy 's quiet
fluidity. The room becomes busy and full ofshapes.

2. In one group find a balance so everyone is dependent on others to stay up. See if you can
stay in the balance with your eyes closed. Focus on where your weight is, where is there space
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in your body and where is there compression? Think of what parts of your body are free to
extend and what parts are bearing weight.

Kara found this hard to do - fiercely gripped my wrist. But joined in. And when we fell the
second time we all fell. I was glad because it relaxed us and we tried again without fear of
falling, as falling is fun too.

In your own space find three shapes based on any words or pictures, and the experience of
leaning weight with the group.

,)

I liked being physically close to people. I feel stretched, energized, way

more aware of oxygen. Christy

This moved into an improvisation wherein we moved through our movement signature,
borrowed ideas from each other, watched when we felt like it - basically explored movement
ideas tried so far. I wondered aloud whether I should set something more specific such as
'make a phrase' but people were happier to explore.

I feel safe and comfortable when sharing movements with others, not
intimidated or 'self conscious' (negative self conscious!) Thankyou, I feel
peaceful, thankyou. Christy

Really like having no pressure. I realise how amazingly enjoyable when
you ask if we want aims to have at the end of the exercise. Personally I
really love not knowing what the end expectation is. It's fantastic there's
;>

no wrong or right. Unfortunately it makes me realise how much
everything out of this class is judged in that. So thanks for the opportunity

)

to experience with no strings or expectations attached. For me personally
this is when I 'develop' get the most out of exercises. Found all the
)

exercises really comfortable and insightful into the sensations of the body,
-'

which I forget to pay attention to. Brilliant time. Great way to get to
familiarise ourselves with each other. Emmie.
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By focusing on the unity of the group as my primary motivation in developing movement, a
sense of trust and cohesion was created over these two hours, which really showed by the end
of the workshop, with the group laughing and joking together.

Workshop Two
28 August
Awareness of skeleton/initiation

This workshop focused on using internal awareness of the bones underpinning our structure,
f

and ways that we can initiate movement from them. I brought a life - size replica of a human
skeleton in so we could all examine it and think about our own skeleton compared to the
-,

make up of the traditional skeleton model.

\

We began with the small dance.

It's a fairly easy perception: all you have to do is stand up and then relax and
at a certain point you realise you've relaxed everything you can relax but
you're still standing and in that standing is quite a lot of minute
movement ... the skeleton holding you upright even though you're relaxing
(Steve Paxton, definition of the Small Dance, 1978).

This led into a walking exercise, simply being aware of weight and gravity.
We then played a game of finding a point of connection and balance with a different partner
and point of contact every time. Everyone had a turn calling out a point of contact, especially
Kara who enjoyed calling out places and finding new people to work with.

work in partners
one person is an alien who has never met a human before
)

the other person's job is just to stand and relax
the 'alien' takes their partners hand, they don't know
what it is. They gently move the hand letting their
imaginations wander around the meaning of this new
object.
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This exercise left a lasting impression on many of us, Kara and Rachel both remembered
working together during this exercise, when I interviewed them for the last time, three and a
half months later.

Loved thinking like an alien - or trying to be innocent to the hand. Rachel

The key choreographic exercise that I developed during this workshop was for everyone to
focus firstly on the long bones of their body, to move in the space thinking of long bones, and
then from this awareness to free - write for a short time. We then worked with round bones
and delicate bones, each time writing as well as moving.
'1

We used this as a starting point to make movement phrases, and wove the movement
signatures from the week before into our dances. We finished with a group improvisation with
time to move/ watch and write.

Learned where my emotional centre is - I realised how meditative dance
can be, thinking about what's been going on, I felt like I was thinking
honestly! Since last week I have been way more aware of my breath,
C>

breathing into my body parts - especially wonderful! Christy.

I found copying the signatures hard. I didn't really understand when Alys

said you are going to use your round bones and your long bones and
mostly I found it fun except for the parts where I got confused. Kara.

Workshop Three
4 September
Balance and Support
,,
1

It was a cold day and we all came in looking tired, so I decided to start with a relaxation
exercise, having everyone lie on the floor, I led a visualisation loosely based around Skinner
Release Technique - imagining our bones heated by the sun and supported by tissues,
imagining strings attached to limbs moving them. After coming to standing and moving we
repeated the glass cobra exercise from workshop one. The focus of this workshop was balance
and support - I aimed to initiate exercises using balance as a starting point, individually in
partners, and as a group.
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Find a space and individually work with your sense of balance
coming on and off balance
Being aware ofyour shifts in weight with gravity - without having to move,
or in holding balances, with different parts ofyour body as a base;
your back, your toes, your hands .....

l

Find three balances that you can repeat, for each one hold and then repeat the
balance, then write down images and words that come into your head from the experience of
balancing.

We then made duets teaching each other balances, sharing written reflections which gave us
another kind of language or insight into the movement.
·t

>

Half wheel

,,

sometimes I forget
inner outer turmoil

t.1-

breath makes strange
tightening crouching
waiting
(Emmie and Christy' s poetic response)

To finish I played music with a spacious, full sound and we had an open jam, working with
i>

movements we had learned, trying new ideas, and working with the movements of all the
,_-,;,.

others happening around us.

The last exercise was fun. I feel like I'm breaking down barriers with
touching and pushing, learning and pulling. Christy.
'r

As a warm - down we played a game. We took turns entering the space in pairs, finding three
'

l

different ways to balance from a single point of contact.

)
,.>-

I love this class - it is so creative - it is amazing how we can create such
I

beautiful moments and words so quickly and so easily if the people, space
and music were right, which they were - Slide guitar music combined with
the balancing movements and saying words was lovely. Marc.
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I like what the rest of the body does when we were concentrating on body
parts balancing together. Balances are full of potential. Rachel.

Kara didn't want to write so I asked her what she thought of the workshop, and wrote down
her responses.

My favourite thing was when you let me do my own thing. I find copying
people difficult - you're making me get lost by saying, 'Do the movement
kind of like me and kind of like you. I like to learn new moves but I don't
like to copy people. I like people telling me what to do. (Kara is referring to

the way I asked her to improvise by responding to what others were doing.)

Workshop Four
11 September
Contact Improvisation

The focus of this workshop was to introduce the group to contact improvisation, with a focus
on trust, sensitivity, and developing an atmosphere of taking small risks (like letting ones
whole body be balanced above the floor at a low level) with a partner:

Participants (in Contact Improvisation) learn to move together on a common
path of least resistance in which impulses, weight, and momentum are
communicated through a point of physical contact that continually rolls around
their bodies (Siddall, 1977, p.3).

This was a workshop in which the group travelled together to try many things they had never
done before - all around the room contact duets involving many different kinds of lifts and
'-I

creative partner work emerged. I initiated a range of different starting points for contact beginning with a focus on sensitivity, listening, and trusting yourself and your partner to be
safe and comfortable, into different specific weight bearing exercises and ways to lift, and
then into a contact jam. The best way to read this outline is with reference to the documentary
C.D. included, as through the image of us trying new things, the reader will have a much
better understanding of how the skills of contact were facilitated in this process. We did not
start filming the workshops until the last month of our process. This exact workshop was only
documented in words and in our kinaesthetic memories. However, the documentary has
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recorded many examples of us developing a language and sense of confidence with contact
improvisation throughout the last weeks of our workshops.

We began with the 'raisin meditation' (Keogh, 2002, p.62), which is simply about being
aware. It involves taking a raisin, holding it in your mouth for three minutes and feeling the
texture of it in all the different parts of your mouth, before biting into it. In later interviews
this exercise often came up as something people remembered and enjoyed.

To warm us up for contact work, I had us all roll on the floor, paying attention to points of
initiation. We started working in groups, with one person lying relaxed on the floor, and the
others manipulating feet, knees, waist, arms, and head, to gently roll that person along the
room. We worked individually, softening into the floor, extending through hands and feet,
>-

and turning through our centres.

In partners, both with eyes shut
Each person makes a triangle between thumb and forefinger
Places it on partners forehead,
Lean to bringforeheads together
C>-

This is a point of contact
Explore different qualities of this point of contact, and then leaning into it, let
the point of contact roll around your head, back, and arms.

This exercise led into duets of leaning weight with a partner with sensitivity to the qualities of
our moving bodies, shapes of backs, texture of our partner's arms.

I followed this with different improvisation exercises in and out of contact that revolved
around the concept of (taking turns) one person creating a still form, and the other working
,\

with it to compliment it, understand the structure of it, move around it, mould into it, or
balance on it. We all worked together experimenting with one person being on their hands and
knees (and than hands and feet with their centre further from the ground) and the other
balancing on the shape, off the ground, and then rolling into the floor.

An image. Marc balanced high on Emmie 's shoulders.
Emmie enjoying the stability of lifting someone, and then trying higher lifts herself.
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We finished with a contact jam that could incorporate anything we had explored - we began in
our own spaces, and ended sharing movements in light duets that amazed me with their trust,
risk taking, and openness

Lovely transitions into contact. Triangle felt so intense all concentration
focussed into that point. Idea of moving between lots of contact and a tiny
bit was great, because it opens up endless possibilities. Rolling bodies
across the floor was so relaxing and massaging. Moving only on outbreath forced me to make decisions. Rachel.

Conquered my fears of leap frog, realised I could jump higher, hold more
balance and flex more than I thought. I would like to practice this more warm - ups maybe? Having pop music - jumpy roundy music, was really
good!! I felt a lot more energetic and l took more risks. Want to practice
because I felt really smooth at times and other times I felt jagged. Forgot
to breathe, moved awkward!! thankyou!! Christy.

What a treat. Being allowed in people's personal space. All opportunity,
all pureness. Trying to get used to feeling, trying to ignore insecurities, or
trying to quelch them by forcing through comfort zone to enter it.
Pressure an incredible force. Great bond, relation to have, to hold,
balancing on heads new experience - handing over your balance and
relation to gravity (something you learn from birth to do by yourself).
Emmie
)

Workshop Five
18 September
Dynamics of Movement
In this workshop I reviewed different exercises from the past four weeks, with an emphasis on
making duets based on merging together ways of initiating movement.

I began by bringing out balloons for us to blow up and play with, and asked everyone to think
of a way to use their balloon to initiate movement and teach the rest of the group.
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Kara had asked for us to make dances based on our flexibility (she is very flexible from her
gymnastics), and so as a warm up we worked in our own spaces to explore different
possibilities of different limbs, and we then combined these in an accumulation phrase,
wherein the dance builds with people entering one by one until everyone is moving together,
and then leaving one by one, until the room is empty again. This gives us the opportunity to
watch, and dance in relation to different contexts.

We then worked in partners to make duets based on anything from the workshops so far. I
wrote the following poems after the workshop, after the duets were shared and watched and
positive feedback was written.

i
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Marc and Rachel' s duet:
intently listening
the delicate join
as the small bones in
your walking feet
tell stories to each other
ofgreat trust and enormous smallness
inside the bones of the floor
there is gravity that holds you safe
this knowledge
earths this dance of exchange
between initiation
from places of balance, support
the kinaesthetic houses
of thought.

Christy and Emmie's duet:

.>

Youface each other, you face me
gently pulsing, careful and even and listening
lifting her onto your shoulder, then you speak
sometimes i forget I breath makes strange

L

from one place to another
across your limbs
a meeting place
entering
the door is in
the rolling of one shoulder
without any recognition
ofjust which entrance
you have together decided
to move through

f
.>

t

but here you are
where time is in a consistent lifting of breath
in the shared awareness of
moving toward
the next
memory
of the conversation of bones
memory heard in the tippling of weight, in the
conversation between
placement, placement, and recognition of self.
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Workshop Six
25 September
Authentic Movement /Poetic writing/ Duets
Arriving in the space, the last week of September. Spring happening outside. Just sitting and
talking for the first fifteen minutes:

Talking at the beginning about these marvellous people and how their
days have been. I love to know and it comes out in my energy I share in
class. Emmie.
)-

;r

We started with the small dance, images of weight falling through feet, of subtle shifts of
weight, developing this into balancing with eyes closed, on one foot, one foot and one hand,

)

playing with different bases upon which to stand. Into movement - a game - follow the leader
but we don't know who the leader is, the idea being that we are doing the same movement at
the same time, the utter simplicity of the game allowing us to relax and play.

I then facilitated a session of authentic movement:

The form of this work is simple - one person witnesses another person moving

I
>

in a studio space. The witness, especially in the beginning, carries a larger
responsibility for consciousness, as she sits to the side of the movement space.
She is not looking at the person moving, she is witnessing, listening - bringing
a specific quality of attention or presence - to the experience of the mover. The

)

mover works with eyes closed in order to expand her experience of listening to
the deeper levels of her kinaesthetic reality (Janet Adler, cited in Lowell, 2002
p.14).

I

r

Our authentic movement experience was structured in five minute sections - five minutes of
the first person moving, 5 minutes of both partners free - writing in their journals, and then
swapping over.

f

This was a completely new experience for everyone in the workshops. It really is an exercise
in trust, to be inside your self for a time as well as be watched:
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Absolute acceptance and appreciation. It's one thing to accept someone
but it is so much more to appreciate someone and be appreciated. You
have a signal - acknowledgment, confirmation, that you belong in the
world. Emmie.

Close my eyes? What do you do Sometimes you just move which is the
thing - Dancing with my eyes shut - five minutes - not long enough
because there is the flashing back and forth between how I thought I
looked, how people might perceive me - but then I found myself on a
precipice. Marc

Poems from Rachel and Kara' s Duet:

Eyes flickering open, wanting to
peek. peeking? Self controlled
gymnastics lines
twisted wrists
head high
back bends
knee grinding on the floor

shutting is dizzying

hand hitting curtains

weird feeling

balance

strength.

new experience

:.:>

(Rachel about Kara)

.)

(Kara about herself)

Sway
off balance
boat sounds

looked interesting
nearly crashed into a wall

(Rachel's edit of her words)

twisty - curves
like a survey.

'J
I

(Kara about Rachel)
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Poems from Emmie and Christy's Duet:

grounded
she realised
with a curious and surprised
smile on her face
then bump
connected
confused then careful

Complimentary Beings

I wanted a sign

Navigating untoward what will be

that she knew I was watching

Unbeknownst to us all
that which goes on when not witnessed

(Christy on witnessing Emmie)

Perspective evermore

(Emmie on moving)

trying
I found myself
little worn body

Surrender Your Body

today

Pure movement, Beautiful movement

just wants wanted

Judgement passed, redundant

to get some rest

If

sleep rocking my back

acknowleged

pure

appreciation

of

beauty

I thought
I realised

(Emmie on watching Christy)

I remembered
It doesn 't matter
how much I move
funny.
I

,'

.,

(Christy on dancing)

\

I

72

Poems from Marc and Alys's Duet:

Dust from her neck was tumbling down
t,

Crossing a precipice
feeling the great height
Alys 's body is a mountain - there is an
avalanche on her neck. The rocks and

Trying to wipe

snow boundaries are scared - forest is

the pain away

flattened - the mountain is moving - the

trying to locate

rivers are dammed, the passes are blocked.

in this back of mine ...
so many pathways to choose

(Marc on watching Alys)

.,,

as many
as there are
ways to live.

(Alys

about

movmg

the space above
powder etching space
the strongest touch
into nothingness
wearing a body
through the light
and the darkness
of limb and listening
wearing yourself on night's sleeve
and on light's timepieces.

(Alyson watching Marc)
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We wrote poems about each other's dances - I had a great time - I loved the
things that we did. (Marc)

>

Workshop Seven
Writing and moving

>

In this workshop I created dialogues between dancing and movmg. I was interested in
exploring the question, "How can I re-language the body and re-embody writing so that I can
reawaken the sensations of dancing?" (Stewart, 1998, p.42). Last week's workshop on
authentic movement had inspired me to keep exploring relationships between somatic
awareness, choreographic exploration of movement possibilities, and ways that language can
be used as a choreographic tool and a phenomenological record of the experience of moving.
As a starting point I gave out copies of different poems written in the workshops so that I had
typed out. We began with the small dance and followed this with a variation of the glass cobra
exercise which focused on somatic understanding of the qualities of skin, tissue, muscle and
bone.

>

standing in a circle
hands on the shoulders of the person before you
through your hands concentrating on the surface ofskin,
on the quality offlesh and tissue,
on the density of muscle
on the structure of bone

I then gave out the sheets of poetry and asked everyone to make duets around some of the

I
)

writing. The duets were shown once, afterwards we had a short time for writing responses to
7

them using poetic and descriptive language, and then again we repeated the duets while
reading accompanying poems - below are two examples about the same duet:

Rachel' s poetic response
l'i.l

arms make lines that meld into one
dark forest
lost frantic fighting back branches
protect your face, hold your breath
argument
detail.
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Alys's poetic response
The duality ofyou
best friends and also
the storm that washes each other away
pulling a body apart
:,

in moving space.

Finally I initiated a jam - exploring the movement we'd made and seen. This was fun, we all
joined in and played together. As a warm down I got everyone to jump and jiggle and shake,
and then keep lessening the work by half into a bounce, a pulse, until it was an internal pulse,
quiet. We finished smiling, having worked hard.

Meditation of concentrating on skin, tissue, muscle, bone, connection
moving through the space focusing on how the body is working teaches
me a lot about the mechanics of the body. Gettting high on moving. Christy

,,
Taking poems and making them into dances - I danced with Emmie - we
did all this elbow work - tangled arms - it was great! Working with skin tissue - bones - muscles. Words and dance - I don't know about that.
Derrida said that words were just words - word about words about words
- And all those words gossiping about each other are wrapped up in the
English syntax - so we are not unique individuals - we are just hologram
projections of early 21 st century English syntax. But dance is not. Not
words. Marc.

Interview Two
The following section of this chapter provides a separate case study of each of the interviews
'_.-J

between the participants and myself. I have analysed these interviews with the aim of
elucidating the key ways Emmie, Kara, Rachel, Christy and Marc responded to the workshops

l

in relation to their personal experiences and their understandings of dance education. All
quotes in this section are from interview two and so I have not cited (Interview Two) after
citing participants.
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Christy

For Christy, the positive atmosphere where we could share ideas, my method of "guiding
rather than teaching a technique," and the improvisational focus of the workshops were
outstanding parts of our process. Christy also valued the somatic awareness facilitated in the
workshops, and enjoyed having new perspectives to approach physicality and movement.

Christy' s first response when I asked how she was finding the workshop process, was, "It
does seem really safe, yeah, that's the first thing, I've been so comfortable being around
everybody, it's been so safe everybody's kind of taken risks but they're not risks, you know?"

Christy compared the workshops to her other dance experiences such as secondary school
dance performances and contemporary classes she'd been to, in which, "you don't have to
think about what anyone else is doing - even if you're in a team - nobody's thinking about
supporting anybody else or helping hold them or helping ... it's like 'this is what I'm doing so
I just do this."' In contrast, the workshops used forms of interaction and listening such as
trust, balancing, and being sensitive to your partner, as fundamental factors in the
choreographic process, which established a community environment Christy had not
previously connected with dance.

Christy discussed how the workshops have been fun and valuable, and through them she has
learned many ways of perceiving movement that are useful to "know what I'm doing a little
more" both in the community dance and theatre classes she's involved in, and in her general
understanding of her own movement:
I)

I_:

It's been a really nice place to work and it's been really nice to be able to go
home afterwards ... For me one of the concepts that was interesting was
thinking about different bones and I find that sometimes when I'm sitting or

.,,
I
I
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moving, like actually visualising where my bones are. It's really strange 'cause
V

I've never ever done that before in my life, like being aware of where my
tailbone is makes it a lot easier to control how you're moving which was really

I

good for me, and knowing when you're slouching and stuff. And if I want to

l

slouch then that's cool but I know that I'm doing it.

h..

I

Christy found that self awareness was facilitated in the workshops by exercises such as the
small dance, and focusing on points of initiation in her movement. Having freedom to work at
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her own pace led Christy to try new things. To "try and surrender to being lifted and being
okay with it, it was just really memorable for me."

''

An outcome of the workshops for Christy was an increase in self confidence to try new ideas:
>

I feel a lot braver. I feel a lot more confident to try things as well, like I'm not
:,

quite so scared of falling you know? If you're balancing it doesn't matter if
you roll on somebody and you trip up because it's just floor, you know? It's
just ground, it's not actually that bad.

Relating the workshops to education (Christy)

When I asked how she thought the workshops related to educational contexts, Christy
responded that they "would be this perfect opportunity for people that are in high schools ... to
.:)'

have that kind of safety" wherein you can develop a community of people through learning
new perspectives on movement together. Christy considered the sensitivity of the teacher a
foremost concern:

The teacher has to be able to be willing to share it as well because otherwise
they just become an expert or an authority figure or something, which obviously
in schools they already are but it's really really kind of vital for the person
who's teaching to be willing to risk as well, because that makes such a
difference, when you've got a teacher willing to fall over or to just be a bit
dangerous, and not just stand there and look at you.
)

The sense of community and acceptance encouraged by the workshops was the most valuable
way Christy thought the workshops could be related to secondary education, where finding a
sense of identity and a place in your peer group are of major concern to students.

Rachel

Rachel's immediate response when I asked her about the workshops was that they were:
{

The highlight of my week and something I really look forward to, from the
beginning it was like, 'Do you have time for this?' 'No I don't,' but this is
something I really want to do so that's why I thought make it a priority ... and
the more I don't have time to go the more I want to go, and I need to go.
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In our second interview Rachel and I talked for over an hour about the positive environment
she thought the workshops facilitated, how this impacted on her, and their relationship to
inclusivity and performing arts in education. Rachel's experience teaching drama in

·-,

l
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secondary schools contextualises our conversation - Rachel discussed specific workshop
structures in relation to school settings and the holistic skills the methods nurture, such as
group work, trust, community and physical and mental health. We talked at length about
somatic methods and learning to follow your movement impulse, and the way this work
relates to education and cognition.

>

'f
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Somatics, safety zones, and learning to follow your movement impulse (Rachel)

:,

Somatics is a form of understanding the body that requires we turn inward to our own bodies,

\

and develop awareness of our unique bodies of movement. Rachel talked about this work as

I

"
_,,

providing new experiences every week, and discussed how working on the edge of
unknowing can be isolating and scary.

There's been times when I've been challenged, like with contact work, and it
will be in situations where again its as if, it'll be the mood that you're bringing
in to the improvisation, and it'll be like you're going into the depths, kind of
thing ·... you might not feel equipped, and you find yourself in it before you
realised.

At the same time, the atmosphere within the workshops provided clear safety zones and
facilitated trust and community within the group. Through improvisations such as the tuning
scores we developed duets by non - linear choreographic pathways, where the focus was not
on polishing the same movements toward a single end point, but returning to a basic structure
from many directions, in order to deepen understandings between the dancers and their
movements. In her duet with Kara, Rachel found this way of working highly valuable. Kara
and Rachel developed a relationship through working together in the workshops based on
trust and honest communication. Rachel was able to find ways of dancing with Kara that
allowed her to participate and explore ways of moving and communicating through
movement that were very different from anything she'd ever done before. This process
challenged both Rachel and Kara. For myself as a researcher I was amazed at how sensitive
Rachel was to Kara's needs, and how responsive Kara became as she haltingly allowed a
shared movement language to develop between them.
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For Rachel, the trusting environment established in the workshops was central in working this
way:

Rachel: I think trust is a real important thing with the workshops. Because I
think if we didn't trust each other we wouldn't be able to explore movement
like this. There's a real mental trust that we've got together ... you had this
way of making it clear that it will always be comfortable, we've always got the
choice to say no, we can always, right from the start, and so I think that's
what's enabled it to build.
Alys: And have there been any other structures that you think have allowed
and developed that trust?
Rachel: Definitely the availability for feedback time, when people could say
that was really awful or whatever, not that anyone has, but that that's
available, you always have an outside eye, that perspective from a bit further
back over the whole and that helps. I think practicing showing each other all
the time helps, 'cause you get quite used to, 'oh, can we have a look at that?'

:>

The 'show what you saw' improvisation score stood out as being one of the most helpful
ones, and a highlight of the workshops. Rachel described how she and Kara were:

r

Feeling particularly bored with the movement ... I went back to [perform] it
anyway and when we sat down everyone else had to get up and respond, and I
saw such cool stuff in what they were doing, that I really liked, so that made me
feel better, that it can be really good.
l

I

When I asked Rachel if there were any ingredients that allowed her and Kara to approach
their choreography in a non - linear ways that were fulfilling or organic, and that stemmed
from them rather than a restrictive end product, she outlined the following approaches.

You've got to be comfortable and honest, to make it explicit, 'I value honesty',
and have lots of self assessment ... the repetition has allowed this really good
breakthrough, because [at the beginning] Kara really wanted to be able to look
where I was and be able to do what I was doing and now she's happy ... that
we do it differently.

\
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A feature in developing inclusive choreographic strategies was having clear structures or
tasks, that the group were free to approach from their different lived experiences. "What
you've done is put structures in there - kind of like scaffolding - for us to climb around - so
there's the structure but we can climb however we like .. and that's ... just what you need."
Rachel described this as "bait, that push buttons, or feed out, like with your stimulus that get
this avalanche of ideas."

The following quote describes Rachel's personal experiences in the workshops:

l,
'
I

•,

I

You come out and you've altered your state, to me it feels like it's a state

r ?'"

that's a little bit further to being enlightened, I just feel myself having to swim
to the surface to get back to being able to have a conversation or to normal
things, and from what I hear from the others it's the same for them as well ... it
changes the whole way you can perceive the world and think about your life,
so it's cool, its' really educational.

In the second part of our interview, Rachel related her personal experiences to an educational
context.

Relating the workshops to education (Rachel)

As a teacher of the performing arts, Rachel is passionate about the need for embodied creative
work in education. For her the ways into dance that we developed in the workshops were
highly relevant in school contexts, especially in terms of group work and developing
movement cognition. Her first response when I asked how these ideas relate to schools was:
{

)

Doing exercises like the ones you've given us give you better self - esteem ... I

.I
)

f

~

(

think a lot of people don't have very good self - esteem ... or health, either - so
those are two major things, the mental health and the physical health, and just
because they're so accepting of you, no matter what shape, size or flexibility
you are ... yeah, that's really valuable.

(,
,;

For Rachel, the workshops returned her to an understanding and sense of exploration through
her body, "I could see myself getting more and more away from being able to move." Many
students may never get an opportunity to participate in creative dance if not through schools,
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which leaves a gap in how the world can be understood once they leave school. In terms of
cognition and perception, Rachel found this work invaluable in school contexts:

Fundamental things, like being able to remember what you've seen somebody
do and then feed it back, that's a real good brain strain ... sensory and spatial,
and interpreting as well, you're not just regurgitating facts ... you can relate it
back to your body, and yourself, and the way you've done something and

>

that's when you get better understanding of things, so it's not externalised info
but you've had to translate it into yourself, and perhaps that's how you can
understand the world better.

·;,

The final, and perhaps most important way in which Rachel and I discussed this work in
relation to schools, was in the potential these methods have to teach students "how to get
along together better, to be sensitive to each other." In her classes Rachel finds "working in
groups is such a mission". The structures for group work that rely on trust and developing
movement ideas through sharing and listening are for Rachel definitive ways in which
inclusive choreographic structures can be related to classroom practice. However, as with any
curriculum., facilitating ideas in schools is dependent on our teachers. A sensitive teacher who
has first hand knowledge of how somatic and improvisational ideas feel on their own body,

>

and is willing to take risks, would be crucial in introducing concepts from these workshops
into schools:

Alys: So it's about teacher education first?
Rachel: Yeah, even though the kids are the experts.

Emmie

'f

Emmie was full of enthusiasm for the workshops when she met me for our second interview.
Having had very few dance opportunities up to this point, the opportunity to move and
;,-

explore creative ideas in a non-judgemental environment was transformative for her. The key
issues we discussed were self awareness and empowerment in relation to a non-judgemental
setting, the workshop content, and ways in which Emmie related the workshop material to
educational contexts.
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Enjoyment, Self Awareness, Empowerment (Emmie)

To begin our interview, I asked Emmie how she was finding the workshop process. Her
response was, "I love it. Doing a different aspect each week, that's really choice, and it was
so great to be able to mix the different things and see how far you've come ... when I leave I
can't help smiling."
.,
)

The development of self awareness and empowerment were important ways in which the
workshops impacted on Emmie's wider life.

It's just an appreciation of your body, I remember when I used to train, and I
thought of my body as a machine, I thought, 'oh cool if i do this much to it it's
gonna do this - now it's just a genuine, like, 'wow, hey it's not a machine it just
is'. It just is, quite amazing, you know? It doesn't need to be pushed ... I'm
discovering so much more perspective and I actually am shying away more
from authority, quitting my job and stuff, I see just how restrictive things are on
me, and it's really letting me take control.

For Emmie, exercises in the workshops based on somatic awareness such as the stand,
:>

authentic movement, or moving based on awareness of breath or bone structure, led to self
awareness which had a direct influence on the way she made decisions in her day to day life.
The non - judgemental setting of the workshops was hugely important in facilitating
Emmie's sense of empowerment as she found movement that was unique to her, and made
her own choices in response to different ideas.

The no right and wrong, like that was just, the first time that I realised that, just
l

f

made me feel so liberated in them. It was just huge, but it made me realise how
much right and wrong there was, just when i was living, just work and stuff was
all wrong, and I was able to eliminate it, and the same with schoolwork - I can
tell what is wrong for me.

J
Key aspects that created a non - judgemental setting were the open nature of making phrases
without a fixed end point, and the focus on exercises based on internal understanding and
awareness, such as the small dance. The act of listening to movement for its own sake was
something she had never considered before, and developing this kind of tuning to her self and
the relationships underpinning her movement, was an awareness she valued very much.
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Workshop Content (Emmie)

Exercises in the workshops such as Contact Improvisation and Authentic Movement that
develop from a starting point of trust in a partner, and following an instinctual movement
impulse, were central in Emmie' s experience of the workshops up to this point. She

:1

identified these exercises as ways of experiencing movement and communicating with others

l

that are highly valuable in terms of facilitating relationships that involve touch, listening,

.,

.

)

sensitivity, and self - awareness. The following interview transcript illustrates how working
with improvisation transformed Emmie's perception of dance.

}

r
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Alys: How do the workshops fit with what you expect dance to be?
Emmie: They've created what I think dance should be, yeah, I've worked with

7

steps a wee bit, but I fully stigmatised improvised dance .. .I'm really giving
improvised dance the credit cause now I've experienced a wee bit of it I can

J

"'
.,.

sort of see how incredible it is. So it's changed my expectations of dance, how
it should be improvised, well not should, or shouldn't, but how it's a lot more
enjoyable and I get a lot more out of it if it's improvised. It's extending/

r

Alys: rather than learning/
Emmie: advancing physical offers rather than just regurgitating and rote

I

learning, which is what so much of everything is ... I just love watching people

>

in the class, and going this is them, this is not something someone else made

I

up, it's really special, that everything's original and you're never going to give

r.

the same again, I think that's got so much value to it as well.

Relating the workshops to education (Emmie)

,,

,

Emmie described the overall workshop structure in relation to education:

·,

J

The way you've done the process was: do a movement, write about it, and then
share with someone, and then make a new movement - I think that's really

;,-

great, education - wise. I could see that working, with people, learning to do

~

I

i,

l
}

stuff by themselves, or write about how they feel about their movements, and
then learning to share with other people, cause you do get a kinship with each
person you share it with.

She outlined the general role of dance in education as being valuable because dance involves,
"Doing different things with your body and actually paying attention to your body, not just
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learning things about it .. . taking the attention away from textbooks and putting it onto
yourself, and learning about yourself."

Overall, Emmie thought the workshops relate to education because teaching material from
the workshops in schools would bring an opportunity for all students to experience dance and
contact improvisation, which facilitates a healthy attitude to touch and physical awareness,

)-

c')

)

which is valuable because "there is none in high schools, there is no avenue - unless you
inherently know yourself, it's not an easy place to find out what you're really like ... It's
something that if it isn't implemented (in schools) then the majority of people just aren't

'

~

going to experience it, and therefore feel they don't lmow, and feel threatened."
:Y
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For many of us, schools provide gateways to experiences and perceptions of our world. The
dance community is a very small subculture amongst wider New Zealand, and the work that

r
-

,_

~
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dancers actually do is a mystery to many people, for whom dance improvisation carries little
meaning. The workshops introduced Emmie to new meanings for dance, which she related to
schools as places where all New Zealand students may have the opportunity to find a body of
movement unique to them, before the minimal opportunities to participate in dance
improvisation relegate it to something few people participate in or understand.

I>
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Marc
Marc described the workshops overall as "wonderful, everyone that I've talked to that's been
in our workshop just really feels like they're a different person because they've been doing it.
You lmow and just doing things that they never imagined they would do and feeling all kinds
of emotions."

Marc and I discussed gender issues that limit who can and cannot be a dancer and how the
workshop methods could be used as an intervention against gender - based barriers to dance.
For Marc our sense of community and the exchange of ideas through dance were central in his
;,

enjoyment of our process. We also discussed <lance's relation to learning and schools.

"Those are the really amazing things, what it's like to move with the different people in the
class, what their weight feels like, and be talking but through movement." Marc found that
exercises such as contact improvisation or acrobalance were forms which were helpful in
"broadening the definition of dance" to include "sport, circus stuff, strength, weight, balance
and danger." Marc discussed the value of taking physical risks as a way to affirm life and
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facilitate a sense of journey and achievement. We also talked about self consciousness as a
key issue when trying to make dance inclusive, and that the process based nature of the
workshops was organic and open, but once performance became a focus in learning dance this
freedom could easily be lost.
_>

Marc discussed his strong belief in dance in education.

There's tonnes and tonnes of work about movement and cognition, if you
move your brain works better ... when you want to punish someone you do it
by confining them and holding them still. You know like putting them in
straight jackets or making them take time out and sit quietly in their room, and
I just think there's a direct connection between movement and a person's
spirit. When a person moves their spirit's intact, and like when they stop
moving it's like their spirit's broken.

Kara

Kara's story provides rich insights into how it felt for her to learn completely new ways of
experiencing movement while coping with a cognitive disability that made processing new
ideas a constant challenge. Kara's mother, Robyn, participated in this interview with us, and
her voice provides a more complex 'outside' view of how the workshops have impacted on
Kara's life. I asked Robyn to participate in Kara's interviews because Kara sometimes finds it
difficult to understand my questions, to expand on her ideas, and to define whether workshops
are valuable for her personally or not.
.I>
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To dance with other 'dancers', to be accepted as part of the group, and to move and share her
own movements in a dance environment was a very special opportunity for Kara. However,
even though my aim was ,to include Kara as much as possible, sometimes the inclusive
frameworks I introduced were difficult for her to understand - as are many new ideas for her.
We discussed the disjunction between dance she finds easy and comfortable with and the new
material of the workshops, which she felt excluded by at times as she did not understand some
ideas, which made parts of the workshops, "really hard" for her.

Kara talked about how being told exactly what to do and how to move on specific counts
would be easier than exploring moving ideas without a set end point, because that is what she
is used to, and copying people is a challenge for her. Dance based on a clear external model
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also allows the class to do the same thing at the same time, which is easier for Kara to pick up
as she can embody the dance kinaesthetically and through sight, without having to understand
the improvisation framework in her own space. When I asked her how she has found the
improvisational, open nature of the workshops compared to school she said they are "still a
little bit confusing, but it's become slightly more understandable."

An interesting issue for Kara in the workshops has been finding a way to do her own moves,
but within the group context. Sharing her movement with Rachel was a big challenge for her;
"I don't mind working with other people, but I find it easier working with my own moves,
than teaching them to other people." At the same time, the friendship that developed between
Kara and Rachel through their dancing and sharing ideas was a highlight of our process, as
was developing the Pickachu duet that they made together.

Interview two with Kara made the limitations of this workshop clear to me - on one hand, the
community based approach to dance ideas allowed Kara' s difference to be valued and for
Kara to be part of an environment that nurtured diversity, - on the other hand, the way of
working with ideas that I facilitated in the workshops was not the easiest way of learning for
Kara, and sometimes having a specific dance vocabulary that everyone reaches together can
be safer and less threatening than exercises where students find individual ways of working
I·>

with ideas.

Whether on not dance classes teach steps in counts of eight, or somatic and improvisation
processes, appreciating diversity and the community of the group has been the most valuable
part of this process for Kara. As Robyn put it, Kara has responded to the workshop process so
far with "enthusiasm and total focus, and excitement, and commitment .. .it's been really,
really important for her, and she's and she's just loved it, just with passion, passion and
enthusiasm."

Workshop Eight
6 October
Feldenkrais and duets - talking about performance.

This workshop began with an hour long group session of Feldenkrais, a somatic technique,
and was taught by a certified Feldenkrais practitioner. He facilitated first person
understanding of the movement pathways underpinned by relationships between the base of
the spine and the top of the head. After completing the second round of interviews and
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hearing feedback on the workshops so far, I had thought a lot about how best to articulate this
work for others. Today I initiated a turning point in our process - a move from concentrating
solely on exploration into sharing our ideas with others. I was unsure how to do this without
compromising the non - judgemental environment and the freedom to explore creative ideas
that had been discussed so often in the interviews as a fundamental aspect of our work.

I talked about changing the focus of our workshops to performance by distilling structures
developed so far, and the aim of creating inclusive performance - where community, unity,
and organic process are respected throughout. I introduced the idea of doing three duets Christy and Emmie making phrases based on balance and support, Rachel and Kara a duet
made out of working together from authentic movement, and Marc and Dion a contact
improvisation duet focusing on developing movement with a focus on experiential
anatomy/somatics - initiating through skin, tissue, muscle and bone. All the way through
Kara was asking questions; "What does integrity mean?" "What does subtle mean?" "What do
you mean by little movement?" When I discuss performance I discuss performing over two
nights at Ake Ake studio (a community space for theatre and dance classes) for families/
friends/ people who might be interested in what we're doing such as teachers and members of
the dance community. I also discuss my aim of making the work accessible through
presenting how we got to where we are as well as creative work. To give the audience useful
'ways in' that encourage rather than alienate them from considering themselves dancers.

I also talked about the nature of 'putting out there,' the ideas we've been developing through
the research, and asked how everyone felt about the idea of speaking about the process at the
performance. Christy proposed videoing us instead - and we discussed having Stefan, a friend
who was at the time helping me edit together a dance video and who has a good eye with
cameras and artistic work - to join the process with us for documentation. Everyone was
pretty happy with that idea, except Kara, who refused to be filmed. It was a good moment of
gently shifting our focus to a commitment to articulating something of the process for others.
I started by putting on music and inviting everyone to just move around, thinking about how
the Feldenkrais session felt on our bodies.

Duets

Emmie and Christy started by writing lists of the different things that balance and support
referred to for them. They sat quietly and wrote and thought, and before long were laughing,
playing, mucking about. Kara and Rachel worked through the dance they had made out of the
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authentic movement sess10n. Dion and Marc worked on contact duets with a focus on
physical points of initiation.

Time raced by. I had to pull us together for a showing even though everyone was deeply
engaged in exploring their ideas.

Showing duets
presenting our movement
immediately after the presentation of a duet, the rest of us move into the
space and respond by reinventing a single movement we remember, or a
response to a quality of the movement the movement grows into a shared group vocabulary ofresponse,
feedback/or the original dancers in the duet's original language.

This improvisation structure gave me an opportunity to move and feed my own dance and
appreciation of the work into the day. Having the set structure that everyone would get up and
respond made this process communal and was full of insights, communication and fun.
"So end project mentioned without any fear on my part. Personally I would love to say
something at the showing rather than video. I would still love to do other exercises other than
the duos - because each one adds a different dynamic or idea to my very limited vocab. I
really like the relationships I've made with everyone and don't want to lose 'contact' as such.
Love the free for alls and when you join in, cheers, Emmie."

Things have taken a serious turn - A performance. A video. Direction.
Talks. Alys has set the format, has set the dancers, has set everything, it is
a fait accompli, interesting and different, it's O.K. Marc.

Marc was very sensitive from this moment onwards - he found the shift of focus from
exploring ideas to creating a performance a real sacrifice of his sense of freedom which
brought in a sense of vulnerability about the power of an outside eye separate from the group
environment. When discussing the performance I wanted to offer firm ideas so that we could
have something to start with and mould in whichever way emerged, yet Marc read this ·as a
shift in the control of what kind of movements could be made - whereas I had given the group
complete creative freedom, in setting specific movement ideas I took a much larger degree of
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creative control - I did not want to do so, but I could not see another way of shaping our
movement ideas to performance.

Like imitating others movement. The freedom of moving then choosing to
>

copy is liberating and cool! Hard to let go with contact - scary. Tedious
repeating same set of moves so I loved seeing your variations on them injected new creative ideas for me. Rachel.

Shoulder clicking, don't think I would have noticed it - Thankyou
Feldenkrais. Love working in duet with Emmie, being on the edge, not
falling,
,,

just being there ready to fall or recover
I felt feel heaps more aware of where I'm at after these workshops. love
performance ideas, brilliant!

t>

Christy.

Workshop Nine
13 October
Acrobalance with Anitta Alexander
Workshop nine was taken by Anitta Alexander - who is a professional circus performer with a
degree in contemporary dance. I asked her to take a workshop because her skills - (dance,
circus, acrobalance, contact improvisation and bodywork that involves internal sensing and
awareness) relate so much to our group. Christy aims to go to Circus School next year,
Emmie and her love of new spacial orientation and Marc's interest in Contact Improvisation,
and Kara, as acrobalance combines gymnastic discipline and strength with dance - and with
acrobalance there is a specific right way to 'get the move' that gives her a clear focus.

Anitta and I planned the workshop together. I discussed what we had done in the workshops
so far and then we thought about how this relates to her skills - working with balance,
support, locating strength, awareness of bones, learning new spacial orientation. I began the
workshop with a circle to introduce Anitta and Stefan, and to comment on how people felt
about the video. Everyone was comfortable with the camera except Kara who maintained that
she didn't want to be filmed, but was happy for Stefan to film the others.
Anitta began by focusing our attention on very simple concepts of balance and focus, such as
trying different ways of standing or walking with eyes open and shut. She then led us to try
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increasingly difficult partner balances, some of which are shown in the photos below, which
were made into stills from Stefan's filming with the digital camera.
I>

Counterbalances
1.

Figure 1

2.

.

Figure 2

3.

Figure 3

Each of these balances, although some look simple, required focus, trust, and thinking. They
are all very safe to do - the worst fall would be gently to the ground, with your partner to help
you, yet at the same time in these balances develop a heightened awareness of weight, control,
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and holding the weight of another. See the documentary section on this workshop and watch
the expressions on our faces and our amazement at trying new things.

It was a great workshop, everyone was immersed in the work and explored each new move.

Kara found learning the balances a lot of fun and laughed and worked with lots of different
people. We all enjoyed the steep learning curve of feeling insecure about our ability, then
practising different balances until we achieved them.
I

I

These skills fitted really well with the aim of inclusive dance methods - teaching trust,
listening, teamwork, balance, and understanding weight. We got a sense of each other's body
and how we can work with people of different shapes and sizes.

I was made aware of how limited my ability to sustain my concentration is
today 10 - 30 sec max. Engaging muscles I haven't used for a long while.
Relationship to space was made even more interesting with another
human between you and the earth's core. Ever changing balance made me
fell like I was surfing. Rachel.

I found this so interesting especially having to balance with different
people, not Emmie was strange. It was a challenge to balance with Kara
and Marc, people who are different shapes and sizes. It's new doing a new
type of dance with new people. I felt like it was a beautiful compliment
both this night and Feldenkrais, the structure of their classes contrasting
with the fluidity, openness of just moving. BEAUTIFUL.
Christy.

:>

Workshop Ten, Eleven, Twelve and our Final Rehearsal (20 October - 10 November)
From workshop ten onwards, we revisited exercises from earlier workshops, in order to
familiarise, formalise, and distil exercises that helped us define an inclusive approach to
choreography. Throughout these workshops Stefan was present, filming and participating in
our work. The choreographic structures that we returned to as key elements of our work up to
that point were :

•

The small dance
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•

Individually finding ways to balance and free - writing ideas and images out of that to
create movement and poetic phrases

:>

•
•
•
•
•

The glass cobra
Authentic movement
Contact Improvisation
Aero balance
Imaging our physical structure, or points of movement initiation as starting points for
creating movement phrases

.-,)._

•

Improvisation structures such as instant responses to each others movement, or
accumulation phrases where we all have an opportunity for entrance, exit and
watching each other

•

Reflective writing after exercises

We combined elements from these forms of dance, which we considered inclusive of all
different types of people and bodies. I had focused the end point of our process ?n a
presentation which would include three duets and one solo (by me), each piece representing a
different starting point for inclusive choreographic practice. I wanted to clarify that our
presentation had a focus on process and ways to explore movement, would not be presenting
one artistic dance product, and would aim to articulate a way to experience dance that could
include anyone, especially in schools. To do so I titled our work a 'Movement Forum' which
would include a spoken presentation about our process, and contextualise our dance pieces
within their relationship to artistic process and education.

As we entered the final stage of our process, we found that the pressure of performance
limited the freedom, and for some participants, the enjoyment of workshops. I struggled to
find a way in which to facilitate our final sessions together that would refine our dancing into
a form that would be relevant for an audience in terms of content and visual imagery, while
allowing the participants to work in new ways, and with different partners, and to continue
the process of discovery through movement that they valued so highly. To do so I refined our
work into four main 'ways in' to inclusive choreographic practice:

1. Balance and Support
2. Points of initiation and awareness of physical structure
3. Improvised Tuning scores
4. Working without sight/ Authentic Movement
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Instead of focusing on the individual duets, I focused on everyone becoming more familiar
and confident within every different approach. Through working with different partners and
watching different ways in to working with duet structures, we deepened our understanding
of these processes of moving, and maintained the process - based focus of the workshops.

I think one minute responses are good, useful. Text inspired movement is
cool. Christy.

Show, Piece, Stage, Set, Perform. Why not dance like yourself? Outside
looking in, in looking not knowing just go with it, roll, move, jump with it,
.,

no judgement passed. Strength in structures unfurling. Emmie

Noticing how much more I am noticing. Rachel.

A key element in my planning of our forum was in finding ways to make the ideas we had
developed accessible to the audience. My belief that the only way to understand the value and
meaning of dance education is to experience it, led me to find simple, non - confrontational
ways for the audience to experience our work with their own bodies, as well as hear about
and watch it. I discussed ways to lead the audience into participating in some dance
experiences with the group. We decided to use the small dance, a simple balance exercise,
and contact improvisation with balloons instead of a partner (the audience could use the
balloon to explore different movement qualities in the space between their own movement
and the lightness of the balloon). I also decided to initiate an improvisation based around the
)

idea of a movement dialogue, where the audience could express their responses to our work
through movement in a group forum, leading to spoken discussion.

As well as the three duets and the audience participation, the forum would include part of a
solo I had made earlier in the year, as the literature review and methodology chapters of this
thesis were being written. The solo is entitled Letting Dance Blind and was created with the
idea of using something that people often consider a barrier to participation in dance blindness - a starting point for making movement. The entire rehearsal and performance
process of this solo were completed with me having my eyes shut or wearing a blindfold. In
this way the dance was dependent on kinaesthetic perceptions - I relinquished control over

93

what the audience would see of me in order to let the audience in on a dance about the
holistic, multi - sensory experience of movement.

When we put all of the forum material together we had a strong mix of movement material
with participation exercises, and I had written a fifteen minute spoken introduction to the
work. We hoped that in including a range of ways to understand inclusive meanings for
dance, everyone in the audience would take something meaningful for them from our work,

>
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whether that be a sense of their breath moving, or a perspective on dance education in New
Zealand schools. We had a three hour rehearsal the day before the forum, where we set the
space, rehearsed our duets with our partners and came to the point where we were all clear of
our roles in the forum.

f
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Performance
Ake Ake Studio
}-

lONovember

When we arrived an hour before the forum was due to start, the group decided that we should
warm up with the glass cobra exercise. Stefan volunteered to lead us through it and watch to
make sure we were all safe, so that I could join in the cobra, which I did.
I

\
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Reaching in trust of an unseen voice
Navigating into nothing yet the sounds of all seven of us
not lost in darkness

.

carefully finding a way around alone
and a way back
to the familiarity of each other.

(Poetic reflection by Alys written after the performance)

We played a couple more group games before the audience came in. The audience was bigger
than we expected, we had to make twice as many seats, putting rugs and pillows on the floor families, friends, and some dance education people. The forum was a mixture of spoken
'>-

presentation, audience participation, and the duets, structured around the four "ways in" Balance and Support, - Awareness and Initiation of Movement, Moving Without Sight, and
Tuning Scores. In the following description of our performance I have thread together quotes
from my presentation, with subtitles of exercises or organisational key points which readers
will be familiar with.
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"I believe that the only way to understand the value and meaning of dance education is
to experience it" (Alys, Forum Presentation).

Small dance
Every audience member stood up and took part in this exercise.

>

Balance and Support

:,

"Working on balance and support together encouraged trust and unity between us.
Working with physical trust facilitated acceptance and unity. In trusting another person
with your weight you are also extending your safety zone, working at the edge of falling

7
h

over" (Alys, Forum Presentation).

To appreciate Christy and Emmie's dance readers should watch the video footage - the quality
of their movement, the smiles on their faces, the way in which even when I called an end to
II.>

their dance they didn't want to stop moving because they were having so much fun ...
translating these things into words is not an enviable task. Their duet was a delight to watch,
and after the forum they talked about what a great experience it was - this came through in the
movement - a real love of moving.

)

Awareness of moving self/ Points of initiation
"Exercises such as the small dance bring our focus inward to nurture understanding of

.

our bodies. In extending that understanding to become a starting point for movement we
found ways to articulate, express, and share perceptions of movement as diverse as we
are different" (Alys, Forum Presentation).

Marc and Dion performed a contact improvisation duet guided by different qualities of
sensing movement - through long, round, and delicate bones, or skin, tissue, or muscle. This
duet was an example of movement based on connection with another person and listening to
I,

the different systems that underpin our movement. After Marc and Dion' s duet I led the
audience through a kind of contact duet - with balloons. Once again everyone participated.

Working without sight/ Authentic Movement.
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"When working with eyes closed direction, balance, time and relationships with others
all take on different meanings" (Alys, Forum Presentation).

I introduced and gave a context to reading my own solo, Rachel and Kara' s duet, and the

·,

group improvisation before these three dances came directly after each other. Because Kara
did not want to be taped, the video footage of her duet has only Rachel - in dancing they
complimented each other, carefully tuning in to each other in a most unique way. Immediately
after Kara and Rachel's duet the group got up and gave a movement response to it.

Hand Dance
I invited the audience to stand in a circle and make a movement or a shape with their hands

(

that represented something they had felt, seen or thought about the day's workshop. We made
these shapes together at the same time, and then took time to repeat them, watch other's
movement, and copy other's movement in an exchange of moving ideas. When this finished I
invited everyone present to share ideas, questions, and thoughts. The discussion that followed
the workshop was an excellent end point to the embodied aspect of this research. It brought
the communities surrounding this work - participants' families and friends, and university
teachers and students who have influenced me, together, to give input on this project in
relation to dance education.

Kara's mother Robyn discussed how the workshops have been a big highlight and meaningful
part ofKara's week, and that Kara's happiness, confidence and self - esteem have improved at
least partially as a direct result of the workshops. She articulated her belief that these
workshops have great potential in schools. An audience member asked the participant's how
they found the process, and Dion, Emmie, and Christy answered enthusiastically.

}
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Christy talked about how the workshops have encouraged awareness of her body, which has
translated into many aspects of life - walking down the street or going to drama class. She
also discussed how she has learned about trust and lifting, working with weight, and how

I

working with Emmie who has encouraged her to try lots of new ideas. Emmie spoke about the

.,I,-

non - judgemental nature of the workshops, how, through exploring movement where there
was no right or wrong way to do things, made her reappraise how restrictive many aspects of
our culture are. She also talked about how much fun the workshops have been.

Many other audience members commented on the forum.
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•

Great to see guys dancing together.

•

It was clear the dancers were right there in the movement exploring ideas and listening
to each other.

•

Good to see dancers as real people - smiling honestly rather than "performance
smiles", and not doing everything "perfectly" but with individuality.

,,

•

That this work strongly relates to education, and that the performance focus of any
dance education should be thought through carefully.

I ..,

•

That it was good to use a community space, which promoted access.

Overall feedback from the forum was that it had been a successful way of presenting our
research, and that it combined an emphasis on process with the cohesion of a product to be
experienced by others.

Interview Three, Thematic Analysis

They were wonderful workshops because you could just move within how you
felt safe and comfortable and you never got pushed beyond where you wanted
to go with your body, but on the other hand boundaries were being broken and
people were doing things that they never thought they could. I think the key
there was that you could take things as far as you wanted to. I reckon I played
it quite safe, yet I was still surprising myself with what would come out even
in a really safe way. That's something really amazing that you could put into
an educational system where you won't believe what you can actually achieve,
)

you can't imagine at the beginning what could come out at the end, not till you
take the journey. I reckon that's a biggie because you can apply that to any
part of your life. It's just being able to make people believe in themselves and
take a step, not believing you can do a backwards flip or walkover, but just
being prepared to lean back a bit and then see where that ends up (Rachel).

The embodied element of this research ended with a final series of short interviews that aimed
to elucidate key aspects of our process in relation to dance education, looking back on the
process as a whole and the role of performance within it. In presenting these final interviews
to the reader I have chosen to integrate the voices of participants within the key themes they
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individually discussed, in order to create an overview of the process that draws on all the
voices involved, allowing them to contrast and compliment each other.
I

It,

Facilitating Inclusive Dance Experiences

An environment that facilitated community and trust was an essential element of our process
for all the participants. Marc identified the group community as the single most valuable
element of our process. Rachel also identified "building relationships (towards an)
appreciation of our different ways of moving" as the key way that the workshops relate to
education. For Emmie, my philosophy of "saying yes before no" and valuing the input of the
group inspired positive responses to the work.
}

Specific Methods of Inclusive Dance Practice

When I asked which specific exercises were most valuable personally and in educational
,·,\-

contexts, each participant outlined which of the specific structures they found most relevant.
The eyes shut exercises were listed by Christy as essential in developing trust and exploring
new movements with an emphasis on her felt experience. For Marc, the Glass Cobra exercise
was important as it encouraged unity and brought in a mystical, imaginative element to the
process. Acrobalance and contact improvisation were discussed as forms which encouraged
everyone to achieve set skills, gain confidence and trust in others. Christy, Emmie and Marc
thought learning to share ideas through touch, in a safe, sensitive environment, was an
important part of these exercises. Contact Improvisation and Acrobalance exercises, and the
process of making a duet, were processes Kara imagined her peers at school would like to
learn. She specifically enjoyed the contact exercises where one partner makes shapes and the
other moulds around them.

Reflective writing was an essential element of the workshops for Rachel and Christy, who
both discussed the awareness that evolved through written as well as movement responses to
workshop processes.

The cool thing about the workshops is that it's taken me out of just moving,
and actually made me think 'what am I doing? How am I doing this? What's
different? What's going on while I'm doing it? It's great for kids to move
around, that's fantastic, but it's also great for them to think about it. Because if
you think about it then you can grow as well (Christy).
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I
Outcomes of our Process

In our final interview, each workshop participant tried to put into words what they had gotten
out of the workshop process overall. For Christy and Rachel, an increased awareness of their
t>

movement was one of the outstanding personal outcomes of the workshops. "I noticed a huge

>

difference in my ability to focus in on the small dance and stuff like that ... how much better I
was getting at being able to tune into myself' (Rachel). Christy found that her perception of
dance changed through taking part in the workshops, she moved from considering dance as
being defined by "nasty, strict" forms such as ice - skating and gymnastics, to feeling "heaps
more open to different kinds of dance that are going on ... while I was doing the workshops I
went to see dance and became a lot more aware of what was going on, and a lot more open to

(~
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it."

The weekly duration of the workshops over a three month period gave Kara the opportunity to
feel comfortable with improvisation and develop her ability to share her movements with
others. The final outcome of the workshops for Kara was, as Robyn put it, that "she learned to
give and work with other people; the acceptance of the people in the workshop ... their ability
to step back and to know when to help enabled that to happen." Robyn discussed how Kara
has always had a tendency to work alone, and has always found it difficult to work in groups,
but through the workshops there was a noticeable difference in Kara' s ability to work with
others, both at school and at home, which Robyn attributes at least to a degree, to the
workshops.

,,

Performance

Participants' responses to the performance aspect of our process were very positive, although
for both Marc and Emmie, the shift from pure exploration of ideas, to developing material to
present to an audience, was strongly felt. Overall Emmie welcomed this change. For her the
performance was "worth living for ... I had never had that focus before ... I felt really lucky to
have gone through that and then to show it in public as well ... my Mum was really cynical
about dance and me getting all excited, I think she really got a lot out of the performance."

Having the opportunity to share our work with friends and family was important to many of
the participants. Robyn described the value of the forum for her and Kara:

Total involvement and passion for it just grew and grew, culminating in the
forum which she was just looking forward to so much. And also seeing her
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perform as part of the workshops was lovely ... I didn't know what to expect
but at the end of the performance I thought it was really well done, and I could
see what you were getting at and what it was all about.

Christy' s first response to the workshops was; "I thought it was great fun. It seemed to
capture the spirit of what we'd been doing ... it was a nice sharing thing, my friends loved it,
they thought it was fantastic, and it felt like a celebration as well." Both Christy and Rachel
discussed the forum style of our presentation as being "the best way that it could have been
done" (Christy) as the audience were included, and left with experiential as well as conceptual
understanding of our work, which "was really cool, people left feeling like they could dance
afterwards" (Christy). Rachel also discussed how "you made us feel included in everything all
along, but I wondered how you were going to manage to bring strangers into it ... There's this

l
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potential for there to be this invisible wall and that was just eradicated." All comments on the
forum were positive about the choice to use improvisational instead of set phrases as this,
"meant the audience knew it was more of an exploration of ideas that were happening in front
of them, and unfolding in front of them, and opened up their ideas of dance as an area to
explore what could be anything" (Rachel).

Conclusion of Results Chapter
This narrative has outlined our workshop process through three stages of embodied research developing and exploring ideas, distilling and refining specific methods, and articulating them
for an audience. Throughout this narrative the voices of participants have been central in
articulating the qualities and cadences of the lived experience of our process.

i

1
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I recommend readers now view the enclosed C.D. Rom, which offers an artistic, danced
articulation of this written narrative. Through seeing it you will have the opportunity to
experience the material I have described in this chapter, through the lens of Stefan's camera,
and our editing choices. This video re-presents lived moments of our development as we

>

explored, rehearsed, and performed possibilities for inclusive choreographic practice.

100

I\ _

C.D.ROM
How Much I Move
Specifications:
This C.D. ROM will operate on both Apple and PC windows-based computers.
Required to run on all computers:
Quicktime (available for download at http://www.apple.com/quicktime) or similar Media
Player application.
In order for PC users to hear the soundtrack, a soundcard must be installed.
Using the C.D. (Apple)
• Place C.D. in drive
• Double-Click on 'How Much I Move' C.D. icon
• Double-Click on 'How Much I Move' icon
Using the C.D. (PC)
• Place C.D. in drive
• Double-Click on 'My Computer'
• Double-Click on 'How Much I Move (D:)'
• Double-Click on 'How Much I Move' icon

I,
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Discussion

We die containing a richness of lovers and tribes, tastes we have
swallowed, bodies we have plunged into and swum up as if
rivers of wisdom, characters we have climbed into as if trees,
fears we have hidden in as if caves .. . We are communal
histories, communal books.

Michael Ondaatje
The English Patient

r
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CHAPTER FIVE
DISCUSSION

Ondaatje's (1998, p.261) quote suggests to me that human beings embody an element of their
cultures' communal histories, a distillation of experience and knowledge soaked up through
all forms of interaction. Dance provides a platform to explore embodied knowledge. The
I

}
I

results chapter of this thesis translated the experiential, social process of our workshops into
written text. The text which emerged through such a writing process was a chronological,
narrative case study, (re)presenting issues and defining practices around inclusion in dance.
The video project provided a phenomenological translation of my research experience through
dance, photography, video editing, and Stefan's original music score which was written
specifically for the project. I have now reached the discussion chapter of this thesis, which
aims to bring together the specific experiences of the participants with the literature that
informs this project. This discussion focuses on answering my key research question, How
can a choreographic practice embody the values of inclusion in dance education?

I will answer this question by connecting the perceptions of inclusive dance practice
developed by Kara, Rachel, Marc, Christy, Emmie, Dion, and myself with literature
surrounding this project, under the following subheadings, Relating the Workshops to
Education, Community and Environment, A Somatic Approach, Inclusive Structures,
Integrating Ways of Knowing, and Performance and Method.

Writing this discussion chapter involves relating our specific lived experience to wider issues
about dance education; moving from the particular (the workshop process) to the broader
dance education issues. In order to remind readers that this research is based in specific lived
experiences of six dance research participants, I have placed an image of us dancing alongside
an extract of poetic writing at the beginning of some sections of this chapter. I hope this effort
to bridge artistic knowing with analytical understanding highlights that the felt experience of
dance in the workshops is embedded in the writing of this chapter.

Relating the workshops to education

The New Zealand Dance Curriculum (Ministry of Education, 2003) defines dance as
"expressive movement with intent, purpose and form." It outlines a philosophy for the
inclusion of dance in the curriculum, by delineating four 'strands' of understanding through
dance: 'Developing Practical Knowledge in Dance', 'Developing Ideas in Dance',

I'

III
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'Communicating and Interpreting in Dance', and 'Understanding Dance in Context.'
Achievement objectives and outlines for specific classes are organised around these strands.

The language and structure of the curriculum focuses on the value of dance, the functions of
I

:

~

dance, the language of dance, and the vital role that dance can/will/should play in the
classroom. However clear and inspirational the curriculum may be, underlying assumptions of
dance transported into the classroom by teachers, children, and the curriculum reqmre
reconciliation as to establish shared and inclusive meanings of dance education.

As Buck (2003) demonstrates, successfully translating dance from the cu1Ticulum to the
unique contexts of teachers, may well involve a shift in perceptions of dance by a large
>

proportion of the mainstream education community. He highlights that the value of dance,
irrespective of how it is deemed by the writers of the dance curriculum, is dependent on the
relationships teachers, students, and educational communities build with dance in their
individual contexts.

Teaching dance is about more than what teachers do. It is how they understand what they do,

l
f
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their sense of purpose and the fundamental meanings they perceive in what they teach.
Through providing a clear line between inclusive philosophy, holistic aims of classes for

...

participants, and practical methods, the inclusive starting points for and approaches to dance
education discussed in this chapter provide an accessible extension to the New Zealand Dance
Curriculum.

Environment and Community

grounded
she realised

,

with a curious and surprised
smile on her face
then bump
connected
confused then careful
I wanted a sign

Figure 4

that she knew I was watching.
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By inclusion, I mean having equal power in interpreting and naming the world,
in deciding on the processes to be used in research, discussion, and debate, and
in decision making. By exclusion, I mean situations in which a person or a

I
'r

group does not have their voice heard or their wishes and needs addressed in

I ,.

ways acceptable to them (Ballard, 2000, p.14).

I translated Ballard's (2000) definition of inclusion into the way I facilitated the workshops,

_>

ensuring that in every workshop we had time for discussion and reflection about the way
',

dance exercises progressed. I often appealed to the workshop participants for ideas and
->

.(

leading the workshop material, a trusting environment and a sense of community developed
in our work.

f,..
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What was interesting, that I found fundamental, was whenever people

l

suggested something it was your first impulse to say yes rather than no. I've

>'

~

feedback. By ensuring that the voices of participants constantly informed and played a role in

never had that in a class, like if something wasn't going to plan, I was

•

expecting you to go 'oh, that's not really going to work', and then you were
like, 'yes,' and that's so huge (Emmie, Interview Three).

'\

I

t>-

I planned a series of exercises before each workshop with the expectation that structures

I-

1k
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would be moulded around the needs and ideas of the workshop participants as we explored
ideas. This open attitude helped to define inclusion in this process because it clarified for
participants that their diverse voices were valued, and that there was no right or wrong way to

.

explore ideas. Rachel described the workshop environment as "a real awesome learning place
>-

where lots of learning could occur" (Interview Three).

r-

Peerbhoy et. al. (2001), discuss a long term community dance project which took place in a

r-

variety of communities that were related with social exclusion - "youth groups from low

1.

mainstream education" (Peerbhoy et. al. 2001, p.37). The project aimed to "document the

\,

income areas, the probations service, mental health groups, and young people excluded from

capacity of movement to influence the well-being and quality of life by inducing positive

.f

I'

emotional and cognitive states" (p.37). This study found that "a safe and non threatening

I

environment, positive feedback about movement, use of memory, and use of music, which

I

l
(

usually comes hand in hand with dance, all make the brain more receptive to learning"
(Peerbhoy et al, 2001, p.41). This study related its findings to mainstream schools, proposing
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that dance nurtures holistic health, motivation, and cognitive ability. The results of my thesis
c01Tespond with Peerbhoy' s (2001) study. An instrumental element in creating inclusive
dance experiences, highlighted by Peerbhoy's study and this research project, is attention to
the development of a supportive, non judgemental community, which plays an active role in
choosing the material to be taught, the methods of teaching, and whose voices are attended to
in appraising the ongoing dance process. Marques (1994) also discusses the power of creating
choreographic exercises in dialogue with dance participants, allowing choreographic practice
to emerge from the body of knowledge shared within a community of participants.

Inclusion must be about ensuring equity and justice in access to learning for all
students (Ballard, 2000, p.1 ) .

•

•

Kara and Robyn highlighted the success of the workshops in enabling Kara to participate in
something that may enrich her experience, and bring joy. As Robyn put it, through the
workshops Kara "learned to give and work with other people; the acceptance of the people in

...

.

the workshop ... their ability to step back and to know when to help enabled that to happen."
Kara's epilepsy means that she is excluded from participating in many dance experiences. She
is familiar with social exclusion because she perceives her world in different ways to her
peers. Through participating in the workshops, Kara was included as much as possible; her
way of perceiving was considered one of the seven equally diverse and valuable vocabularies

.

of movement and ideas. A key element in Kara's inclusion in the workshops was the space
where she could dance her dance, yet do so with other dancers, in a non - judgemental
enviromnent. As research by Peerbhoy et. al. (2001) Marquez (1994) and Ballard (2000)

....

.

attests, inclusive practice develops through teachers creating a space for the voices of students
to be heard. The participants in this study considered the prioritisation of community
instrumental in creating such a space.

A Somatic Approach
The wrist brings in memory
of a vein shaped like a twig
with its fronds weaving in and
out and in and out

Kara
Figure 5
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Generally speaking, somatics is a label for ways of working with the body wherein a
fundamental belief is that there can be no 'right way' of responding to movement ideas or
creating movement phrases, as we all embody different histories, physicalities, and patterns of
movement. In the workshops, somatic principles for initiating dance experiences applied not

.

only to the ways that exercises were facilitated, but also served to create a non - judgemental
environment. The creative freedom that emerged from somatic starting points led participants
to explore ways of perceiving, expressing, and sharing movement in a trusting environment.
Embracing a somatic approach helped to disrupt prescriptive notions of dance as something

.

requiring specific sorts of movement and particular kinds of bodies. Indeed, the somatic
element of our process was central to bringing the values of inclusion into choreographic
practice. The holistic results of applying somatics to dance settings, according to Fortin, and
Kovich, include empowerment, self awareness, and "emotional connectedness with self'

•

(Fortin, 1995, p.255). They discuss the process of introducing somatics into dance settings,
and the holistic results that integration of somatics into dance can bring forth for students.

.

We find ways of relating to gravity that create within us new understandings of
our corporeal selves. We play with attentional fields, meditating on the body
systems, perceiving which body - mind qualities emerge from actions initiated
within each system. We interact through discourse. We converse by moving
each other. We speak with each other, and in the process of languaging our

•

bodily experiences enter into another domain of knowing. We gather all these
experienced pmiiculars, integrating them into unified fields of understanding
... I emerge, fully fleshed - not the body of the 'other'. (Kovich, 1996, p.4)

.
Despite the overall support for somatics in the workshops, Rachel pointed out in interview
two, that exercises that work with internal understanding have the potential to, "highlight the
loneliness ... you might not feel equipped." As a participant in numerous somatic - based and
Contact Improvisation dance workshops, I strongly agree with Rachel that exercises such as
authentic movement, Contact Improvisation, or somatic awareness into movement, demand
sensitivity and awareness of the vulnerability of students, who could be experiencing feelings
and sensations for the first time. Fortin (1995) suggests that classes that combine somatics
and dance, "can be viewed as threatening, and therefore negative, (as) ... the students must
make a transition after years of learning from directive teachers at school." Throughout the
workshop process, participants discussed the need for sensitivity and acceptance of diversity
by the teacher as key in introducing somatic methods.
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Sensing what goes on in our internal and external milieu leads to the
possibility of regulation and being able to act upon it ... The world we awaken
to through sensing is .. . not limited to our inner landscape. Our heightened

.

sensibility has the potential to change the way we see the world around us and
to render us more capable to act wilfully and effectively. (Fortin, 2000, p.2)

When I interviewed Emmie after the first stage of the workshops, she spoke passionately
about the way the workshops have led her to reappraise her relationship with the institutions
and people around her, to realise "just how much right or wrong there was, just when I was
living ... and I was able to eliminate it, and the same with schoolwork." (Emmie, Interview 2).
The interviews that came out of this research project support the assertions of Fortin and
Kovich about the potential of somatic methods to bring dancer's understanding of their
moving bodies into a deeper realisation of self in interaction with the world.

.

As a way of initiating inclusive dance opportunities into the context of New Zealand schools,
a somatic approach has much to offer. It outlines a set of practical methods to facilitate
exercises, an inclusive language that clarifies a non judgemental approach, and a philosophy
of self awareness wherein students can all work on the same exercise, at a level that is

...

worthwhile for them in their unique lived contexts .

Inclusive 'Ways In' to Dance

The workshop outlines in the Results Chapter of this thesis illustrate the specific ways that I
facilitated choreographic structures with inclusive aims. My central aim in this process was
promoting dance as a way of knowing that can relate to understanding and exploring diverse
ideas through diverse bodies and ways of moving. Dance forms the participants and I
explored included Contact Improvisation, Authentic Movement, Acrobalance, Feldenkrais,

.

exercises from Augusto Baal's Games for Actors and Non - Actors (1992, p.108), somatic
awareness into improvisation, and working between moving, watching, reflection, poetic
writing, and making and sharing movement phrases. Stage Two of the research process
involved distilling and refining these diverse dance forms with an emphasis on inclusion and
diversity. In doing so I differentiated four key ways in, or starting points, which provide a
focus for embodying inclusion in dance; Balance and Support, Awareness and Initiation,
Moving Without Sight, and Tuning Scores. I will now discuss how these starting points define
ways in which choreographic practice can embrace the values of inclusion in dance education.
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Balance and Support
inside the bones of the floor
there is gravity that holds you safe
this knowledge
earths this dance of exchange
from places of balance, support
the kinaesthetic houses of thought

Alys
Figure 6

.

The concepts of balance and support were fundamental in our workshops. Exercises based on
balance and support ranged from very basic exercises that were simply focussing on
awareness of gravity, such as tipping weight from one foot to the other, to partner and group
balances wherein participants surrendered their weight to new dynamics of gravity and

.

orientation.

Working with balance and support encouraged the community of participants to trust each
other and to take risks, especially when working in partners or as a group. Christy wrote the
following workshop reflection after our Contact Improvisation class: "Conquered my fears of
leapfrog, realised I could jump higher, hold more balance, and flex more than I thought."
Leaming Contact Improvisation was a core element of our process, mentioned by all the
workshop participants as central in facilitating new ways of moving, wherein we safely

.

explored qualities of interdependence with weight and balance through partner work. Contact
Improvisation is a dance form which provides frameworks to work with one's own body of
movement - to work with balance, flexibility, coordination, lengthening, releasing, connecting
and communicating with another person. Workshops in Contact Improvisation that focus on
education and inclusion develop the concept of ability as a continuum in which every person's
movement offers, in it's uniqueness new insights into the possibilities of movement. A central
skill in Contact Improvisation is developing the ability to communicate kinaesthetically
through skin sense, shared weight, and continuous response to the movements of a partner.

Contact Improvisation privileges a willingness to take physical and emotional
risks, producing a certain psychic disorientation in which the seemingly stable
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categories of able and disabled become dislodged. (Cooper Albright, 1997,
p.84)

As Cooper-Albright highlights, Contact Improvisation privileges movement vocabularies that
emerge through listening - in the tuning and release between participants, and not in the
mastery of specific movements. As such, Contact Improvisation embodies the values of
inclusive education, as long as it is taught with sensitivity to the safety zones of students and
awareness of their vulnerability in trying new things.

Anitta Alexander's class on partner balance was another fundamental lesson wherein, "you
can't imagine at the beginning what could come out at the end, not till you take the journey"
(Rachel, Int. 3). Anitta's partner-balances challenged all the workshop participants to take a
risk in order to master a set 'move'. Each move demanded we trust our partner and our self to
keep both from falling. These were rewarding exercises that gave each participant a clear
sense of achievement. Anitta began the class with 'fail-safe', achievable balances, which

.

became progressively difficult. This allowed everyone to achieve something, and everyone to
remain stimulated and challenged throughout. The workshops on counterbalances provide
clear examples of how the principles of balance and support embody the values of inclusion in
dance, by establishing community, facilitating trust, and encouraging students to extend
understanding of their body of movement.

...
Awareness of One's Moving Self
half wheel
...

sometimes I forget
inner outer turmoil
breath makes strange
tightening crouching
waiting.

Christy and Emmie
Figure 7

l
Paying attention to where in our body we initiated movement from and the relationship
between different systems of movement and the qualities they evoked, provided an endless
source of inspiration for choreography. These exercises were core to the process based nature
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of the workshops, as they allowed participants to immerse themselves in the practice of
understanding pathways of movement, wherein they could work with very subtle movements
or movements that expanded into space .

.

These exercises could be simple for teachers to facilitate in many contexts: beginning by
:,,.

choosing a point of initiation, the teacher leads students to then focus on understanding the
relationships underpinning such movement, and the way the movement traces itself in space.
In the workshops, as we continued with exercises that focused on awareness of movement
pathways, participants discussed their greater ability to discriminate between the subtle shifts
and relationships underpinning their movements. "Coming back to the smaller things over and
over again was really good because I could notice how much better I was getting at being able

.

to tune in to myself' (Rachel, Interview Three). Rachel also discussed the value of having "an
opportunity to make more of your body, to pay a little bit of attention to your body, and notice
things like how you're breathing and whether there's a sore bit anywhere and maybe moving
through it, the physical health of it" (Rachel, Interview Three) .

•

Working Without Sight/ Authentic Movement

Wearing a body
through the light
and the darkness

.

~

mJ
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of limb and listening
wearing yourself upon night 's sleeve,

~

and on light's timepieces.
~

Alys

•

Figure 8

If we accept that in the good of heaven there can also be darkness, then who
lives more with themselves? Who can know more of themselves? According to

I

(

the Socratic phrase, who can know more of himself than the blind man?
(Borges, 1984, p.120)

Throughout the workshops I used exercises where all the participants kept their eyes closed as
they explored a movement idea. I wanted to privilege a felt, multidimensional perception of
movement that was free from the immediate meanings our vision reads into sight. Such
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exercises included The Glass Cobra, The Small Dance, The Alien Hand Exploration, Balance
Exercises, and Authentic Movement. These exercises were all mentioned by different
participants as meaningful, memorable experiences. Introducing the group to new ways of
relating to space and each other seemed to develop trust and fresh perceptions of space, self
and movement. The following quote is by Mary Starks-Whitehouse, who originated authentic
movement:

Learning how to move, based on imitation, is not the same as discovering,
..,_

with help, one's own movement. Without access to this layer of discovery, the
dancer often performs beautiful but quite unalive patterns of physical action ...
(Starks-Whitehouse, 2002, p.22)

Authentic movement is a simple structure for facilitating movement which demands trust
between two partners, one of whom is moving without sight, the other who is watching. Of all
the dance forms discussed in this thesis, authentic movement is likely to be the one which
)'

demands the most sensitivity from teachers (Rachel interview two). It is also a form which
C>

can be highly rewarding, for developing trusting communities of dancers, and for increased
awareness of personal movement patterns and new possibilities of movement.

On interviewing the workshop participants about which elements of our process stood out for
them, the glass cobra came up time and time again, as did the small dance. Both of these
exercises relate strongly to inclusive dance education. The cobra exercise was a powerful one
in terms of facilitating a group dynamic. The key element in this exercise is that all
r

...

participants have their eyes shut, explore the space alone, and then find each other without
visual information. The small dance is another example of the value of exercises that begin
with participants shutting their eyes and focussing on the felt experience of movement.
Working without sight in dance education may be valuable in drawing students' attention to
the constant movement that underpins their life, and distracting them from barriers to dance,
such as each other's judgement and expectations of what dance should be.
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Tuning Scores/ Improvisation Structures

intently listening
:

'··-·--·~....

a delicate join
as the small bones in
your walking feet
tell stories to each other ofgreat trust

)'

and enormous smallness

Alys
Figure 9

In facilitating group improvisation experiences, I was most influenced by methods I had
learned in a week long workshop with The BodyCartography Project, a site specific dance
company directed by Olive Bieringa (and Otto Ramstad in this instance). The philosophy of

•

BodyCartography is linked to somatics, focusing on "a relationship between the microcosm of
my bodily experience and the macrocosm of my environment ... that the two affect and
change one another" (Bieringa, 2000, p.27).

•

The work of BodyCartography focuses on experiential mapping of landscapes and cityscapes,
through site specific research, performance, and documentation. Key aspects that define this
work are "to share the idea of art as an everyday practice" and "to provide ways to present

...

dance work outside of the commodification of art" (Bieringa, 2000, p.27) .

The inclusive philosophy of BodyCartography translates into specific ways of usmg
improvisation to develop choreographic structures for dance performance. Such performances
facilitate understanding of relationships between the site of the dance, the dancers, the
audience, and the politics of public space. Running through the experiential dance process and
into their resulting performances, is the belief that creativity is intrinsically part of each one of
us and the world we inhabit. A key element of this process is the use of the tuning score:

In BodyCartography, the Tuning Score gives us language and structure in
which to build a sense of group and with which to introduce new people to the
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working dynamic and aesthetic choice - making of the group (Bieringa, 2000,
p.30).

In the workshops, I passed on methods that I had learned from The BodyCartography Project,
such as Lisa Nelson's solo replay score, which were formative in developing the group's
understanding of each other's ways of perceiving and creating movement, and developing a
communal dance vocabulary .

.
Integrating Ways of Knowing

tilts of the head and hands
boat sounds
the craziest feeling,
like I was a whispering orange cloud up in
the sky.

I>

twisted wrists
head high
balance/strength
I sway
off balance
Figure 10

palms together

...

Rachel and Kara

Throughout this project, I have drawn on an interdisciplinary method in facilitating
choreographic workshops, and in distilling, aiticulating and analysing them in answering
research questions. Integrating different ways of perceiving our moving bodies (through
somatics, dance, and reflective writing,) choreographic structures (dance, discussion,
reflective writing, interviews and workshop outcome sheets,) and the research process

.

(academic writing, creative writing, performance and video documentary) has led to personal,
artistic, and methodological outcomes that I will discuss in this section.

l

Performance played an integral role in the interdisciplinary style of this research process. It
allowed us to demonstrate inclusive definitions of dance, and to bring inclusive definitions of
dance practise into being while avoiding the passivity of verbal description. The workshops
presented dance possibilities to the audience which showed that diverse movement
vocabularies are available to all different kinds of people. In interview three, Kara, Rachel,
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Emmie and Christy discussed how our forum had provided entry points for audience members
to understand dance as an inclusive form. The following quote from Rachel illustrates how the
forum functioned in this study as a successful form to articulate our ideas through dance:

Because they (the audience) knew it was more of an exploration of whatever
idea which was happening in front of them and unfolding in front of them, that
opened up their ideas more of it being dance as an area to explore what could
be anything ... It allowed the audience to experience stuff as well ... made
people instead of watching dormantly, actively engage with the ideas and the
material, and I think it really triggered a lot of thought in people's heads ... .I
reckon that would have been the first time heaps of those people like the Dads
would have tried to move their body in any way except just to do a job, and
move in an unusual way (Rachel, Interview Three).

In his choreographic research Simon Ellis discusses the possibility of bringing dance into
academic terrain, "to gently shift the balance of power from the word towards the body"
(Ellis, 2002, p.3). His research through dance, using multi - media technology to express
findings, explores ways that the body houses memory, and delves deeply into what Polanyi
(1966) would call tacit knowing, understanding of embodied logic that defies verbal language.
.-r-

A possible outcome of Ellis' s work is in revealing the richness of "ways of knowing that are
not founded in the word, but that exist with it, beside it, and around it (Ellis, 2002, p.5).

Ways of knowing such as those which Ellis describes above have been central throughout this
study. Contact Improvisation, exercises with our eyes closed, communicating through our
fingertips in finding an even counterbalance, recording the material of the workshops through
digital video - are forms within this research practice that have highlighted the value and the
inclusive possibilities, of integrating many forms of thinking, in choreographic practice, in
dance research, and in education. Communicating through touch, poetic writing, showing
informal dance phrases, and sharing dance ideas, nurtured the diverse movement vocabularies
we embodied as a community of dancers.

Carol Brown writes that " .. .ideas and theories can be taken out of one medium and worked
through another. This is an act of mediation on which the dance becomes the switching point,
the locus, between thought and action, philosophy and choreography" (Brown, 2001, p.24). In
exploring how a choreographic process can embody inclusive values, this research constantly
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shifted between writing and movement. Movement enabled me to process theoretical ideas
and definitions in writing the first three chapters of this thesis. The outcome was the solo
dance piece entitled Making Dance Blind, which is included in its edited film form on this
thesis's CD Rom. In between searching through a sea of readings from diverse fields of study,
I would take time to 'find centre' in the studio. By moving through my ideas, through
returning to the stillness and the patterns of movement which marked kinaesthetic processing
of my reading, I could maintain the through - line of my own thinking, while drawing on the
literature to support and inspire this work.

In our workshop process, writing and moving were equally points of translation, recording,
discovery, development, and analysis. Reflective writing was an intrinsic part of this research
process. It allowed insight into unique ways of experiencing movement; reflective writing
provided us with a way to translate our experiences of movement into writing as, "an artistic
endeavour to convey directly ... the meaning of, and in, immediate experiencing" (Kleinman,
1991, 41).

As a researcher keeping a journal, poetic and qualitative writing provided the means for me to
capture holistic, felt qualities of our work. Reflective writing functioned as what Stewart
(1998) defines as "expressive figures" which "mark the very manner in which the object is
kinaesthetically perceived by, and danced from, the subject's consciousness" (Stewart, 1998,
p.49). Stewart argues for the need for dance researchers to attend to the phenomenological
experience of moving and write from the moving body, rather than about it. He writes that,
"until we can integrate the outer image of movement with the felt trajectory of the moving
r

force, we will not grasp the dance image" (p45).

By attending to the felt experience of moving as advocated by both Kleinman (1991) and
Stewart (1998) throughout the workshops, participants found ways to share diverse ways of
understanding movement. In structuring their duet for the forum, Christy and Emmie moved
back and forth between poetic writing and dancing to create the following poetic phrases that
related to specific qualities and relationships in their improvisation:

paramount suspension
a fine line, light falling
sweet release string
breaking balance
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lose control
distance between
air

distilled silence

Stewart defines expressive figures as, "ways of writing about the dancing body from the
dancing body" (1998, p.49). In drawing upon these in our workshop process, we developed
our understanding of how different movement practices resonated for us personally, and this
often led to opportunities to edit our personal reflections into ·edited phrases to share ways of
perceiving experience, and to use in structuring movement.

Richardson (2000) lists elements of poetic writing. It is clear that many of these qualities of
reflective writing could easily apply to creating movement in space; "poetic devices rhythms, silences, spaces, breath points, alliterations, meter, cadence, assonance, rhyme, and
off - rhyme - engage the listener's body" (Richardson, 2000, p.933).

Zampiga (2002) explored relationships between poetry and dance. She discusses a poem that
she wrote from interconnecting writing and movement languages, "the image of the 'little
bends' in the handwriting seems to be suggesting the need to follow weight both in dancing

...

and in writing; in other words, to follow the unpredictable modes by which matter - ink and
body - advances in the space" (Zampiga, 2002, p.32). In this study, following the
unpredictable shifts of momentum through movement exploration, onto the page, and back

...

through our movement was a choreographic tool which also led to inspiration fuelled by
appreciation of each other's diverse expressive languages.

Focusing on an internal understanding of movement processes, and taking this understanding
into writing, proved to be a distinguishing feature between the workshops of this thesis and
the majority of frameworks used in dance improvisation. Whereas it is standard practice for
dance improvisation to privilege individual movement vocabulary, dancers rarely articulate
why they move the way they do. The reflective writing processes that we drew upon gave us
insight into our diverse ways of understanding dance ideas, and this appreciation of different
ways to work with movement tasks was central in creating an inclusive focus for the
workshops.
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Rachel and Christy discussed at length the ways in which drawing attention to our internal
processes of moving developed kinaesthetic awareness, and also developed the inclusive
sense of community in the group. According to them, sharing our writing gave us
opportunities for feedback time, which then facilitated a sense of 'being heard'.

Getting people to reflect on what you did, you discover about that person's
way of working that you didn't know before, cause I think they won't really
realise otherwise, you know, how cool it is that their managing to work
together ... we shared this appreciation of our different ways of moving. I think
that's a major thing that you could translate to schools that needs to be
nurtured more in schools ... cause I think you can do heaps of cool stuff and it
just feels like it goes away into thin air and it feels like it dissipates, and you

\-
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need to draw people's attention to what's being achieved .... most subjects you
are individually working behind a desk ... there's not many opportunities for
somebody to surprise somebody else with really wild ideas, that's why I really
like this area for inspiration (Rachel, Interview Three).

Elliot Eisner (1993) proposes that "diversified forms of meaning are related to different forms
of understanding and ... different forms of understanding have great virtue for knowing how to
act in complex circumstances (p14). In her second interview, Emmie discussed how the style
of our weekly dance workshops, working with somatic understanding, reflective writing, and
sharing movement phrases with others, was an ultimately empowering process which
encouraged her to read her world and act in relation to it, with a stronger awareness of her
own choices. This study supports Eisner' s arguments for drawing on multiple ways of
knowing in the way that we teach students and in the way that we represent research. He asks
"what might we learn about a school or a classroom, a teacher or a student, a form of teaching
and a style oflearning, through an integration of film, text, photo, and poem?" (Eisner, 1993,
p.10).

In this thesis I have integrated elements of all of the above forms of research articulation
mentioned by Eisner, in order to elucidate relationships between choreographic processes, the
ways they impacted upon the participants involved, and possible relationships between these
processes and the implementation of the New Zealand Dance Curriculum in schools.
Integrating many ways of knowing in the workshops allowed the unique voice of each
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participant to be actively heard through artistic contribution and in our development as a small
community of dancers.

In moving between forms of expression such as dance, video filming and editing, reflective
and poetic writing, interview transcripts, and academic theory, I drew upon Richardson's
description of writing as "a process of discovery ... a [way in which] to encourage individuals
to accept and nurture their own voices" (Richardson, 2000, p.523). This privileging of unique
voices and of multivocality (Denzin, 2000) allowed me to delve into different layers of
experience in our process, each one bringing very different aspects of our process to light.

Performance and Method

...
Figure 12
Figure 11

Moving through a broad range of creative forms for workshop material and research method

.

proved to be rewarding in terms of facilitating inclusion, and as a way of analysing and
articulating perceptions that developed in our process. However, the interdisciplinary
approach utilised in this study was not without drawbacks/ complications.

The performance based element of my research method demanded that the focus of the
workshops moved from process orientated forms of understanding movement, to how ideas
could be articulated for an audience. This involved compromise, risk, trust and patience from
all involved. The atmosphere of the workshops shifted when we started filming workshop
material, and discussing how we could put our ideas on 'show'. The following two extracts
from workshop eleven feedback sheets by Emmie and Christy illustrate how issues related to
being seen led directly to self-consciousness and judgement:

Doing duets as structured movement wasn't as fantastic with audience. I was
thinking too much maybe? (Christy).
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Show Piece Stage Set Perform. Why not dance like yourself? Outside looking
in looking not knowing just go with it, roll, move, jump with it, No judgement
passed ifno judgement made (Emmie).

Marc found that this shift threatened the community orientated focus of the workshops, as
issues concerning his control over how he would be seen by 'outside eyes' emerged. Kara
refused outright to have her dancing filmed. Having the camera in the studio became an issue
for Kara as she was afraid I would film her without permission. This could have disrupted her
T

trust in our process and in me as a facilitator. Through providing time for the workshop
participants to discuss how best to utilise the camera, we made sure that everyone involved
had access to the camera so could control what was filmed as well as have work recorded.
This practice helped make the camera less alienating and shared the status of the camera-+

person (who can control how others are recorded and thus seen) throughout the group.

For Emmie, Christy and Rachel, organising the forum was more like hard work than the
casual, explorative orientation of the earlier workshops. Creating a presentation involved
compromising the earlier workshop dynamic wherein participants had total creative license
when experimenting with movement ideas. In the final workshops I developed clear
frameworks for each duet, in order to demonstrate specific elements of our earlier work.
Creating a performance meant that these workshops emphasised repetition of improvisation
frameworks, and event structure. However, the experience of creating performance was an
ultimately rewarding one. The forum allowed us to represent our ideas through dance without
reliance on the written word to translate dance meanings, and I believe that the forum was
successful in achieving its aims as an accessible community forum.

Clandinin and Connelly (1994) discuss the complexity of writing narrative research; "one
struggles to express one's own voice in the midst of an inquiry designed to capture the
participants' experience and represent their voices, all the while attempting to create a
research text that will speak to, and reflect upon the audience's voices" (p.423). They propose
that through attending to the narrative form, researchers may find a way of storying research
which translates the personal experiences of researchers and participants into the academic
)

demands of research:

Voice and signature make it possible for there to be conversations through the
texts among participants, researchers, and audiences. It is in the research
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relationships among participants and researchers, and among researchers and
audiences, through research texts that we see the possibility for individual and
social change (Clandinin and Connelly, p.425).

In writing this discussion chapter I have aimed to translate the embodied "communal history"
(Ondaatje, 1992, p.261) of our workshop process into the greater terrain of issues that inform
understanding of inclusion in dance. I have focused on answering my key research question;
'How can a choreographic process embody the values of inclusion in dance education?' This
chapter has also addressed my secondary research question, 'What are some key issues for
inclusion, access, and participation in regard to implementing the New Zealand Dance
Curriculum in schools?'
)-
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Many strategies and issues emerged that relate both to inclusive choreographic practice, and
to issues surrounding perceptions that promote dance as an inclusive or an elite form. The
interviews with participants also provided insight into possibilities for intervention against
limiting dance stereotypes, such as gender stereotypes, virtuosic ideals, and techniqueorientated definitions of what constitutes dance. The results chapter of this thesis provided a
narrative account of our studio work. This discussion has analysed the perceptions, ideas, and
understandings about inclusion in dance that emerged through our study. In the conclusion of

)-.
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this thesis I will explore ways in which these findings may relate to dance/arts teachers,
practitioners and students.

t

}
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Conclusion

The kind of silence you sometimes get in phone calls to a person that you love.
The kind of silence you only dream of.
The kind of silence that is only for waiting in.
The kind of silence as a thief makes away with the gold.
The kind of silence that follows a car crash.
The kind of silence in a crowded house when everyone is asleep.
The kind of silence between waves at the ocean.
The kind of silence which follows a big argument.

l

The kind of silence that happens when you put your head under the water of the bath.
The kind of silence that only happens at night.
The kind of silence that happens when you close the curtains and climb into bed.
The kind of silence that has everything in it.

Tim Etchells
On Performance Writing

)-
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CHAPTER SIX
CONCLUSION

This study explored how a choreographic practice might embody the values of inclusion in
dance education. The relationship between this question and current teaching practice was
reflected in my sub - question, 'What are some key issues around inclusion, access, and
participation in regard to implementing the New Zealand Dance Curriculum in schools?'

Exploring relationships between inclusive philosophy, methods of practising such
philosophies, and the resulting experiences of participants, has provided many insights into
inclusive dance education. The embodied nature of the workshop process allowed me to work
>-,

systematically through a range of approaches to dance that I considered inclusive. Using
'feedback sheets' from participants, as well as poetry, dance and discussion, opened space for
the participants' perceptions of choreographic structures and the value these dance forms had
for them. Throughout the interviews participants individually discussed the value of the
workshops and the ways they thought our work related to education. Overall, every

\Pc

participant described the workshops as a highlight of their week, and valued exploring new
ideas, and developing trust and a sense of unity with the group.

Creating a performed articulation of research findings meant that the research project was
constantly analysed as we refined our movement explorations. My approach to this dance
research was underpinned by constructivist modes of perceiving, sharing and analysis, as
discussed by Eisner (1998), Schwandt (2000) and Denzin and Lincoln (2000). The forum
provided a successful platform for performance and closure for the workshop process as it
was informative, relevant, and artistically cohesive for the audience. It was a creative
articulation of research that rendered our analysis through choreographic means. The results
of this study emerged through a conjunction of:

j

J

•

the phenomenological context

•

my personal experience within dance, theatre, and creative writing

•

the research participants and the qualities that arose through our influence upon each
other

,'.)-

•

the location of the study within a university dance program;

•

the hour of workshops,

•

the mixture of workshop practices with research motivations.
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There are endless ways of approaching dance with an inclusive focus and the ones that I have
written about here are foregrounded because of my own performance lineage. Although I do
believe the choreographic structures outlined in this research provide useful points of
I

,.

f

reference for advocating for inclusiveness in dance, I also believe that with each dance
community, diverse dance forms and methods of teaching are required. The choreographic
structures discussed in this thesis worked well in this specific context, yet the best methods
for facilitating inclusive dance will shift with each teacher and setting.
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'

I
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I
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Key Findings
While I hope that each reader of this study will draw ideas from the text that relate to their

~

J

I ..

individual contexts, I consider four key findings central to this study.

I.

->-

Firstly, the four frameworks for inclusive dance practise outlined in the forum - balance and

\>

•

support, awareness and points of initiation, moving without sight, and tuning scores, all

.

embody the values of inclusion in choreographic practice. The results chapter of this thesis
outlined ways that I introduced these ideas to the research participants in this study. The
strength of these 'ways in' is that each refers to a way of perceiving movement that can
provide starting points for a wide range of dance ideas, instead of providing prescriptive step
by step lessons. The participants in this workshop process found these 'ways in' instrumental
in facilitating unity, trust, awareness of new dance ideas, empowerment, enabling them to
explore safety zones and take risks, and to appreciate their own and each others diverse
understandings of the moving body.

These 'ways in' are relevant for a curriculum that values exploration of "how the body moves
and the body's relationship in movement to other people, objects, and environments ... [and
wherein] Student's extend their personal movement vocabularies and movement preferences"
(New Zealand Ministry of Education, 2000, p.20). The starting points for choreographic

.I

practice that emerged through this study are simple, inclusive ways that all teachers can use as

I s•

I
I'
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starting points for movement exploration. These choreographic structures develop
fundamental skills in learning dance technique and expressivity, while explicitly providing
space for the diverse range of bodies that will be involved in dance with the implementation
of the New Zealand Dance Curriculum. Underpinning all of these structures was a focus on
participants' awareness of their own moving bodies within the felt experience of movement,
and the introduction of movement dialogues where movement ideas were shared and
developed without a performative focus. Improvisational tuning scores provide concrete
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examples of inclusive choreographic structures with a direct relationship to schools. Teachers
with minimal dance experience could bring these ways of initiating creative movement
dialogues between students into their classrooms as they are simple, structured, with clear
rules and enormous space for the participants' unique ideas.

Secondly, throughout the workshops particular strategies emerged that might encourage

.
>
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teachers to create space for the unique voices of students, and thus facilitate qualities of unity
and diversity in their classrooms. This study has found that key strategies for facilitating
inclusive dance practice include:

•

Providing space for each participant to reflect and feedback upon exercises.

•

Attending to the felt process of movement without setting a specific endpoint for
movement explorations.

\>

•

Choosing forms of dance such as Contact Improvisation and acrobalance that work
against cliched, feminine stereotypes.

•

Incorporating different 'ways of knowing' into dance classes, which allow
participants access to different styles of voice, and points of reflection and inspiration.

,.

.

Through being exposed to these strategies students have opportunities to exchange movement
ideas, to watch, feedback, and to share movement ideas, and eventually to integrate them into

"'

.
.

performance. Such strategies may well be useful for teachers as they have clear guidelines to
follow which would be appropriate in many contexts .

Thirdly, this study highlighted the value of somatic methods in dance education. While I did
not teach specific somatic skills (such as Feldenkrais, Alexander Technique, or Body Mind
I
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Centering) I was strongly influenced by the philosophies underlying these forms in creating
starting points for dance improvisation. By focusing upon perception rather than performance
in accordance with the principles of somatics it was made clear that the workshop exercises

.

were about participants' experience of movement rather than their ability to fit the
expectations of any dance vocabulary.

Rachel translated the somatic focus of the workshops into her context as a teacher in interview
three. She highlighted the importance of allowing students to work with exercises in which
there are endless creative responses to ideas and an emphasis on exploration.
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That's something really amazing that you could put into an educational system
where you won't believe what you can actually achieve, you can't imagine at
the beginning what could come out at the end, not till you take the journey. I
reckon that's a biggie because you can apply that to any part of your life. It's
just being able to make people believe in themselves and take a step. Not
believing you can do a backwards flip or walkover, but just being prepared to
lean back a bit and then see where that ends up (Rachel, Interview Three).
!>

Finally, this study highlighted the value of making inclusive aims (such as facilitating trust or
community) the starting points for dance classes. After conducting this study I have come to
believe that the methods of facilitating dance experiences are just as, if not more important
than the dance skills and vocabularies taught. Such methods include the role of non judgemental language in facilitating dance experiences, teachers' ways of choosing exemplars

I>
I

for best practice, the arrangement of the students within the dance space, and the implicit and
"'

explicit ideal outcomes for the dance lesson.

An inclusive choreographic practice places the sense of community and safety of dance

.

participants above the achievement of a specific dance exercise. In choosing to prioritise the

...

community of students in dance classes, teachers may focus on warm up exercises such as

.

partner balances or simple games that involve communication and group work, in order to

r

emphasise trust and listening before assessment based tasks are introduced. If teachers

"'

.

.
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consider the achievement of a choreographic exercise more important than their student's
sense of safety and community of the dance students, I believe there will be a greater risk of
exclusivity and alienation defining their experience of dance. If virtuosic dance is placed at

,.

the pinnacle of the dance hierarchy, then very few teachers will feel empowered to teach

.

dance. Inclusive dance education aims to place the unique perceptions of teachers, their

.

relationships with students, and the contexts of dance classes as the most important starting
points for dance (Buck, 2003). Many barriers to participation in dance lie in perceptions of

I"

.
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dance as a form transfixed by the virtuosic achievement of a set movement vocabulary. I
believe that when teachers begin their classes by looking at the students in front of them and
focussing on the broader pedagogical aims offered by dance rather than dance skills to be
achieved, choreographic structures emerge that meet the holistic needs of students.
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Recommendations

Researching this project has highlighted many areas that could provide rewarding subjects for
further research in dance as an inclusive artistic and educative practice. In keeping with the
holistic, participatory focus of the dance curriculum, ways of developing conceptual dance
>

vocabularies based on frameworks for improvisation rather than specific techniques will be a
useful area for further dance research. This study also recommends further research into

+

methods of teaching dance that focus on the unity of the classroom community. Providing

.

space for reflection and feedback, which then facilitates a trusting atmosphere where students
can take risks and expand the possibilities of movement is one such method.

+

The next stage of this research would be to integrate the inclusive choreographic structures
1.

developed and refined in this study with teaching of the New Zealand Dance Curriculum in

,.,

classroom settings. Such a study could explore points of praxis in how teachers move from

I

educative aims to classroom practice, and student's resultant experiences. The method
employed in the current study moves between inclusive philosophies, workshop designs, and
participant experiences and then provides the foundations for research design that looks at
wider issues in dance education, in relation to specific choreographic practice.

The results of this project support research which advocates for dance as an intervention
against social exclusion and low educational motivation (Peerbhoy et al, 2001, Brinson, 1991,
Darby and Catterall, 1994). It is well documented that issues of mental health, gender, self
esteem, and body image are of critical importance in today's secondary schools. This study
suggests that dance education has great potential for promoting both mental and physical
health in schools as an intervention against such issues. As Rachel said in relationship to the
workshops;

I think a lot of people don't have very good self - esteem ... or health, either so those are two major things [that the workshops promote], the mental health
and the physical health, and just because they're so accepting of you, no matter
what shape, size or flexibility you are ... yeah, that's really valuable.

This study confirmed that dance provides opportunities for students to understand their bodies
in new ways. Skills such as being 'grounded' in one's body, learning to navigate your body
through new relationships to space, self, and others, and being able to make choices in your
range of movement - these skills relate to broad issues students face in schools such as
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sexuality education, gender and identity, confidence, and an appreciation of differences in
others. Somatic education methods were central in facilitating inclusive dance experiences
that had benefits for participants, and that I believe have value in encouraging holistic health
in schools. A recommendation that flows from the results of this study is that teachers have
opportunities to learn some somatic methods within pre - service teacher education.

This study did not delve into the implications of using a video camera in the research process.

.

However, I believe the role of the camera in creating a presentation of 'reality' and the role of
the camera - person in creating filmic representation of research are areas worthy of further
study within the field of qualitative research in performing arts and education.

A methodological focus on phenomenology enabled me to include the experiential process of
dance, performance and video in my articulation of research findings. I hope this thesis offers
starting points for other researchers (especially within the performing arts and education) to
explore forms of research that hinge upon the holistic experience of understanding through
and from the lived body, such as dance, theatre and somatic methods.

The text that opens this chapter is from Tim Etchells' essay "On Performance Writing"
(2001, p.108). In it he discusses ways in which words can be evocative, can lead into
performance, and create a junction between real and imagined worlds. Such writing summons
qualitative perceptions and opens up space for diverse conceptions of experience. Spaces
where artistic understanding can merge with education and with research have great value in
,.

offering perceptual frameworks for exploring ideas and knowledge through the moving body.

In closing this final chapter I will return to an inscription that opened this text, and which has

inspired me throughout this project by Nicanor Parra (Paine, 2001, p.189).

Now that we do not speak solely to be heard

.
.

But also so that others may speak ...
I wish to propose a few things;
I wish to make noise with my feet.
I want my soul to find its proper body.

This study supports the potential of inclusive dance practice as a form of education that
promotes; understanding through an artistic medium; community; mental and physical health;
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and diverse ways of knowing. As I write this the New Zealand Dance Curriculum is entering
the beginning of its first year in schools throughout the country. I hope this thesis is one of
many projects that supports and advocates for dance as a form which belongs to literally
any/body .

.
.

.

•
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Appendix A-Notice for the Community Workshop

are you interested in
>

DANCE?
Free workshop for all types of dancers and their
unique bodies of movement. ESPECIALLY for people
who have not learnt how to dance. Absolutely no dance
experience required.

•
The workshop will develop moving ideas through
improvisation, experiential anatomy, and choreographic structure.
,,.

•
Facilitated by Alys Longley as part of her research into
dance as an inclusive artistic and thinking form.

>-

,,.

Meet outside the old school of physical education, 665
Cumberland St. (next to museum, across road from union)

Sunday 10 August, 2pm
'"1

ALL WELCOME
For more information contact Alys: 4799074 / email; alongley@pooka.otago.ac.nz
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Appendix B - Information Sheet For Participants
INCLUSION AND DIVERSITY IN OUR CHOREOGRAPHIES AND CLASSROOMS
INFORMATION SHEET FOR PARTICIPANTS
Thank you for showing an interest in this project. Please read this information sheet carefully
before deciding whether or not to participate. If you decide to participate we thank you. If you
decide not to take part there will be no disadvantage to you of any kind and we thank you for
considering our request.
What is the Aim of the Project?
This study will analyse a specific choreographic process and performed product. Within this
artistic process that takes inclusivity as its driving philosophy, methods of teaching and
learning dance will be examined. Analysis of the artistic process and product will then be
related back to the dance education context with New Zealand primary and secondary
schools. Six participants with diverse dance experience will be invited to take part in the
study. The participants will complete twenty workshop sessions through July - November
2002, and perform a dance in Allen Hall Theatre on the 15 November 2002. Throughout the
artistic process the participants will be invited to participate in three interviews. The end point
of the project will be a performed dance and written thesis that articulate and analyse the
inclusive teaching and learning approaches found.

.

What Type of Participants Are Being Sought?
This study seeks to include six people who bring a range of dance attitudes and experiences
to the workshop process. This study is particularly interested in the attitudes and experiences
derived from this process by people who have had little or no dance experience.

.

What will Participants Be Asked to Do?
Should you agree to take part in this project, you will be asked to;

,..

- Attend workshops, rehearsals and perform the completed dance. The rehearsal process will
run from July to November 2002, and will involve approximately two hours of tiIIie in
embodied dance workshops per week, for twenty weeks. The workshops will integrate
creative concepts derived from dance, somatic education, poetry, and choreography.
- Participate in three interviews, at a time suitable for you, and contribute assessments of
workshop outcomes through informal group interviews.
- Participate in member checking all information to be used in the research that directly
concerns your participation. At this time you will have the opportunity to access and correct
any direct quotes to be used in this research.
Participation in this project involves physical dance activity and creative writing. (All
creative writing is considered the private property of the writer.) You are encouraged to self monitor your level of participation in all physical activities during the classes and to reduce or
terminate your involvement according to your own needs and comfort.
Can Participants Change their Mind and Withdraw from the Project?
You may withdraw from participation in the project at any time and without any disadvantage
to yourself of any kind.

140
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What Data or Information will be Collected and What Use will be Made of it?
The data or information collected will be in the form of your actions, dances, words, and
participation. Interviews will be videotaped. All data will be strictly confidential and will only
be read by your self, Alys Longley, and Ralph Buck, the thesis supervisor. At all times your
anonymity will be preserved and all data will remain confidential. No data will be used
without your personal consent. The data collected in this research will be examined, analysed
and written about by Alys Longley and will contribute to her Masters Thesis in Physical
Education and any subsequent publications in the field.

I --

r

I

7

This project involves an open - questioning technique where the precise nature of the
questions which will be asked have not been determined in advance, but will depend on the
way in which the interview develops. Consequently, although the Ethics Committee is aware
of the general areas to be explored in the interview, the Committee has not been able to
review the precise questions to be used. In the event that the line of questioning does develop
in such a way that you feel hesitant or uncomfortable you are reminded of your right to
decline to answer any particular question(s) and also that you may withdraw from the project
at any stage without any disadvantage to yourself of any kind. Results of this project may be
published but any data included will in no way be linked to any specific participant. You are
most welcome to request a copy of the results of the project should you wish.
The data collected will be securely stored in such a way that only those mentioned above will
be able to gain access to it. At the end of the project any personal information will be
destroyed immediately except that, as required by the University's research policy, any raw
data on which the results of the project depend will be retained in secure storage for five
years, after which it will be destroyed.

I>

What if Participants have any Questions?

If you have any questions about our project, either now or in the future, please feel free to
contact either: -

,.

Alys Longley
Ralph Buck
Department of Physical Education
Department of Physical Education
University of Otago
University of Otago
Ph 03 4799074
Ph 03 4798965
This project has been reviewed and approved by the Ethics Committee
of the University of Otago

I
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Appendix C - Consent Form
INCLUSION AND DIVERSITY IN OUR CHOREOGRAPHIES AND CLASSROOMS
CONSENT FORM FOR PARTICIPANTS
UNJVf,RS!TY

OTAGO

l<'Wlt,i~.-W;111,1~r1oJOtirg,,

.•

I have read the Information Sheet concerning this project and understand what it is about. All
my questions have been answered to my satisfaction. I understand that I am free to request
further information at any stage .
I know that: 1.
My participation in the project is entirely voluntary;
2.

I am free to withdraw from the project at any time without any disadvantage;

3.
The data [video - tapes I audio - tapes] will be destroyed at the conclusion of the
project but any raw data on which the results of the project depend will be retained in secure
storage for five years, after which it will be destroyed;
I,.

4.
This project involves an open - questioning technique where the precise nature of the
questions which will be asked have not been determined in advance, but will depend on the
way in which the interview develops and that in the event that the line of questioning
develops in such a way that I feel hesitant or uncomfortable I may decline to answer any
particular question(s) and/or may withdraw from the project without any disadvantage of any
kind.
5.
Participation in this project involves physical activity. You are encouraged to self monitor your level of participation in all physical activities during the classes and to reduce
or terminate your involvement according to your own needs and comfort. Please be aware
that you may decide not to take part in the project without any disadvantage to yourself of
any kind.

r
>

.,)

6.

There will be no payment or reward offered.

7.

The results of the project may be published but my anonymity will be preserved.

I agree to take part in this project.

I

(Signature of participant)

(Date)

s ·'

This project has been reviewed and approved by the Ethics Committee
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Appendix D - Forum Poster

how much i move
.

a forum for demonstration and discussion about
inclusive dancemaking
in artistic practise and education

...

move/ think/ watch
dance/ see
explore/ experiment/ play

>

free admission/ all welcome
4 pm November 10
Ake Ake Theatre
26 Moray Place

...

I•

f

presented by Alys Longley
as part of her masters research
through the University of Otago

connecting the spaces between artistic practise
and the new n.z. dance curriculum
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Appendix E - Member Checking Letter

22 February 2003
Dear
•

...
r

r'

•

Enclosed are the Results and Discussion Chapters that present the analysis of our dance
workshops. I am sending these chapters to you to check that you are happy with the way that I
have represented you and our work process clearly and fairly. I value your opinion very much
and would really appreciate any thoughts that arise on reading these texts. I would also
appreciate it if, as you read this work, you could decide on a pseudonym to represent you in
this work, in order to preserve your anonymity. (If you would rather be referred to by your
real name as we discussed in the workshops that is fine.) Anonymity is an issue in research
writing. In order to give readers of the thesis a sense of the lived experience of our work, I
have included some digital stills from Stefan's filming in the text. It's very important to me
that I have not compromised participants in any way with the inclusion of photos within the
written text. If you are uncomfortable with photos of yourself being included please tell me
and I will remove them from the text immediately.
Feel free to write on your copy of the chapters in order to record any comments you may
have, and give me a call at school, (479 8974) or at home (453 3303) and I'll arrange a time to
collect them from you. If I do not hear from you within the next two weeks I will assume that
you are happy with the chapters as they are .

I hope to catch up with you soon,
I>

Sincerely,
Alys Longley
.>

r
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Appendix F - Video Documentary

How Much I Move
A C.D. Rom of the workshop process and Forum Performance of this thesis
March,2003
With
Alys, Christy, Dion, Emmie, Marc, Rachel
Filming, Editing and Original Soundtrack
Stefan Bray

Letting Dance Blind

'\'

17

\

I.,._

I ._

t

(For Kylie Thomas)

'Letting Dance Blind' was a solo dance project that explored blindness and imagery as
starting points for choreography. This solo was made throughout the time I was writing the
first three chapters of this written thesis. The process of inquiry through dance and film that I
engaged in when creating this piece was an integral part of the development of my thinking in
devising this research project. It presents the 'tacit dimension' (Polanyi, 1966) of my
subjectivity as a researcher.
A Slightly Synthetic/ Dancelab Production
September, 2002
Choreographer and Dancer
Alys Longley
Camera and Technical Direction
Rob Linkhorn
Editing
Stefan Bray
Thanks To
Dancelab, Warwick Long

threading you into the lengths of immaculate distance,
those moments when you are etched out by time
enfigured and created
:

\

f

(a fragment of poetic text that I wrote in creating 'Letting Dance Blind')
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