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ABSTRACT 

The importance of touch-related sensations as a kinesthetic 

perceptual system through the observation of the subject/object 

phenomenon is explored through defining aspects of movement learning 

experiences associated with dance training. 



PREFACE 
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It has long been the author's contention that people need to feel as 

much as to see, hear, eat, talk or think; and that the scientific climate of 

our age has lead many individuals to neglect this more subjective aspect of 

life. To "feel" is to sense and perceive one's own body as it moves and 

expresses itself. When teaching dance it is this author's objective to 

instruct people to objectify their own subjective, bodily experience - at first 

purely by noticing that such experiences exist and, second by recognizing 

that this process is continued by habitually noticing and refining specific 

properties of these feelings. This is attentive, reflective exercise. 

In this thesis the term that is used to name these feelings is 

kinesthesis; and it is assumed that feelings are refinable and that they are 

associated with any touch or touch-related sensation of the body. The terms 

somesthetic or "bodily sensations" speak of similar phenomena. 

An understanding of the complexity of touch-related sensations and 

kinesthesis has long been overlooked. Science has made headway in 

bridging the gap. This thesis serves to exemplify a way of integrating 

scientific information into a methodology of teaching body awareness, 

specifically through basic dance technique. Here, "basic" refers to a 

physiologically and psychologically-based understanding rather than a 

historically or culturally -based understanding. 

It is a personal belief of this author's that the development of self-

knowledge and, hence, integrity through body sensitivity will help create a 

human being who is balanced, and whose way with the world matches his 
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or her own personal condition. Such investigation seems fruitful because 

one of the major attributes of being human is to be conscious or aware of 

oneself for the enhancement and survival of the species. It is posited in this 

thesis that self-knowledge, through body sensitivity, can give a direct 

personal experience about the ecological and evolutionary condition of 

humans in general. Such humanistic and natural ideas are the 

philosophic framework of this thesis. 

I wish to acknowledge five people who have greatly influenced me. 

First, I thank my father, Dr. W.K. Runyeon, who has always encouraged 

me to articulate verbally my experiences to the best of my ability. I agree 

with his opinion that such an attempt is important and rare. Second, I 

wish to thank my husband, Elgin Hyler for his unconditional faith in the 

realization of my particular genius. And third, I wish to thank three of my 

teachers. First, I thank Dr. J. M. Wilson for his arduous work of 

explaining and teaching a natural philosophy of movement and for his 

tacit belief in the primary intuition from which each of us lives and/or 

dances. Second, I thank Anne Blinker Guest for her personal exploration 

of dance that has improved and reaffirmed my kinesthetic experience, and 

third, to Kathryn Maltz, who in the last year has helped me know why I 

dance through her devotion to and teaching of Hatha Yoga. 
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CHAPTER I 

Introduction 

It is assumed that our ordinary, purposive activity incorporates both 

subject and object orientation of body sensation in order to carry out 

necessary daily tasks; thus servicing our basic needs as humans. 

However, a true awareness of the subject/object phenomenon itself is not an 

easy task. The phenomenon is complex and difficult to describe in its own 

right. Perceiving one's usual everyday experience demands attentive 

reflection. 

Purpose 

The general purpose of this thesis is to explore the phenomenon one 

experiences between the awareness of oneself as the subject of body 

sensations and as the object of body sensation. The specific purpose of this 

thesis is to reveal the importance of touch-related sensations as a 

kinesthetic perceptual system through the observation of the subject/object 

phenomenon. The specific and pragmatic aim of this thesis is to describe 

the phenomenon as it appears in movement learning experiences 

associated with dance training. Implications for dance training methods 

are discussed in light of the exploration of the phenomenon. 



The Phenomenon 

1 0  

The subject/object phenomenon may be exemplified as follows. The 

mover reflects, for example, "By putting the feet on the floor and standing 

tall, I sense my body, myself." The subject/object phenomena of sensing 

one's own body is a common, perhaps continual experience of humans 

during normal, waking activity. In the example, the use of "feet" and 

"standing" are objectively stated and then, somehow through sensing, the 

"I" subjectifies feet and standing to become "my body, myself." It is the 

"somehow through sensing" aspect of the phenomenon which this thesis 

explores. Specifically, this means touch-related sensations and our 

immediate perceptions of them. 

Background 

The subject/object phenomenon has been reflected upon for centuries 

by philosophers, and in particular by "phenomenologists"; and it is implicit 

in the thinking of Plato, the empiricists, and spiritual and religious 

thinkers of diverse cultures and beliefs. For centuries, humans have been 

attempting to grasp the implications of their awareness of the subject/object 

phenomenon. These explorations serve to substantiate the common 

interest of this thesis' purpose. 

Certain scientists, particularly those studying psychology and 

neurophysiology, have also confronted questions surrounding the 

subject/object phenomenon. Specifically this thesis will speak of the work of 

David Katz, a late 19th Century, early 20th century German psychological 
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phenomenologist interested in the sense modality of touch; Lester E. 

Krueger, a Harvard professor of psychology and researcher of Katz's; 

James J. Gibson, perhaps best categorized as physiologist turned 

psychologist; John J. Basmajian, a neurophysiologist interested in 

electromyographical recording of the nervous system; T.G.R. Bower, a 

professor at the University of Edinburgh concerned with the evolution of the 

senses; Frank A. Geldard, a contemporary of Gibson and Princeton 

professor of psychology; Robert S. Hutton, a professor of psychology at the 

University of Washington interested in kinesthesis and perception; John M. 

Wilson, a professor of dance at the University of Arizona interested in the 

physiology of movement qualities; and Richard Schmidt, a professor of 

kinesiology at the University of California in Los Angeles interested in 

motor learning. 

Premise 

This inquiry focuses on the direct experiences of the phenomenon. 

This means it centers its discussion on the "through sensing" aspect of the 

subject/object phenomenon. Specifically, this refers to body sensations and 

our immediate perceptions of them. Its questions have to do with the 

implications of that choice for enhanced movement experience. 

These implications contain an underlying premise that supports the 

use of subject/object awareness of body sensation. This thesis assumes that 

awareness of sensations as subject and object enhances the development of 

perceptual systems, and hence the movement experience. It assumes that 

the refinement of perceptual systems is possible. More specifically, this 
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thesis assumes that the identification of some properties of touch-related 

sensations will increase the accuracy of the kinesthetic perceptual system 

as a whole, and thus improve movement awareness. This point of view 

suggests that through repeated identification of these properties while 

doing self-initiated movement, the subject can identify his/her own body 

sensations, increase the accuracy of the kinesthetic perceptual system, and 

eventually re-subjectify his or her movement experience. 

Method of Direct Research 

The field of empirical evidence for this inquiry comes from personal 

narratives. These writings are immediate reflections of dance class 

experiences. They are, in fact, the source material from which the focus of 

this thesis was developed. Examples of personal narratives are in 

Appendix I. A full discussion of them will occur in Chapter II. 

Point of View 

Some general orientation, defining the philosophic bent of this thesis 

is necessary before specific terminology and point of view is delineated. 

This orientation speaks of (1) the evolution of the senses, (2) the subjective 

and objective aspects of research concerning sense modalities and, (3) the 

position of touch-related sensations and kinesthesis within this framework. 



Evolution of the Senses 

1 3  

We are an organism that experiences specialized sensations that we 

perceive as sense modalities. This term can be described as "a discrete 

physiological unit that contributes feelings to a 'pool' of units that produce a 

complex sense quality" (Wilson, 1973) that is perceived psychologically as 

having a separate, identifiable, and unique characteristic; i.e., seeing, 

hearing, touching, tasting, and smelling. Various ways of viewing these 

specialized sensations exist - from the traditional five sense modalities, 

just stated, to a list of sixteen or twenty different categorizations. Here, a 

largely defined category related to touch is defined. It includes sensations 

that occur within every layer of the body (skin, muscular-skeletal, and vital 

organ systems). The specifics of the choice will be defined later. 

Presently our bodies exist with both a unity and differentiation of 

sense modalities. One evolutionary theory speaks of the unity of sense 

modalities as a precursor to our use and understanding of them as 

separate, identifiable sense modalities. Bower, in an article called "The 

Evolution of the Senses," states that "intermodal unity is greater the lower 

or younger an experimental organism is." And differentiation occurs 

through phylogenous or ontogenous growth, creating "unity with modality 

differentiation." (Bower, 1974) His argument rests upon our ability to 

adjust to discordance. Many experiments have been done on this subject to 

which Bower refers. Simply stated, if information received by two sense 

modalities is in discord the organism will adjust in one of two ways: it 

could ignore one system, thereby suppressing cross-modal unity; or it could 
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recalibrate one system against another, so as to preserve unity." 

Research has shown that as the "organism grows older [both 

phylogenically and ontologically speaking], the degree of sensory unity 

declines." Experiments on humans reveal that "complete visual 

dominance, with no awareness of conflict" occurs when there is "a 

discordance between visual and gravitational information." In 

experiments concerning audio-visual discordance, "Aronson and Dunkeld 

(1972a) have found that adults are only transiently aware of auditory-visual 

discordance; they rapidly suppress the auditory information rather than 

recalibrate it." (Bower, 1974) 

We are an organism that experiences intermodal unity of sensation 

as well as specialized perceptions, creating differentiation of experience. 

These specialized perceptions are the sense modalities (however we 

specifically define them). The development of specific properties within a 

modality, here a largely defined category related to touch occurring within 

every layer of the body can occur through recognition and practice. In other 

words, through becoming aware of these properties or distinctive attributes 

and experientially distinguishing among them, the refining of both 

intermodal unity and differentiated perception is possible. If intermodal 

unity cannot be learned as evolutionary-based theory suggests (Bower, 

1974), then the refining of individual modalities, however they are defined, 

through recognition and practice, will improve the quality of perceptual 

unity of the organism. 

It is this thesis' purpose to reveal the importance of touch-related 

sensations as an integral part of the kinesthetic perceptual system through 
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observation of the subject/object phenomenon. In this process, one can 

understand the reality of, to use Bower's phrase, "recalibrating one system 

[the kinesthetic] against another [the visual or auditory, for instance], so as 

to preserve unity." If visual dominance, which suppresses cross-modal 

unity, is the usual state of humans, as experiments suggest, then 

development of kinesthetic perception should help balance the equation, 

allowing for the choice between (1) recalibration and compromise between 

the modalities and , (2) one of dominance over other modalities. 

Subjectivity and Objectivity of the Sense Modalities 

The topic has been explored in other terms by a research psychologist 

at Princeton University, Geldard. His term stability, coined in his book 

Sensory Saltation, refers to the objectifiability of a sense modality. This is 

evaluated through repetition. The less reliable the response, the less stable 

and more subjective are the perceptions of a specific sense modality. This 

fundamental process of objectifying our experience he states as: 

Scientists have staunch faith in the principle of the uniformity 
of nature. Events repeat themselves. Whenever conditions identical 
with those that have evoked a phenomenon are reinstated, the 
phenomenon is highly likely to recur. This is what is expected of the 
particles of physics, the genes of genetics, and the planets in their 
courses, and it is no less the expectation that man's sense organs 
and nervous system perform similarly. Perceptual experience, 
although intricately organized, is predictable if enough is known 
about the conditions nurturing it. .. [The] apparent disjunction 
between external stimulus properties and those of the final [human] 
percept [exists simply because the] physiological organism[the 
human body], standing between those two end terms, has dimensions 
of its own to contribute makes its own transformations and creates its 
own non-linear, functional relationships in the devious paths from 
peripheral receptor processes to final response mechanism. 

(Geldard, 1975) 
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This "final percept" is the study of psychophysics which deals with the laws 

of human perception; the laws and theories being an objectification of many 

subjective human experiences that have proven itself overtime in the eyes of 

the scientific world. 

According to Geldard "touch and other somesthetic senses" are 

relatively unstable compared to other sense modalities. He states 

"preliminary judgment of [this] perceptual mediator is that [it is] less than 

fully stable in its manifestations. . . . that in fact [it] is characterized by 

relative instability." It is the work of this thesis to objectify or reveal the 

stability existing within this touch-related sense modality. It is the 

author's belief that much of Geldard's "preliminary judgment of 

instability" rest on the lack of evidence which supports objective perception 

of touch-related sensations. It is this author's opinion that, historically 

speaking, we, as a culture, have not developed the touch-related sense 

modality to the degree that our evolutionary state allows. 

Definition of Terms: The Direct Experience 

It is here that some important elements involved in directly 

experiencing body sensation as subject and object are explored. Relevant 

terms such as: sensation, perception, touch, hand as role model, touch-

related, the role of movement, and kinesthesis, will be discussed as 

information directly supports the focus of this thesis. 

Touch and touch-related sensations have been defined as a 
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perceptual system. This orientation demands a discussion concerning the 

relation of sensations to perceptions in general and specifically how it 

relates to the subject/object phenomenon. A discussion concerning the 

choice and specific definitions of such terms as touch-related and 

kinesthesis is also necessary. 

Sensation and Perception 

The debate over the difference between these two terms has existed for 

centuries. Investigating the relationship that exists between the two of 

them best serves this discussion. Here, the terms are seen as existing on a 

sliding scale or continuum, relating directly to the subject/object 

phenomenon: 

Sensation 
j Subjectivity 

j HUMAN \ EXPERIENCE | 

Perception ^ 
Objectivity 

To explain further, if one is aware of, or directing attention to, a sensation, 

one is perceiving it; thus, perception deals with observing and objectifying 

what is sensorily occurring. It deals with "detecting something", to use the 

definition Gibson uses in his book, The Senses as Perceptual Systems. 

(Gibson, 1966) However, the other definition Gibson mentions is "to have a 

sensation." This is the subjective aspect. Sensations occur. We have them 

as a natural order of events. In terms of sensations, human experience 
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exists within "the having of sensations" which is a subjective experience 

and "the detecting of them", an objective experience; the latter dealing with 

perception. Thomas Reid explained this difference years ago. In 1785, he 

said, "The external senses have double province to make us feel, and to 

make us perceive." (Reid, 1785) 

Some perception occurs at such a basic level of activity that we do not 

notice its occurrence in everyday life. The objectification process is 

occurring naturally through repetition and evolutionary intelligence. The 

science of psychophysics investigates these processes. Indeed, much that 

we sense, like standing up, can be thought of as a perception as well as a 

sensation. All judgment within the phenomenon depends upon one's 

perspective. With a sensory perspective, the occurrence is taken more for 

granted as a whole or a unit and is related to the self readily; "I stood up;" 

whereas with a perceptive perspective, the phenomenon is observed and 

broken apart as much as can be noticed: "I put my feet on the floor, felt a 

weight shift from one leg to the other, then both, as my bones bent and 

straightened from bottom to top as the muscles. . .." 

The phenomenon is complex because one can be more objective with 

an overall subjective orientation (as in the last example above), or one can 

be more subjective with an overall objective orientation. Gibson's view of 

the senses as perceptual systems is a good example. Even though this 

scientist may not have all the theoretical and physiological information to 

back his point of view, he finds the integrity to state it. He recognizes the 

validity of the subjective and objective poles of human experience. His view 

balances his more theoretical, physiologic information with his everyday 
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subjective experience. Even if scientists cannot explain fully how the 

senses are perceptual systems, Gibson recognizes that in everyday life 

senses do work together as perceptual systems. 

To break it down even further, it seems the more objective one 

becomes in observing the sensation/perception question the more 

physiologic the orientation. We think of nerves in the body as the 

mechanisms that give us the ability to sense and perceive. We do 

experiments that remove human variables which are not directly involved 

with sensation or perception; for example, the removal of a subject's active 

involvement either muscularly or conceptually. Observation must be 

detached from human value judgments as much as possible. Viewing our 

body through microscopes or numerically comparing electromyographical 

information helps create this objective distance. This type of information 

investigates the biological attributes of the sensory/perceptual system. Such 

groundwork is absolutely necessary, but it is not necessarily the most 

important information in the overall picture. It covers the extreme objective 

end of the sensory/ perceptual scale. 

From the opposite direction on the scale and dovetailing with this 

physiological orientation, is the psychological point of view. Also strongly 

objective in its scientific form, it organizes and codifies human experience. 

Different from physiology it is interested in various types of human value 

judgments, organizing them into various categories. Psychology is 

involved with objectifying human subjective experience to such a degree 

that it may match or be consistent with physiologic information. This 

objectifying is how we perceive. 
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Touch 

Here the focus, when defining terms, is upon the point where the 

psychological orientation dovetails with the physiologic. A whole lineage of 

recent thought related to touch directs itself towards psychology. The group 

very objectively investigates subjective human experience. Krueger in his 

1970 synopsis of David Katz's book, The World of Touch (1925) states: 

Contemporary Relevance [of Katz's ideas] 

Katz is not being resurrected merely for historical interest. On 
many points, he is in surprisingly good accord with contemporary 
investigators. For example, there is Katz's concern about the low 
status of touch. Katz wished to dispel the invidious distinction, found 
in psychological texts of his day, which divided the senses into higher 
(e.g., vision, audition) and lower (e.g, touch), by showing how 
wondrous are the abilities of touch (. viii). The fingers, as wielded by 
the hand, obtain information on the innards of objects. 

(Krueger, 1970) 

Katz saw "the human hand as a unitary sense organ analogous to 

the eye." (Krueger, 1970) From a lecture at the University of Maine he 

states: 

The hand is the most important organ of touch which man 
possesses . . .1 have come to realize what a wonderful tool, both motor 
and sensory, is this organ with which we are endowed. The power of 
the human hand lies in its marvelous versatility and adaptability . . . 
The versatility of the human hand corresponds to the free movement 
of the human intellect. Of all the sensations which we experience by 
touching a substance with different parts of our body, we take as the 
representative sensation that one which is richest in subtlety, and 
this sensation we obtain through the most delicate of the organs of 
touch, the fingers .. . Our sensations of touch of the world about 
us are our idea of the world conveyed to us by the tactile hand." 

(Katz, 1930) 

Typically touch is related to the hand but to perceive it as a "unitary sense 
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organ" (Katz, 1930) of touch, like the eye is for sight, is to further 

objectify our everyday subjective reality. Krueger writes: 

David Katz (1884-1953) has been cited as "one of this century's 
outstanding exponents of psychological phenomenology 
[MacCleod, 1954, p.l]." For Katz, the first task of the psychologist 
was "to observe and describe without bias both the salient 
characteristics and the subtle nuances of ordinary human 
experience [MacCleod, p.3]." For Katz, "encouragement to deal 
with perceptual experience as legitimate facts of science came from 
the phenomenology of the philosopher Husserll (Arnheim,1953)." 
Overall, in his sympathies, Katz "stood closest to the Gestalt theorists 
[MacCleod, p. 3] (Krueger, 1970) 

This phenomenological approach, coming from the German philosopher 

Edmund Husserll investigates one's personal experience of touch rather 

than relying on laboratory findings about the physiology of touch that can be 

a basis for explaining the personal experience; Katz studied "the subjective 

and objective poles of experience" related to touch as well as its different 

properties. He postulated the need for movement/vibration in order for 

touch to occur or be perceived. Krueger relates: 

The early, intimate association, between psychologists and 
physiologists in the tactile sensory area, Katz feels, stunted 
the independent development of the psychological side. Katz 
acknowledges the yeoman service of the physiologists in 
delineating the peripheral receptors for touch, warmth, and 
cold, yet he argues that psychologists ought to be studying an 
entirely different realm of complex phenomena. 

(Krueger, 1970) 

Hand as Role Model 

All these topics hold relevance for this thesis, but actual descriptions 

come from a slightly different angle; for this thesis explores touch-related 

sensations, meaning the whole body, rather than just the hand. The whole 
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body is considered as "a unitary sense organ." We learn readily how to 

perceive subtleties with the hand precisely because of its physiology. The 

hand is a role model for the rest of the body. 

Every other part of the body has its own capacity for developing its 

type and degree of perception. How subjective or objective the sensation is 

typically has to do with the part of the body doing the touching. For 

instance, the hand is usually more objective in its orientation. Its work 

primarily is about perceiving other things, not itself, while the back, for 

instance, feels itself more than other things: 

In touch, while a person always has both types of impressions 
(subjective and objective, or inner and outer), one pole may 
predominate at a particular moment. The subjective pole is 
stronger, for example, on parts of the body seldom used to obtain 
touch information, such as the inside of the nose or ear (p.20). 
Movement is important: If a hand is moved to touch another part 
of the body, an objective impression obtains in the moving hand, 
but a subjective impression in the resting area being touched. 
Katz also cites Weber: "A special dissociation is shown when the 
warm hand touches the cold forehead; the warmth of the hand is 
felt quickly by the cold forehead, but the forehead is felt as an object 
[by the hand]." (Krueger, 1970) 

The instability or subjective nature of touch which Geldard spoke of, and is 

quoted in the introduction, perhaps is a reflection of the various 

characteristics of touch which exist depending upon 1) body part and 2) the 

depth of sensation one is categorizing. 

A mover, or dancer, wants to be knowledgeable about this complex 

subject/object phenomena concerning touch-related sensations in order to 

choose a perspective which would be useful for a movement learning or 

performance task. This idea will be explored in Chapter II, but first we are 

now ready for an objective description of touch-related sensations and 
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kinesthesis. The description has a unity by way of its objectification of the 

subjective experience of a self-initiated mover or dancer. This perspective of 

touch has slightly different inclusions, exclusions and categorizations of 

information than that of the psychologist or physiologist, but the basic 

material is similar. 

Touch-Related Senses 

Speaking from the objective end of the scale, sensation involves the 

body's receiving of information through the sensory nervous system. This 

information tells one where and how one's body is at the moment. 

Mechanoreceptors, the physiologic sensory end organ of touch, report 

information of vibration, pressure, temperature and pain. Colloquially 

speaking, they allow us "to feel" our bodies. These receptors are part of a 

well integrated system of perception that has evolved over much time. 

Touch-related sensations occur when something or someone, 

including oneself, comes in contact with the body. In other words, if 

something/one is touching "you", an end organ of the sensory nervous 

system, a mechanoreceptor, is activated. This can happen within one's 

own body - say, for instance, when one contracts a muscle. A sensory nerve 

is stimulated, and one perceives this. In the framework of this thesis', one 

has literally touched oneself. 

Touch-related sensations refer to sensation felt in the skin, muscles, 

tendons, joints, ligaments and other connective tissue and vital organs that 

have mechanoreceptors. They are body sensations felt through muscle 

contraction and release as well as through vibration, temperature, 
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pressure, and pain, which are usually thought of as externally initiated, 

but this is not necessarily so, as just explained in the paragraph above. 

Just to be clear, what this category of sensation is not is the special 

sensory organs which allow us to see, smell, taste and hear. Gibson 

describes this touch-related perceptual system as the haptic system. 

He writes: 

It has no "sense organs" in the conventional meaning of the term, 
but the receptors in tissue are nearly everywhere and the receptors 
in the joints cooperate with them. Hence the hands and other body 
members are, in effect, active organs of perception. The inputs in 
combination and covariation can specify a variety of facts about the 
adjacent world which is astonishing to most of us who depend on 
vision for our conscious contacts with things. Touch and vision in 
combination often yield a redundant, doubly guaranteed input of 
information. (Gibson, 1966) 

In evolutionary terms, the basic orienting system of the body located 

in the vestibular organs of the ear, (sometimes known as the labyrinthine 

system), is said to be the link between touch and audition. Here it is 

considered as part of the focus of the thesis, hence the phrase touch-related, 

rather than simply touch. The reason for its inclusion is experiential or 

psychological which inevitably has some subjective aspects, as discussed 

earlier. Awareness of body sensations, particularly while moving, involve 

the perceiving of one's general orientation and body equilibrium. This 

occurs through the sensing of forces of gravity and acceleration. Gibson, in 

The Senses as Perceptual Systems, calls the labyrinthine the basic 

orientation system. He states: 

The apparatus of the inner ear picks up forces of acceleration. 
These specify the direction of gravity, an incessant force, and also 
the beginnings and endings of movements of the body, which are 
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transient forces. The gravitational input covaries with that of touch, 
which is part of the haptic system, so that a double registration of 
the ground is possible. This system cooperates, in fact, with all 
the other perceptual systems since it provides a frame of reference 
for them. (Gibson, 1966) 

The Role of Movement 

It is useful in the development of the awareness of sensation or 

perception to know some scientific information developed in the laboratories 

of both psychologists and physiologists. This information helps in the 

recognition of various sorts of sensing. At base level, no matter how 

individual and/or subjective a sensation, it can be spoken of in one of the 

categories defined by scientific research. In this type of laboratory 

framework, the number of sensations possible can be reduced to types of 

neurological stimuli. Sensations in this laboratorial scientific framework 

are stimuli felt by receptors. The stimulus is external, although the use of 

one's hand or the floor or the contracting of one's muscles could produce a 

sensation described as vibration, pressure, temperature or pain. But the 

last examples are not necessary for this type of "static" perception; for this 

"static" type of objectifying process can occur without a great deal, if any, of 

body movement initiated by the subject. Gibson refers to this passive 

involvement as the first level of sensitivity; he says, however, for the 

sensation to become involved in" searching out information about stimulus 

energy," (Gibson, 1966) sensations must be felt while actively moving. This 

second level of sensitivity is of primary interest in this thesis. Although the 

first level is important in identifying one's state of body, the second occurs 

from self-initiated movement, and dance is this second kind. To further 
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substantiate this idea Katz felt that "movement is as indispensable to touch 

as light is to vision. . .the touch organ when at rest relative to external 

objects, is beset with a partial anesthesia." (Krueger, 1970) According to 

Katz, in order to study "the complex phenomena" of touch and its "higher 

order impressions," (Krueger, 1970) movement is necessary. Krueger 

wrote with Katz in mind: 

The importance of movement in touch goes against the grain of 
physiological atomism, with respect not only to space, but also time, 
because it indicates that information is integrated over a short 
duration rather than a single instant (p. 56). Ironically, apparent 
movement may influence findings even of atomistically inclined 
sensory psychologists, as when the two-point lime is reduced by 
stimulating two points successively rather than simultaneously 
(p.60). In the felt impression of the object, though, movement, time, 
and space leave no trace of themselves (pp. 63-64); the object 
impression is precipitated as an independent perception, largely 
uncontaminated by its journey through tactile space and time. 
Even so simple a quality as roughness bears no trace of movement in 
its contents. For elasticity, however, the opposite case holds. 

The implications of these statements will be investigated further when 

discussing kinesthesis, for the latter involves such spacio-temporal sense 

perceptions. But first let us explore the role of movement generally a bit 

more. 

"Perception seems to depend on ratios of intensities and to be 

independent of the absolute intensity of local or global stimulation." (Bower, 

1974) From this statement, one can deduce that movement is necessary for 

perception, whether internal or external, because the term ratio implies 

difference or changing relationships between entities. For example, to 

prove the theory through negation, if one were to have an object pressed 

into one spot on the body at the same rate, eventually the exact spot would 
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not be felt. The same is true if one keeps muscle(s) contracted constantly; 

that is, one's perception of them decreases. 

This necessity for change is essential for perception; for only through 

change is sensation possible. An experiment of Meissner (1859) exemplifies 

this, as do more recent related experiments by V. Bekesy (1958). 

Meissner's dealt with the immersion of a finger in mercury which 

produces a constant pressure on the skin. 

There is no perception of pressure in the finger at all, despite the 
constant pressure on it. Pressure is felt only at the surface of the 
mercury where there is a transition from mercury pressure to air 
pressure. [Bekesy alternated pressures to come up with the same 
results.] Pressure was not perceived, only the pressure or rate of 
change of pressure that produces perception. (Bower, 1974) 

In conclusion, movement plays an integral rcle in sensation and 

perception. This thesis will delimit its investigation to self-initiated 

movement of the body. 

Kinesthesis 

Kinesthesis deals with the acuity and properties of spacio-temporal 

activity of the body. (Hutton, 1987) Simply put, kinesthesis is movement 

awareness. Often it is a gestalt-like (Perls, 1969), undifferentiated, 

integrating term of perception of touch-related sensations when used more 

subjectively by a dancer. Because of the focus of this thesis, when one refers 

to kinesthetic perception, it will refer only to touch-related sensation 

including the labyrinthine system. However is is understood that 

intermodal unity (including audition and sight) does occur in kinesthetic 

perception. 
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A detailed history of the term kinesthesis, outlined well by P.B.C 

Matthews (1977 and 1982), Goodwin (1976) and McCloskey (1978), is not 

necessary for the focus of this thesis; however a good recent synopsis is 

offered by Hutton in an article called "Kinesthesis/Proprioception" written 

for the Research Consortium Newsletter in 1987. His opening paragraph 

states: 

Since the late 1800's, psychologists and physiologists have studied 
the problem of how the central nervous system (CNS) can accurately 
sense static posture and the kinematic (velocity and acceleration) 
aspects of movement. This ability without necessitating the aid of 
vision has been referred to as kinesthesis (a behavioral term) or 
proprioception (a physiological term). Historically, two lines of 
investigation developed. Psychologists pursued psychophysical 
experiments to determine the acuity and spatial-temporal properties 
associated with kinesthesis, whereas, physiologists analyzed, from a 
reductionist point of view, isolated responses of specialized nerve 
sensory organs (proprioceptors). In the 1950's, both levels of 
analyses were used in many individual studies. Continued impetus 
or this integrated approach occurred with the emergence of 
Neuroscience, the multidisciplinary study of the CNS and behavior. 

(Hutton, 1987) 

Recent research has revealed that touch-related sensations, as 

defined here, contribute to kinesthesis. Hutton mentions two aspects of 

research that substantiate this claim. The first states that "that muscle 

spindle afferents provide a major contribution to both position and 

movement sense. This suggests that the muscular sensation or 

proprioception does contribute to kinesthesis. Muscle spindle contribution 

to kinesthesis has long been researched and argued, and it seems an 

answer has been found through theoretical and physiological research that 

matches the psychological reality of perceiving movement in everyday life. 

Hutton's second aspect states that "cutaneous receptors appear to 
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contribute [to kinesthesia] but only in a generalized way, e.g. perhaps by 

altering the gain of muscle spindle excitatory input to motor units." This 

hypothesis suggests how tactile sensation can contribute to kinesthesis. 

For instance, the touching of a muscle through the skin by the hand is a 

cue from which the subject can learn how to contract that particular 

muscle at will. Another example is that of the touching of the feet 

rhythmically with the hand in order to teach one what ratio of muscular 

contraction is necessary "to get the beat." 

A third aspect of research concerns the Golgi tendon organs, located 

at the musculotendonous junctions. Basmajian suggests that these 

receptors are sensitive to the tension of muscle and are always sensing 

such information. Also the Golgi tendon organ serves as a safety valve for 

the neuro-muscular system, telling when it is necessary for contraction or 

release of contraction in order to protect the muscle as it is rapidly or 

suddenly lengthened. (Basmajian, 1985) 

The field of empirical data for kinesthetic perception lies in the self-

initiated or voluntarily induced movement of the body. In a sense, this 

movement is how we "touch ourselves" or create a feedback system from 

which we can sense or detect something . Smith writes: 

The significance of sensory feedback in the organization of 
behavior arises from the fact that most of the stimulus 
changes to which the individual reacts are produced by 
his own motion. Every movement produces changes in his 
physical environment that are detected by the various feedback 
systems of the body. Feedback signals from the visual, 
auditory, cutaneous, and kinesthetic receptors provide 
continuous checks on the spatial and temporal precision of 
motion patterns in terms of differences that excite the 
neurogeometric detectors of the central nervous system. 

(Smith, 1962) 
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The feedback mechanisms occurring between sensory and motor 

neurons contributing to kinesthetic perception is explained in 

neurophysiology detail by Basmajian in Muscles Alive. (Basmajian, 1962) 

Here is a potent excerpt of which there are many: 

It is now generally agreed that the la and II group fibers [motor 
neurons] modify their discharge rate as the mechanoreceptor 
endings [sensory neurons] of these fibers are elongated. The 
mechanoreceptor endings may be elongated, either by stretching the 
muscle which stretches the spindle . . ., or by contracting the ... 
[muscle] fibers. As the mechanoreceptors become elongated, this 
discharge rate of the receptors increases; as they shorten, the 
discharge rate decreases. It is also generally agreed that rate of 
length change [or change of tension] of the muscle (fibers) modifies 
the discharge characteristics of the afferent [sensory] fibers .... 

(Basmajian, 1985) 

Movement Qualities 

Further investigation into the types of muscular contraction has been 

done by Basmajian and organized further by Wilson to serve the self-

initiated movement orientation of this thesis. Wilson states that "the 

feeling states that feedback into awareness [here, kinesthetic perception] 

during execution of these [movement] qualities are . . . necessarily 

dependent upon . . . very real phenomenal properties of tension (which is 

kinesthetically known) and shape (which is known visually and 

kinesthetically)." (Wilson, 1973) First the focus will be on tension. 

When speaking about kinesthesis, this tension refers to the degree of 

force which stretches body tissue. This is directly related to the length of 

muscular connective tissue. (Katz's analogous term for the skin was 

elasticity) A change of tension that is sensed by the nervous system refers 
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to the rate of length change. Length change can mean elongation (or 

stretch) as well as contraction (or shortening) of tissue. 

When referring to movement qualities, this tension and its correlates 

(length and changes of length) are felt primarily by mechanoreceptors in 

the muscular (muscle spindles) and tendinous (Golgi tendon organs), 

although other mechanoreceptors of the body can contribute to kinesthetic 

sensitivity. For instance, the stretching or elongation of the skin activates 

cutaneous receptors that contribute "in a general way" to kinesthesis. 

(Hutton, 1987) Another example that refers to Wilson's term "shape" has to 

do with the kinesthetic perception of spacial placement or position of body 

parts dviring different rates of change of muscular contraction. These will 

be discussed next under shape qualities. It is the various ratios of change 

in tension which characterize different types of movement qualities. 

Wilson states "four principal movement qualities: pendular, abrupt, 

sustained and vibratory [can be observed ... they] may be said to [be divided] 

between those with phases of acceleration and deceleration .... and those 

which are sustained." (Wilson, 1973) To explain further, the ratios of 

change in tension within a particular movement can vary or have different 

or no phases of muscular contraction. 

It is necessary to understand the neurophysiologic basis for these 

four different kinds of movement qualities. It is found through 

electromyographical information. By measuring the electro-chemical 

activity "which may be interpreted as representing the energy involved in 

the production of... movement qualities" (Wilson, 1973), the various ratios 

of change possible in muscular contraction is recorded. Wilson states," the 
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picture on the polygraph (or myograph) displays the amount of contractive 

tension along a constant time scale developed at the sites of the electrodes 

[which record electro-chemical activity .... He continues.] When readings 

are taken simultaneously in antagonistic muscle groups, the pictures are 

very interesting indeed." (Wilson, 1973) Ratios of change of tension refer to 

the comparison of antagonistic muscle groups. It must be mentioned that a 

comparison of the varying ways in which one muscle can contract within a 

certain period of time is not valuable to the movement experience; for it is a 

well-known fact that muscles work in pairs in order to permit movement. 

These pairs are muscles that move the body in opposing directions. They 

are coupled as flexors and extensors and called antagonistic muscles. An 

example is the tricep and bicep or the quadricep and hamstring. Treated as 

groups one can refer to hip, trunk, arm, etc . . . muscles. 

By comparing the contractile rate of these antagonistic muscle 

groups to each other, a ratio of change of tension is measured. This 

comparison reveals phenomenon to which Wilson refers to as "interesting 

indeed." Such electromyographical comparison reveals two types of 

relationships, each of which has two subdivisions: 1) qualities with and 2) 

qualities without phases of acceleration and deceleration between 

antagonistic muscle groups; the subdivisions respectively are 1) pendular 

(or swing) and abrupt and 2) sustained and vibratory. Wilson outlines these 

types in schematic form: 
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Schematic of Movement Qualities 

(hypothetical constructbased on electromyogram s of antagonistic muscle groups) 

• each stylus stroke is a "spike" and indicates one unit of contraction 
in the local fiber group. 

* greater amplitude indicates higher tension. 

Qualities With Phases Of Acceleration and Deceleration 
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Qualities With No Acceleration or Deceleration 
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1. Sustained: 
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motion continuously supported against gravity; 
contractions not in even sequences 

2. Vibratory: 
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tension tension low 

tension 

FLEXOR tyWtyWW 

(Duration) 

EXTENSOR 

contractions isometric in form; 
non-coincidence of spikes the possible explanation 
for the rapid tremor typical of vibratory movement 
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Wilson exemplifies and describes further these neuromuscularly 

based movement qualities in relation to the more subjective experience of a 

performer who is moving his/her body: 

Some qualities have phases of acceleration and deceleration 
while some have none. For example, the performer may move 
through so much space in so much time at a steady rate and carrying 
a steady tension, even while making complicated turns, gestures, 
and gait combinations. The gestures may be changed, the pattern 
repeated in otherwise identical fashion, and the general sensation of 
the movement quality remains unaltered. By contrast, the original 
pattern may be repeated, but with the gestures executed in such a 
manner that a number of parts of the body move through phases of 
acceleration and deceleration during the allotted time of the total 
pattern. The sensation of the quality is decidedly different from that 
of the first sequence . . . Moreover, with further experimentation, it 
can be determined that within each of these major divisions of 
movement qualities is a great range of tension production. That is, 
there are both "high" and "low" tensional profiles within the range 
of these divisions which do not alter the fact of their being basically 
accelerative or sustained. 

Within each of these divisions we find subdivisions that do 
depend upon both the amount of tension employed and the 
arthrometric ways they are directed. For example, within the 
accelerative division we will discover a quality variously known as 
pendular, swinging, centrifugal, and swaying. The long, easy 
pulsations that give such pleasure typical of this quality are 
sometimes even called "the breath quality." There is a wide range of 
tensional profiles in this quality; but at the higher end of the scale, 
the quality seems to gain new characteristics. These new 
characteristics evoke new names, such as abrupt, percussive, 
ballistic, explosive, and jabbing. Yet acceleration and deceleration 
between movements is still recognizable. With further exploration 
into this quality, we will find that it, too, actually has high and low 
tensional profiles; but the difference between it and pendular quality 
has to do with the rate of acceleration and deceleration. This new 
quality is better described as abrupt, though it is in the division of 
quality with pendular. These shall be referred to as distinct 
qualitative realms within the principal division of accelerative 
movement qualities. 
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A similar exploration into the sustained division produces 

similar results: two distinct qualitative realms within the principal 
division. The first realm shall be called sustained; and it has high 
and low profiles of tension. At the very high range of tension, 
however, a tremor sets in, usually in the peripheral zone but 
momentarily manifested in all zones and perimeters of the body. 
This realm shall be called vibratory. With practice, the performer 
can learn to gain such control over this vibratory quality that it will be 
producible in high or low profiles of tension. (Katherine Hepburn's 
famous trembling chin is an example of low tension peripheral 
vibration put to performerly use. (Wilson, 1973) 

Another phenomenon of movement qualities is "transformal" or 

transition qualities. They occur momentarily in between the principal four 

movement qualities. Wilson describes well the possibility of infinite, 

unnamed transition qualities as well as the common, natural tendencies 

between principal movement qualities: 

There are transformal movement qualities. They are not 
considered principal qualities because, regardless of how clearly 
identifiable the may be otherwise, they cannot be maintained over 
an indefinite period without transforming into one of the principal 
qualities, not do they encompass a range of high and low tension 
profiles independent of the principal qualities out of which they 
are generated. . . . 

There are any number of unnamed transformal qualities 
which occur as the performer intentionally transforms movement 
from one principal realm to another . . . .Two transformal qualities 
are particularly notable: collapsive and suspended. Each of these 
exemplifies the principles just stated. Collapsive is characterized by 
the complete release of tension, at which time the organism or limb 
falls prey to gravity. Collapsive is, by nature, of only one profile - no 
tension. The inevitable release of all tension in this quality can be 
"drawn out" for all appearances by employing sustained movement 
quality and gradually lowering the tensional profile until complete 
release is achieved. But this is really a demonstration of the range of 
the sustained realm of movement quality rather than of collapsive. 
Collapsive can interrupt at any point the progression of any of the 
principal qualities, as when an actor is "shot" and fall to the ground. 
A "slow death" from such a gunshot wound is a favorite opportunity 
for an actor to demonstrate his ability to control his sustained quality! 
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Unlike collapsive, suspended is dependent upon the quality that 

precedes it. Suspended is an incalcuable, yet sensorily unmistakable, 
period of tension release when pre-established momentum carries 
the body or limb to the limit of its deceleration. It is usually followed 
by movement quality realms, not in terms of denying the organic 
reality of the individual. (Wilson, 1973) 

Shape Qualities 

Another aspect of kinesthesis that is as important as movement 

qualities is shape. As explained already, the physiological basis for the 

perception of movement qualities primarily has to do with muscular action. 

For shape, the physiological basis has to do with bone position. Bone 

position can be explained as being in one of several different planes of 

space, forming lines, points, curves, circles, angles, etc... within these 

planes. To explain further, the body can be felt to have three primary 

planes which relate directly to Cartesian geometry. (Wilson, 1973) A 

myriad of possible planes or other more three-dimensional forms can be 

sensed as shapes of the body. Before organic shapes can be felt, however, it 

is helpful to always refer to geometric shapes as a reference point, i.e.. 

circle, triangle, right triangle, etc. . . The most simple way to speak of 

shape quality is to think of two basic ways that bones can be in relation to 

each other, i. e. forming a round or straight shape. Examples will be given 

within the narratives. 

One senses bone position through change of bone angle. 

Mechanoreceptors located near the joint are stimulated in various ways 

and these differences can be perceived. Pacinian corpuscles, sensitive 

primarily to pressure, are a main affector of this shape sensitivity. It is 

important to note that the sensing of tension in connective tissue (tendon, 
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facia, and ligament), muscle, and skin all contribute to shape sensitivity. 

Shape and movement qualities are inextricably related; for muscles 

move bones and bones give the architectural structure to which muscles 

are attached. The mechanoreceptors of the nervous system that give 

information about both of these aspects of kinesthesis overlap in their 

functions of sensing movement and shape. It is a matter of focus of 

attention as to which aspect one perceives. Just as space and time are 

thought of separately and together in physics, so it is with psychophysics. 

One associates one's personal experience of movement qualities with time, 

space qualities with space and the two together as an aspect of 

psychophysics called kinesthesis. And kinesthesis deals with the spacio-

temporal properties of the body. 
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CHAPTER II 

Analysis Of Class Narratives 

The narratives supporting this thesis provide an empirical field of 

information taken from portions of modern dance classes. They exemplify 

the subject/object phenomenon through the teaching of various properties of 

kinesthesis. By physically modeling and verbally cueing the students, the 

teacher can direct the student's attention to the appropriate awareness. 

The narratives which exemplify this method are the teacher's reflections 

made immediately after class sessions. Notes are taken in narrative form. 

These notes are close to (if not exactly) the directions given during the 

session, and are the source material for deriving an underlying 

methodology. They are a record of verbal cueing and purposeful hand 

gestures. A good understanding of this teaching approach is possible by 

reading the narratives; although it is understood that not all elements 

involved in teaching are verbal. 

The narratives guide students toward experiencing various 

kinesthetic properties. Example 1 orients its discussion on the basics for 

one's becoming kinesthetically aware. Examples 2 and 3 deal primarily 

with external touching by the hand to guide internal awareness. Example 

4 works primarily with shape quality and Example 5 with movement 

quality. Examples 6 and 7 work with aspects of size of movement and 

metaphor respectively. No one example reveals a single property of 

kinesthesis. Several properties occur at once with one property dominating 
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or the integration of several properties being emphasized. Each analysis of 

the examples will outline these properties and how they are being 

subjectified and/or objectified. 

Several dance terms that integrate aspects of the shape and 

movement qualities of kinesthesis need to be defined in order to support 

analysis of the narratives. In fact, it is through analysis of the source of the 

narratives that the author realized the necessity for their placement within 

the theoretical structure of this thesis. These terms, called here the 

dynamic qualities, speak of important, refined properties of kinesthesis 

that can further delineate the possible range of movement experience 

existing on the subjective/objective scale. It is suggested that these terms, 

although used in a dance framework, can easily be used to further enhance 

other movement experiences. Such terms as centering, verticality and 

opposition will be explained as they appear in the analysis of the narrative . 

Example 1 

Bending at the hip, I feel a lot. I feel pressure on areas that are cold 
and tight. It's all a thick block of energy. Things are short until I 
create heat — Gradually pain turns to heat, and I can breathe into 
my body, feeling the hip, the leg, the bones, the muscles, the 
stretching skin as separate parts . . 

In this example the teacher wishes to acknowledge the state which 

most likely describes the state of a person's body who has not been 

physically active for at least several hours or perhaps years. It is hoped 

that by objectifying this first attempt at moving the body the students will 

begin to establish the foundations of a kinesthetic orientation. 
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Here the term "energy" refers to a general sense of kinesthetic 

activity in the body. This energy can eventually be perceived more 

articulately. Even within this description a greater delineation of types of 

energy occurs. From " thick block of energy," awareness of temperature, 

pressure and pain is sensed. These basic sensitivities of nerve stimulation 

are objectified by the student. Different internal parts or textures of the body 

are felt. This type of narrative teaches a student the basic language of the 

kinesthetic language. Perception of such sensitivities and related 

anatomical information is the start of body sensitivity or the awareness of 

movement and shape qualities involved with kinesthesis. This information 

is vital to a mover/dancer at any level of ability. 

Example 1 explains the activity of "warming up". Here, this term not 

only refers to an increase in body temperature but also to the skill of 

directing one's attention to body sensation and to scanning the physical 

state of the body. This orientation is necessary for both the subjective and 

the objective attitude oriented toward body movement. 

Another important element of this teaching methodology revealed in 

this example is the use of personal and/or possessive pronouns. Here just 

the personal pronouns, I and it, are used. The use of these two 

immediately involves the student both subjectively and objectively. The 

teacher speaks to the students in a manner of self-talk, "I feel ... I create ... 

I can breathe ... my body," teaching the students their own future self-talk 

as they objectify their bodily sensations. The students gradually 

personalize or subjectify the directions. Conversely, by delineating the it of 

"it's a thick block of energy" into various aspects of kinesthetic awareness 
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as they warm up, the students can begin to differentiate types of sensation 

and to objectify them. They then are sensing properties of kinesthesis as 

"things", or as different "its." They are perceiving. 

Within these narratives there are other examples of pronouns used to 

enhance the experience of subjective or objective awareness in the following 

examples. The first and second personal pronouns (I, me, my, you, your) 

suggest a subjectification process while the third person (it, its, they, their) 

suggests an objectification process. 

Example 2 

While you are balancing, I am going to walk around and touch you; 
feel free to come down and go into pli6 to come up again in order to 
keep the energy alive. Feel the opposition of up and down; be dynamic 
always; recognize the ebb and flow of the degree of energy you exert. I 
will touch the sacrum, pushing slightly down, connect that sensation 
to your heels, stretch it into the earth. I then will touch just below 
your ribs right in the center, feel this point connect to your sacrum 
and the top of your spine. Go under the ribs. Stretch these points into 
an infinite, moving line. Lift up to the sky. Reach into the earth. 
Feel your vertical axis, your verticality. It goes up and down actively. 

This example refers to the use of touch by another person (the 

teacher) as a way of helping the students to become more kinesthetically 

aware. The skin and perhaps deeper tissues of the body sense the touch 

which then becomes a cue to trigger muscular contraction in the specific 

area being touched. Cutaneous sensation can contribute to kinesthesis in a 

general way. (Hutton, 1987) 

Another element within this narrative is the use of a geometric term 

within a dynamic description: "An infinite, moving line [that] . . . goes up 

and down actively." This description asks for shape and movement 

qualities simultaneously. Bone placement (heel, sacrum, spine, ribs) is 



4 3  

sensed while moving either externally (pli6), meaning it can be visually 

perceived, or internally as exemplified by "feel the opposition of up and 

down; be dynamic always." 

Internal sensitivity here refers to oppositional muscular contraction 

that occurs within the body. Opposing muscle groups contract at the same 

rate, but with some variation; "recognize the ebb and flow of the degree of 

energy you exert." Opposition is a dynamic term which refers to a refined 

kinesthetic property related closely to movement qualities. When 

happening internally it manifests as a sustained, sometimes vibratory, 

quality. As an experience, opposition is an intense stretch of the body when 

done with a high degree of energy. Very clear geometric shapes inherent to 

the musculo-skeletal structure of the body appear when developing this 

opposition in various planes of the body. Execution of yoga postures, 

exemplified in the appendix, reveal this strong shape quality found when 

one performs a sustained movement quality oppositionally. The most basic 

opposition in the body extends up and down (i.e., the vertical length of erect 

human posture) and is often referred to as one's verticality. 

Example 3 

Take the hand and touch your lower rib, feel the skin and the textures 
below it; now consciously contract the abdominal muscles that are 
attached to the lower ribs; feel with your hand the contraction occur , 
sense that you have a contracted center. Know what that feels like. 
Trace your hand across yourself, that is, rib to other hip, feeling the 
willful contraction of muscle. [Many repetitions both sides] Now 
touch yourself from the "inside" only. Don't use your hands, feel the 
tensions within your body caused by contraction, you'll be able to 
subjectify what's often called centering. Kinesthetic awareness of 
abdominal muscles is an important element involved in the dance 
and martial art term of centering. 
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This example uses one's own hand as a teaching tool in a similar 

fashion to Example 2. First, it is the subject, one's hand, sensing an object, 

the abdominal area. This includes the surrounding bones, skin, muscles, 

and tendons of the abdomen. By "consciously contract [ing] the abdominal 

muscles" and feeling the anatomy of this region with the hand, a student 

can objectify his or her sensations and begin to perceive what "centering" 

Then the awareness is internalized; "sense that you have a 

contracted center . . . touch yourself from the inside." The muscles 

themselves are taking over the teaching place of the hand. The 

objectification of the muscular tensions felt in the abdomen develops 

kinesthetic awareness. 

The mention of "many repetitions on both sides" deals with the 

subjectification process and will be discussed in Chapter III. 

Example 4 

Bend at the hip. 
Straighten the spine on a diagonal. 
Put the hands on the inside of the thighs, about half way up. 
Push with your arms, straightening them, creating a kind of brace 

between the spine and thigh bone. 
You can feel this geometry of the body; that is, angles at the hip, 

shoulder and where the hands meet. Feel the straight lines of 
energy in between two of the points. Sense a triangle, either on 
the left side or on the right. The arm, spine and thigh are its 
sides. Once you've outlined one, do the other. 

Outline it with energy. 
A third triangle can also exist to form a pyramid if an imaginary line 

is drawn from one hand to the other. 
Once feeling these shapes, concentrate on one or all of them if you 

can; feel three dimensionally; stretch each side; make each side 
bigger by making the lines of your arm, spine and thigh longer. 
Make the lines longer; put more energy into it. 
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Once you've identified what I'm talking about put more of yourself 

into it. 
Recognize that it is indeed your body you're playing with. Feel where 

your leg bone meets the hip. How your spine is separate from 
your hip joint. You will feel the inside of your leg. Find those 
muscles that open the hip. 

They're being stretched so some sensation is occurring that can help 
you find them. 

Now. Here you are ready to stand up all by yourself - that is without 
your arms. 

Rotate forward in the hip, keeping the spine long. 
The legs will work more. Keep the whole foot on the floor, feel the 

inside of the leg. 
One more thing, abdominals must take on the amount of sensation 

that your arms were sensing at the start. 
It's as if that brace, the triangle, merged into your torso. In fact it 

has. The geometric structure has folded right into the inside of 
your body. When I say "fold" I suggest that the angles of the 
geometric energy have become smaller or more acute, verging 
toward a straight line. This is verticality ready to move, but your 
body will always be three-dimensional! 

If all that imagery didn't work - simply a strong sensation of lifting 
up and lengthening down is felt at the same time in the torso 
when you rotate forward in the hip. 

Put the arms behind the back to feel its curve; it will give you 
information about its length - the less curve the more length and 
stretching is occurring. Stay there for a while until you can take 
those inner sensations and maintain them as you focus some 
attention outward - say, with your eyes. Bring it out, just like my 
poster says! As full and strong and clear as you can. "Clear" 
means there is no doubt in your sensing. The inside of our body is 
you coming out to meet the world. 

This example focuses on shape quality, although directions for touch 

and movement qualities are also present. The words diagonal, geometry, 

straight lines, two points, triangle, verticality, curve, three-dimensional all 

speak of shape. Bone positioning is explained through these terms. In fact, 

the arms, spine and thigh bones are thought of as a three-dimensional 

geometric object related to a building's structural brace. All sensation is 

geared toward this three-dimensional, architectural understanding. 
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Shape vocabulary begins to mix with movement quality vocabulary. 

Muscle-tendon tensions within the torso take the place of bones as a brace, 

creating "geometric energy" and "angles that are smaller or more acute, 

verging toward a straight line." Movement quality vocabulary is used in 

such phrases as, "stretch, lengthen, rotate, lifting." Those terms suggest 

the use of a sustained quality which has an affinity for emphasizing shape. 

Opposition, as defined in the proceeding example, supports the creating of 

the lines of the triangles. This is exemplified in such phrases as "Stretch 

each side; make each side bigger by making the lines longer, put more 

energy into it . . . Feel the straight lines of energy in between two of the 

points. Sense a triangle." 

The hand and arm serve as a mediator between touch and shape 

qualities in this example. Because of the gripping ability of the hand, an 

imaginary joint of the body or angle or a triangle can be created. Because 

the hand can touch and grasp the leg, it serves as a special "teacher" to the 

rest of the body. Here, it enables dynamic, closed geometric shapes to be 

felt close to the center of the body. 

The latter half of this narrative changes its focus. It offers an 

alternative to a shape-oriented focus. Description of opposition using only 

movement quality vocabulary, "lifting, lengthening," is suggested if "that 

imagery [geometric shapes] didn't work." Also the use of the arms and 

hands suggests a more touch-oriented awareness that is related to shape: 

"put the arm behind the back to feel its curve." 

The final direction of "take those inner sensations and maintain 

them as you focus some attention outward — say, with your eyes" is a way 
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of testing the possible subjectification of described kinesthetic properties. By 

saying, "the inside of your body is you coming out to meet the world," the 

whole body has to be felt as one thing which integrates all the previous 

differentiations. 

Example 5 

Spiral real low in the body and swing as you go side to side; weight 
shifts should be fluid; go through the feet, toe, ball, heel - make them 
as pliable and articulate as your hands. Peel the consecutive ripple of 
bending joints from your foot, to ankle, knee, hip, spine, arms as you 
take weight. . . move up further in the spiral (hands touch solar 
plexus), there is never a place where the weight is held, no joints, are 
smashed or crunched as you land. Muscles support the skeletal 
frame continually as you move. The swing quality creates a moment 
where momentum gives you a feeling of weightlessness, lightness; 
enjoy it. It's an arch, down to up, emphasize the up, now even it out 
and suspend the up into balance. (I use my hands to draw the arch 
or energy path, I also touch my upper chest and draw a vertical path 
that correlates to the word up felt by lengthening the spine and 
neck,and continues out of the top of the head.) 

This example focuses on movement quality although direction for 

touch and shape quality are also present. The pendular quality is explored, 

"swing as you go side to side . . . the swing quality creates a moment where 

momentum gives you a feeling of weightlessness, lightness." Awareness of 

weight transfer through the "consecutive ripple of bending joints" is a 

shape-oriented task that verges toward a movement quality awareness 

because bone meetings are being studied as they relate to a time sequence. 

The swing quality tends to emphasize joints sequentially straightening and 

bending. The reference to the hand, as "articulate as your hands" uses the 

model of the hand to influence the image of the whole body. The phrase, 

"Muscles support the skeletal frame continually as you move" exemplifies 
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how inextricably connected movement and shape qualities are. 

Another layer to this narrative is the reference to a spiral and the use 

of the hand. Both are used here to enhance the experience of the pendular 

quality. The term, spiral, is a shape word for the spine's movement. It is 

used to get the whole body moving three-dimensionally from the vertical 

axis of the body. In shape terminology, a spiral is a twisted vertical axis. 

Just what part of the spiral is exaggerated or emphasized is communicated 

through the modeling and hand gestures of the teacher rather than words 

in this example. This is because of the example's emphasis on movement, 

rather than shape quality. 

The hands are used to help experience the upward suspension 

possible in the "to and fro" phrasing inherent to the pendular quality. The 

touch of the hand(s) to the solar plexus brings the student's awareness 

further up the body and helps direct the place from which the suspension 

and swing occur. This place is where centering is occurring. The specific 

place of one's usual center in the torso can vary greatly from person to 

person. By touching a specific place on the body with the hand, the 

resulting stimtilation can serve to teach the student how to center from the 

touched area; here, the solar plexus. 

In this example, the suspension occurs as an oppositional energy on 

the vertical axis. The suspension is maintained long enough to create a 

balance. The drawing of "an arch or energy path" by the hands points out 

the shapes made by the movement. Thus, space is shaped through time to 

create an "energy path." 
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Now make the whole thing smaller in terms of size, but just as vital — 
Lots of energy. Your base of support gradually gets smaller. The 
weight shifts can be felt by you but not easily seen by me. The side-to-
side swing has shifted planes. It's now up and down. Close your 
eyes and sense the transition. If you lose a continuity of energy, start 
over. The quality of swing and suspension has come to emphasize 
suspension and turned into sustained quality always verging on 
swing. Pli6 and releve to keep the swing quality alive. Feel your 
weight, your strength, your length. Close your eyes as you can to 
check the kinesthetic awareness you have without sight. .. Find a 
stillness . . . Now we're going to take the whole thing back out - small 
to large, not missing a step in awareness. 

This narrative exemplifies another layer added to a movement 

quality exercise. It begins the subjectification process through making the 

movement smaller, then larger, and having the eyes closed. Good 

sensitivity to the loss and gain of movement quality, and energy in more 

general terms, deep within the body can be learned through this exercise. 

Further discussion will appear in the next section. 

Example 7 

The top of the suspension is a moment of flight. If we're related to 
birds at all, an arm expansion while suspending on the vertical 
axis should remind us . . . 

Stretch up to the sky, be pulled by it while feeling suction from the 
earth . . . 

Jump up to go down, ground yourself. . . 
Be frog-like in this sustained stretch, that's a warm up .. . 
As you swing very largely know that an ocean is sloshing within each 

cell. 
It's like a rubber band stretching . . . 
After all this exact work take the quality of swinging; play like an 

otter. 

Metaphors of the environment (animals, objects, natural elements) 

can help gain an overall impression of a movement and/or shape quality. 

Such images, after having objectified important kinesthetic properties, can 
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help to subjectify the movement experience. If refined kinesthetic 

properties remain present in the body during this subjectification process, 

the student will start to integrate all the various properties which earlier in 

his or her practice needed to be objectified in order for personal existence to 

be known. Images that are not directly related to the physical attributes of 

the body can be used in place of such words as arm, muscle, nerve, 

pressure, and so forth. Often a direct correlation between the more 

physical terminology and the metaphor directs the students: "moment of 

f l ight  .  .  .  arm suspension;  f rog-l ike .  .  .  sustained s t re tch;  swing . . .  an 

ocean sloshing; swinging . . . like an otter." 

Objectification to Subjectification Process 

Most of the previous examples (Examples 1 through 5) exemplify 

different kinesthetic properties and deal primarily with the process of 

objectification. Differentiation of kinesthetic sensations is necessary for the 

student in order to understand the possible kinesthetic experiences 

available to him or her. Such differentiation allows for the refining of 

sensitivities and for the integration of these refined kinesthetic sensitivities. 

The process of continual attention to both differentiation and 

integration of various kinesthetic properties is necessary for a full 

movement experience. How is this possible and how has it been done in 

these examples? A direct correlation between differentiation/integration 

and objectivity/subjectivity is hypothesized to organize an answer. The 

following schematic expands on the one offered in Chapter One: 



5 1  

Integration 
^ Subjectivity 

KINESTHETIC EXPERIENCE 

Differentiation 
Objectivity 

Within a dance class such as is exemplified in this thesis, a balance 

between these orientations exists. For example, within one narrative the 

phrases "straighten the spine on the diagonal [, and] once you've identified 

what I'm talking about put more of yourself into it" (Example 4) are 

suggested to the student. An objective orientation is directed into a 

subjective orientation. Such phrases as "Now touch yourself from the 

'inside' only" (Example 3) immediately asks for an objective orientation 

with a strong subjective component. 

Many variations are possible. Subjectification of kinesthetic 

properties is suggested within each of the narratives. The use of personal 

and possessive pronouns as a subjective tool was explained in the analysis 

of Example 1. To explain further, these pronouns are used as reminders of 

one's self-chosen involvement. They are reminders that one is actively 

creating the experience for oneself. For example, in Example 1 the self-talk 

explains, "I create heat ... I can breathe . . I feel." In Example 2, the 

teacher says, "feel free to come down and go into pli6 and come up again in 

order to keep the energy alive .. . recognize the ebb and flow of the degree of 

energy you exert, connect. . . your heels . . . your spine, your verticality. It 
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goes up and down actively." While the student is objectifying sensation he 

or she is always being reminded that it is indeed themselves who are 

creating, exciting, sensing, etc; "Sense that you have a center . . . trace your 

hand across yourself . . . feeling the willful contraction (Example 3) 

"Swing as you go side to side . . . make them as pliable and articulate as 

your hands ... a moment of. . . lightness. Enjoy it." (Example 5) 

Example 4 is even more direct in its subjectification process. After giving a 

detailed shape-quality description, the teacher says, "Once you've identified 

what I'm talking about [objectified], put more of yourself into it. Recognize 

that it is indeed your body you're playing with." 

Examples 6 and 7 are different from the previous examples in that 

they deal directly with the integration of several kinesthetic properties. 

They encourage subjectification to the student. By closing the eyes, several 

objectified kinesthetic properties must occur simultaneously with some 

degree of refinement in order that the student will not lose orientation. In 

Example 6, a pendular (or swing) movement quality is occurring that 

requires some centering and verticality for the movement to continue. 

When the eyes are shut, no external cues are possible (except hearing). 

Primarily only internal cues that are kinesthetic are working to create the 

movement. 

Similarly the making of a shape and/or movement quality smaller or 

larger (that is in size and/or energy) asks the student to move from deep 

within the body. Close observation shows that such internal awareness of 

one's physical sensation increases one's sense of self. If a kinesthetic 

property is being subjectified, it can be done with the eyes closed or done 
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very small so only the student can feel it. This activity personalizes the once 

very objective experience and teaches the student how to make movement 

his or her own. 

In summary, observation reveals that the refining and integration of 

kinesthetic properties is helped with the device of closing the eyes and of 

making large-to-small movement. It seems the integration and refining of 

kinesthetic properties is closely related to the subjectification process. The 

one appears naturally to accompany the other, and in fact to represent one 

and the same phenomenon. 



CHAPTER III 

Deductive Reflections 
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Another type of reflecting also exists within the collection of 

narratives. They are not immediate reflections, but rather deductive 

reflections. They objectify immediate reflections by suggesting possible 

generalizations and/or implications arising from the teaching 

methodology. These narratives speculate upon what is occurring during 

the movement experience. They suggest that the continual balancing of 

subjective and objective experiences creates a strong relation and merging 

of body and mind, and that it is this balancing that helps to create a healthy 

person. In a way, the thesis itself is a highly developed deductive reflection. 

It is important when reading these deductive reflections to 

remember that in this thesis when one says "subjectify" or "objectify body 

sensation" it is assumed that this awareness is occurring while moving. 

The movement may be subtle and small and not perceivable to an observer 

or rather large and encompassing much space. Whatever kind of 

movement it must be done with attentiveness and be recognized as an 

activity that has been self-chosen. These are presuppositions to 

subjectifying and objectifying body sensation. In a way, the thesis itself is a 

highly developed deductive reflection. 

Something is a generalization if a pattern is seen to occur repeatedly 

in the teaching situation. Something is an implication if reason suggests 

that the idea is true, but repeated first hand experience cannot substantiate 

the claim because the idea encompasses a broader field of information than 

is the focus of this thesis. 
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The first generalization states that the more central the initiation of a 

movement, the more personalized or subjective it can become. The 

touching of one's chest or solar plexus (Example 5) or lower abdomen 

(Example 3) asks a student to explore the objectification-to-subjectification 

process more readily than if he or she were to touch a thigh (Example 4). 

Another way of stating this generalization is that a student will tend to feel 

self more readily rather than feel an it in the central area of the body. This 

area is the trunk of the body or the area in which the spinal column is 

located. Exceptions do exist, but generally speaking this is true. Katz 

further substantiates this idea. He suggests, in his phenomenological 

approach, that some areas of the body are thought of more or less 

subjectively depending on their inherent characteristics. (Krueger, 1970) 

What are some inherent characteristics of the central area of the 

body? One attribute of the torso is that it holds the vital organs of the body. 

Because of this fact alone, it would stand to reason that a stronger tendency 

for subjectification exists in this area. 

A second generalization concerns the repetition of a movement. 

Motor learning theory suggests that through repetition, eventually a 

schema or pattern of movement is "remembered" by the body and that it can 

be used 1) to repeat the same movement with less attention necessary than 

the initial practice required and, 2) that the schema can be used to solve 

new movement problems. (Schmidt, 1982) This schema theory suggests 

that through repetition, less and less objectification of the specifics 

occurring within the movement is necessary for the movement to be 
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performed. One can concentrate on some other aspect of the entire 

experience. This teaching methodology uses very simple motor patterns 

that can be learned readily in order that the student can begin to pay 

attention to different kinesthetic properties occurring within the movement. 

Such a process allows for the refining of the simple, gross, movement 

pattern. 

By focusing on different kinesthetic properties within a particular 

movement whose pattern can be simply learned the student actually 

performs slightly different internal activities. In other words, different 

and/or new muscles are contracting at different and/or new rates. These 

internal activities are creating visible external shapes similar to the 

original motor pattern; however, the movement qualities occurring are 

making changes in the body's shapes. The joints are bending and 

straightening at different rates in relation to each other. The changes that 

are occurring within the body are part of the refining and integrating 

process. Externally (or visually perceived) the movement seems similar to 

the original motor pattern; however, the student is changing and refining 

the motor pattern internally (kinesthetically). He or she is learning to 

decipher among various kinesthetic properties. This awareness eventually 

can be seen externally as the refining process itself creates a new schema. 

As this new schema is learned, the objective process of deciphering 

kinesthetic properties becomes more subjective. 

A reflective narrative of the author written in direct reference to 

teaching experiences that are similar to Example 4 further explain these 

speculative generalizations: 
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Seeming repetition of movement from the outside occurs when 
the focus of attention or the objectifying of sensation has shifted to 
different aspects of a movement. The event is not a repetition 
because the perceptual process is different. Indeed, it is similar and 
related but not the same. In my beginning adult classes, the first 
third to half of the class shifts or two spatial and directional changes 
that repeat themselves over and over again. (This pattern matches 
the characteristics of the swing quality well.) They can learn a 
basic/gross outline of what goes where readily. This allows me [the 
teacher] to focus on different perceptual aspects that pertain to 
kinesthesis. As they repeat this small sequence, I have them focus 
on what may be considered more subtle aspects like the origin of the 
movement, the place of emphasis in the movement quality, (the up, 
down, side, etc . . .), but really these aspects are not more subtle, they 
pertain to kinesthetic development rather than sequence memory. 
And a beginner needs to do simple, big movement in order to sense 
various aspects of the movement experience and begin to objectify 
them. 

As a dancer becomes more advanced these kinesthetic 
properties such as centering, verticality, shape, movement qualities 
become more reflexive, although one can always and usually does 
focus one's attention on a particular kinesthetic property in order to 
refine one's perception. 

It seems that as my students' kinesthetic perception advances 
in these small sequences, they are ready for longer sequences. For 
instance, one more major change that requires a great deal of new 
kinesthetic awareness is getting on and off the floor. Weight shifts go 
to new places: hips, shoulders, backs, elbows, arms, legs as well as 
feet. 

A third generalization derived from this thesis states that the use of 

metaphor creates a whole body experience that allows the student to 

subjectify his or her experience at whatever kinesthetic level they are 

presently able to perform. This is important for the continuation of 

personal reaffirmation by the student. By reaffirmation, the author refers 

to a student's desire and, hence, choice to explore movement within a dance 

class setting. A chance to subjectify one's experience by imagining oneself 

as a bird or running water for example gives a student's whole body a 
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chance to move in whatever way it has learned through its years of moving 

in the world without specifically concentrating on kinesthetic properties. 

They use their imagination to direct whatever skills their body has already 

acquired or inherited. Simply, one's body's past and present moving 

experiences outside the classroom can be used as a starting point and 

continual reference point from which the subjective-to-objective or objective-

to-subjective process can occur. 

One ref lect ive narrat ive of  the  author  speculates  about  

generalizations concerning metaphors: 

The use of metaphors demands that the student think of his or 
her body as one moving thing. Rather than differentiating among 
parts, shapes, or movement qualities, the attention asks for 
unification or integration of all the attributes that connote the specific 
metaphor. 

Working with metaphors is generally better when working 
with children because the children do not reflexively differentiate. 
Gradually they can be taught to differentiate body sensations 
through the metaphors. Adults generally are the opposite. While 
learning movement, they will learn toward analysis and 
objectification to the point where they can hardly move at all because 
they are overwhelmed by the complexity of the task. 

A balance between the subjective and objective orientation 
seems ideal. Moment to moment attentiveness by the teacher is 
necessary for the appropriate mixture to occur within a class. An 
outline of class objectives is necessary upon beginning a class. The 
actual process must unfold as suits the students' needs and nature 

of the material being presented. 
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Implications And Recommendations For Further Study 

The implications suggested from the stated generalizations 

encourage investigation into other areas of study that would further develop 

this thesis' evolving teaching methodology. 

One implication concerns the relations between subjectivity and 

emotion. If subjectification is present, the student has a strong sense of self 

while moving, and in turn can begin consciously to express him or herself 

while moving. It seems (from observations made by the author) that when 

this expression occurs during the performance of refined patterns students 

feel that they are dancing and not just moving. This would suggest that 

dancing occurs when a refined movement pattern is on its way to being 

folly subjectified. 

As a strong kinesthetic awareness is being developed within a 

person, other aspects of self are being developed. Those involve the further 

subjectification of the kinesthetic awareness into the personality. If the 

author were to continue an investigation of the subject/object phenomenon 

of body sensation, it would involve research in the physiology and 

psychology of emotion as it relates to kinesthesis. 

Upon reflection, perhaps it is the emotional element itself that 

enables the student to perform a movement subjectively enough to enable 

the continuation of the refining and integrating process without much, if 

any, objective attention. Such questions revolve on the rhetorical question: 

Did the chicken come before the egg or visa versa? Whatever the answer in 

a particular situation, the questions are thought-provoking and deserve 

further psychological and philosophical investigation. This thesis suggests 
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that the objective-to-subjective experience involved in learning kinesthetic 

properties contains an emotional aspect that reveals itself in a most 

beneficial way as the movement is subjectified. Several related fields of 

study already are tackling questions raised by this thesis. The mentioning 

of some of them here will suggest ideas for further study. 

One related field is sport psychology. Its ideas concerning motivation 

and peak performance speak of similar notions related to the subject/object 

phenomenon. For athletes to perform superbly they must have their 

subjective aspect in complete accordance with their goal. From the 

implication stated earlier about the relation of movement to dance, this 

subjective involvement suggests that athletes who move superbly are truly 

dancing. Such ideas suggest that the relation between sports and dance 

could be investigated in order to further benefit both disciplines. The 

concepts of centering, opposition and verticality, typically dance 

terminology, could contribute to better sports performance if they were 

taught with an objective-to-subjective attitude that suited the sport and the 

personal attributes necessary for athletic accomplishment. 

One technique used in sports is mental practice which involves the 

imagining of movement in order to improve performance. This technique 

is similar, but not exactly the same as this thesis' idea of making a 

movement smaller and smaller until it is not perceivable externally, but felt 

internally deep within the body. A comparison between this thesis' 

methodology and Swinn's (1980, 1983), which is a technique involving 

relaxation and visuo-motor behavior (VMBR) made originally for Olympic 

skiers, would prove interesting. Consider these excerpts as a possible 
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starting point for comparisons: 

The imagery of VMBR ... is a well-controlled copy of 
experience, a sort of body-thinking similar to the powerful illusion of 
certain dreams at night. Imagery rehearsal goes beyond the isolated, 
one-dimensional thinking process; it is a more total retrieval of 
experience that is holistic and fully dimensional in sensations . . . 
this imagery is more than visual. It is also tactile, auditory, 
emotional, and muscular. . . . Except for the element of control, the 
experience of imagery as akin to experiences during direct electrical 
stimulation of the human brain . . . complex memories flood the 
person as sensory-motor-emotional experiences rather than as 
intellectual recall. (Swinn, 1983) 

There are other fields of related study to investigate. The 

implications of the relation among metaphor, emotion, and subjectivity not 

only suggest training methods for professional athletes approaching and 

achieving peak performance but also suggest methods for personal self 

development and professional psychological and physiological therapy. 

Several body therapies, Feldenkrais, Alexander Technique, and Barteneiff 

Fundamentals (Myers, 1983), as well as well as Jungian (Jung, 1964), 

Gestalt (Perls, 1969), and New Age psychology (Pearson, 1986), fall in this 

category of methods. This second group of related fields of study all speak of 

the relation between and integration of the body and mind. Study of the 

subjective/objective phenomenon as it relates to body/mind concepts could 

help the effectiveness of these methods. To mention just one example -

Jung's concept of the archtype could be studied in relation to the use of 

metaphor as a way of subjectifying one's kinesthetic experience. 

The third related field to be mentioned is yoga. Interest in the 

wisdom of the body has been studied for centuries by the yoga tradition. The 

yogic approach could further enhance the objectification of the subjective 
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experience of body sensation studied in this thesis. Katz, who was 

mentioned in Chapter I, follows a Western tradition of observation that 

categorizes the experiences of many others rather than of his own or a 

yogin's repeated experience of oneself. The methods are different; however, 

they both are interested in validating subjective experience into an objective 

experience. Interestingly, several narratives of Hatha yoga postures found 

in the appendix were the source material for clearly revealing the 

subject/object phenomenon. From these experiences, the author suggests 

that future study of yoga, and Eastern traditions in general would further 

develop the ideas of this thesis. All the asanas ask for strong shape quality 

in the body as well as the dynamic qualities of opposition, verticality, and 

centering. For example, Tadasana, the mountain posture, exemplifies 

verticality and a tall, long, shape. 
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Humans live within the subjective/objective continuum of movement 

experience no matter what their specific condition, athlete, dancer, yogin, 

patient or physical enthusiast. Hence, the decision to organize kinesthetic 

awareness as it relates to the subject/object phenomenon seems 

worthwhile. 

The foundation of such a growing methodology for teaching 

movement has occurred in the writing of this thesis. The author's personal 

goal of creating a flexible dance style that suits the psychological and 

physiological needs of any group of people has found itself in a philosophy 

concerned with the subject/object phenomenon of body sensation. Specific 

properties of kinesthesis have been organized and related to touch in such a 

way that they can be understood by the average person as well as studied in 

detail by a specialist. 

It is the author's hope that this information be dispersed to as many 

people as possible until it becomes a common and respected understanding 

of our age. 
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Narratives 

Immediate Reflections 

(These are items taken verbatim from the author's journal) 

Yoga Posture / Self-Talk 

Feet on mat in triangle position, my left foot doesn't have 
weight spread evenly around the big toe. Bones are smouched 
too close together; lift it a bit; let it spread and adjust to sticky 
mat appropriately, so pressure is on whole foot. Ah, there it is 
rootedness, energy connected to the ground. The mat helps me 
find this more readily. It runs up my leg. 

Now my right foot - is it in place? It looks like it needs to be a 
foot further away from the right. The line from the heel of 
my left foot needs to go directly to the arch of my right. Yes, 
that's it. Now my feet are in position and the rest can be built 
upon this base. I feel energy on the inside of my legs as I touch 
my sacrum lightly and immediately engage (lifting diaphragm, 
umbrella) my abdominals; they flatten. My hands drop, go to 
my hips, push down. I feel my ribs open, and breath through 
my nose. It's deep, plummet down as my neck and head wiggle. 
Nice rhythm of release. 

Pop. Now I'm set. But my upper back, I've got to check and see 
if it's curved into the back space. Wait, see if you can tell from 
remembering where your chest is. Is it a little more forward? My 
eyes say you're way out there already, but past checks have proven 
you normally underestimate the amount of change necessary. 
Breath and see if you feel the energy from your feet or if there is a 
dusty corner in some joint inside of the knee. Where is that ischial 
tuberosity? I can only feel them if my hamstrings are stretched 
which means that abdominal lift has to be great. This wide stance 
will make it easier to find those sensations. Oh my hands are too! 

Oh, I'm going to check my upper back now. Things need better 
tuning to get the alignment. Touching myself from the outside helps. 
Damn, if it isn't a bit back. I should check here first, then tuck my 
tailbone until it falls in place. I can't overtuck in such a wide stance. 
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Now I'm ready to pull that right hip to the front, and I'll get the 
stretch. There it is. It's pleasing. What did she say, "Lateral 
stretch, arm up to shoulders." My arms do come from the lower 
back. Energy is oppositional in breath, going down as my arms 
go up; it gives a feeling of length. I've gotta maintain this as I go 
left - where is the lower back? - Can't touch with arms; they are busy. 
Breath into it, that area - somehow that feels like an internal touch 
because I'm moving things inside. Pressure from within instead of 
from without. Both help. 

I'm over now; shifted left; looks Indian when I see this in a mirror. 
Keep going. The energy is getting harder. I'm getting hot in my 
chest. Breath. My arms are up and down, stretching apart. Chest. 
Push it open to ceiling. How easy is it to open this time? Hmm, 
better. I think more open now, with less strain or will. This is good. 
I like this stuff. 

Pain occurs as there is too much sensation. Ease off the internal 
push. Find the place where mind is at ease, detached and aware. 
Ah, there. A bit higher by opening the lower right ribs, I think. 
Am I too low? Play with it, subtle adjustments in joint angles as my 
muscles will allow, to even out those hot places. Time out. We're 
going to another posture. I wonder if I could have stayed in there a 
bit longer. I lose track of time and lightness when I get in those deep 
hot spots where architecture won't budge without total devotion, will 
and surrender. That's emotional talk for whole attention. 
What's that? 

Showlow Junior High / Movement / Quality and Verticalitv 

Put your hands in back of you; grasp each's wrist or elbows 
That way they won't throw you off balance when you are swinging 

and balancing on one leg in sustained, feeling the vertical. 
The placement of the arms will ask for you to use the muscles of the 

trunk in order to center because the trunk is the central part of 
your body. 

Can you feel those sensations? Particularly just below the ribs 
connecting to the hip area? 

You won't feel it if you break at the hip. I mean break the vertical 
feeling by leaning forward. 

You must push down on the standing leg, feeling strong equal s 
sensations on all parts of the foot while stretching upward. 

This stretching upward, lengthening the trunk, is facilitated by 
putting the arms behind you. 
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Using them as a prop that happens to be connect to you body. They 

are peripheral and tricky to use. 
Use common sense. Don't push the stretch or the arms so much that 

you dislike the exercise or that you can't concentrate on the 
purpose of their use. 

Showlow Jr. High / Subiectification 

Be moving beings rather than thinking beings for me. Rid of the 
self-talk that takes you away from the task at hand. All you should 
sense is the quality, sustained with no reflecting on whose watching 
you, seeing your bare feet, or the fact that I have brown hair that's 
long enough to get in my eyes when I move and talk to you at the 
same time! This control of your awareness is a necessary skill for 
life. Attention span. You know, when you are really into something, 
and that's all you are doing, the self-talk or reflection is not 
occurring. You're present tense. You may reflect later. But the 
doing, the self with the movement quality as one awareness. That's 
what we're going for here, in order that you find these sensations in 
your body. Identify them, explore them and come to make them your 
own. It's a process. The "making it your own" is that present tense. 
The subjectification of the movement quality. 

If the whole class finds the same energy, you'll feel it. You'll be 
"locked in" a bit and consciously have to step out if you are the first to 
change the quality of movement. The subjectification can include 
everybody. 

Metaphor / Shane With Adult Class 

Today we are going to be gracious, soft, strong birds that hover, fly, 
soar and land. Let us find the swooping quality through our 
swinging that goes side to side; emphasize the up of the undercurve, 
the verticality. Arms are wings. Feel the width across your back by 
stretching oppositionally one finger of one arm against the same 
finger of the other. Think of an eagle's wing span. Arms swing in 
an overcurve, over the head as you undercurve with the leg. There is 
a sense of a round shape that straightens out into two straight lines. 
They intersect at your heart, your sternum. Feel the breast plate of a 
bird always. 

Now balance on the vertical for a moment, suspend, then land softly 
into a small shape. Make a big, wide shape. Feel the bones being 
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rhythmically placed into straight lines. There are many (I draw 
them across a student's body): the vertical, the diagonals, the 
horizontal. Now round the body. Good. Take a break. (A pause in 
class movement. I talk and exemplify.) A feeling of roundness is felt 
if the joints are bending in a certain timing to each other. This 
rhythm is particular to each body. Trust your sense of what 
roundness and straightness is. I'll reconfirm the shapes with my 
eyes and touch for each of you one by one. Hold the shapes 
energetically for a while in order that your body can begin to 
remember them. 

Shane / Round and Back Using Sustained Movement Quality With Adult Class 

Flatten your back so that it is parallel to the floor. Crease at the hip 
only, making a right angle. Now lengthen the abdominal muscles 
and the vertebrae. Feel a line of energy out the top of your head. Feel 
the point of the right angle at your sacrum and the line at the top back 
part of the thigh. Stretch until you sense where your bones are. 
Remove all slack. Tendons are taught. A balanced, centered tension. 
Now contract in the abdomen and make a round shape. Do it slowly, 
feel the muscles change their relationship to each other, causing a 
different shape. I'll come around and touch you to give you some 
more information from which you can judge your shape and 
necessary muscle contraction. 

Deductive Reflections 

Yoga Posture and More 

It's stream of consciousness. A moment's glance at the way my 
past perceptions have all added up to now. This discipline of self 
teaching is vital. I'm directing the flow of my own teaching to gain 
perspective. It's where I've disciplined my attention to be when 
setting up my body to meet the perceptions toward which I direct it. 
The process is an internal dialogue - one that includes the guide, past 
perception (which are a resource that the guide draws on) and the 
immediate perceptions of sensation. Emotional outbursts occur at 
transitions. The breath is loud: ah, oh; all have intonations in my 
memory that signal that the sensations are doing something new. 

It's integrating so the part of me that was an object is now becoming 
me personally. Perhaps painfully or pleasantly. Then my body 
doesn't matter; it's not asking for attention. It is flowing and my 
attention is free and has choice to move outward or inward. 
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Subiect / Obiect Phenomenon 

The internal space of the body is studied here. To do this, one's 
relation to one's body changes from subject to object as subtle 
adjustments are made that are magnanimous in terms of sensation 
and the rest of personal perceptions. A jump in orientation occurs if 
the subtle adjustments cause better alignment. Focus goes out to the 
world with the whole body perceived as one integrated energy. Less 
internal dialogue is occurring. 

Yoga Posture Analysis 

I focus upon the sensations received from external stimuli first. 
I look, put them (my feet) in position in generic terms. A part of my 
body interestingly becomes an it, an objectified, somehow external 
stimuli of my perception: "Feet on mat, triangle position, left and 
right foot, etc . .." Then I feel my feet touching the mat, getting very 
specific about the information: "My left foot doesn't..." A visual 
memory of bone placement is judged against the sensations felt from 
the weight  of  my body. . .  

I enter an internal awareness. "There is rootedness." I use a 
metaphor, an image felt from plants in my past perceptions. No 
longer do I treat a part of my body as an int. I say, "the mat helps me 
find." Energy seems an internal awareness that is a more subtle or 
integrated version of sensation. It helps in the subjectifying process. 
This energy I relate to kinesthesis in one of it's highly refined forms. 
I say, "It runs as my leg." I objectify it again. It seems there is. a 
layering of subject to objective to subjective to objective that refines 
and internalizes body awareness until you come to the bones. This is 
an intuition with some experiential foundations. Yogins live in 
these places of awareness. How can I express this without getting 
mystical for others? How 'bout... it seems moments of transition 
into another way of perception or thinking gives a sense of wholeness 
or unity of perception. Then we start separating things again to 
return to another transition. . . . It's cyclical. 
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Response To Example fi 

That structural integrity is paramount if you want to move from 
the inside out. Sensing the core of your body as you move inside the 
body, focusing on small articulations, is the start of creating 
structural integrity. If a dancer doesn't find this, he or she 
won't dance for long - either the body will be injured or little sense 
of self is felt while dancing and interest slackens. 

Kinesthesis / Subiect/Ohiect Phenomenon 

The structure of your body literally has sense to it. You know 
where you are to the best of your senses. And this knowing is a 
skill that can be developed. You have to know where you are in 
order to move well from it. The motor system of the body moves us 
out into the world and the sensory system close tied to the motor 
system brings us in. 

We move as subject mostly and sense as object mostly. Although the 
reverse can happen also, but it is a more conceptual occurrence. 

Whole Body Movement / Subjectivity 

Whole body movement requires integration of parts within the body. 
Much is being coordinated that is not being perceived until one's 
focus is put on a particular element. By demanding that a student 
move the whole body through space, even if it's just one weight shift 
back and forth, the whole body is working as a unit. The task is 
swinging, then sequential change of joint angles through the body 
while swinging, then the suspension quality; the moment of strong 
verticality that speaks of both bone or shape position and movement 
quality in order to sense various aspects of the movement experience 
and begin to objectify them. 

The Skill Of Kinesthesis / Technique 

In order to move well, sensing where you are to start off is important. 
Any trained, technically trained, dancer has the capacity, at a 
moment's notice, to objectify their position (while moving). This is a 
skill. They must always hone. 
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Subject / Object Phenomenon 

A balance between subject and object is the goal! The real joy is 
balancing back and forth from subject to object as one desires u' as 
it meets with the spontaneous expression of the dancer. Then the 
body is an instrument of expression for the dancer. 

Kinesthetic Perception / Obiectification to Subiectification 

This inner awareness that we literally just built by objectifying our 
body is a kind of perception we want to be able to reproduce - the 
specifics of the awareness will vary but the type of awareness is the 
same. 

We objectified the sensations that we get from our body and related 
them to things we've encountered before like geometry or simply 
language itself. We then related this object of our awareness, our 
body, back to ourselves by recognizing that these sensations are our 
only personal source of information. This recognition usually occurs 
when too much sensation is occurring, and we can't objectify any 
more because of pain and confusion. An emotional factor enters 
here. Breathing is helpful to gain perspective. Keeping right on the 
borderline of objectification and subjectification seems a special 
place - one of growth, change, intensity, and excitement. This 
special place is where in and out meet. 

Showlow Jr. High / Movement Qualities 

By objectifying movement qualities the student can feel the new types 
of energies created through various patterns of paired muscular 
contraction. They can separate body sensations from their emotive 
and personal attributes. They can study them for their own sake in 
order to create a larger vocabulary of movement with more variation 
of types of quality. Such objectification gives the student enough 
distance/perspective on their own body with which they can explore 
new movements that they would otherwise find embarrassing or/and 
not reflective of self. 
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Obiectification Process 

The kids' attention span or ability to direct attention to the kinds of 
sensations present in their body worked best in silence. They giggle, 
and it's heard; then I point out the light abrupt quality of their torso 
and how that energy disrupted others. To the others who were 
focused enough on their own sensations to let the giggle not be 
disruptive, I would say: "It's a skill to remain attentive to the quality 
at hand and in particular when you shift from one quality to another. 
It's a whole new orientation process. 

Shape / Opposition 

Simple concepts of shape like round and straight, big and small, 
tall and wide are helpful in gently warming up the body. The whole 
body is objectified as one shape and a general sensitivity of bone to 
muscle is felt. The sustained movement quality is helpful when 
used with a low energy. As energy is increased, a swing quality can 
appear. The sustained opposition in a round shapes creates a circle 
with two lines of energy running in opposite directions. A straight 
shape creates an infinite line that has energy lines going in opposite 
directions. The bones and muscles create and meet this line that 
moves in two directions. 
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