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I began developing my skills in imaging as an undergraduate student at the 

University of Wisconsin, Milwaukee. The teaching style of one of the faculty, Jury 

Gotshalks, included technical information but, at the same time, instilled a purpose for 

moving. His choice of words brought vivid images to mind that inspired dancing with 

the passion that he demanded. 

Another faculty member, Myron Nadel, introduced Lu Lu Sweigard's constructive 

rest position and imaging rehearsal (both of which will be discussed in the text). These 

became frequent and consistant practices of mine as a student and then later as a 

professional modern dancer. These practices increased my feelings of confidence and 

preparedness and appeared to increase my performance level. 

From these practices and personal experiences, my interest grew in the subject of 

performance enhancement for dancers through practicing imaging; and thus, prompted 

this investigation. 
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The purpose of this study was to investigate the effects of integrating the practice of 

imaging into dance training. 

Three skill components were identified which comprise the objective of imaging 

practices for dancers: a highly developed physical capacity for skilled movement; a well 

developed psychological makeup; an ability to become transformed. 

The design of a methodology integrating the elements of the skill components in 

dynamic relationships through imaging practices is investigated in various class and 

workshop situations. Definitions of the elements within this design are derived from the 

principal theories currently practiced in the fields of dance and body techniques, wholistic 

and psychosomatic health practices, and sports psychology. 

Creation and retention of plasticity in the developmental dynamic of the skill 

components emerges as an essential integrating factor within imaging practices. 

Increases in students' movement skills, concentration spans, and liveliness during 

performance are significant subjective results of integrating imaging practices in dance 

training. 
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Statement of Purpose and Assumptions 

The purpose of this study is to conduct an investigation into the effects of 

integrating the practice of "imaging" into dance training. The basic assumption is that 

imaging facilitates individuals in their growth and development as dance artists. 

A highly developed physical capacity for skilled movement and a capacity for 

expressiveness identify a good dancer. These traits are reflected in the dancer's ability to 

improve balance, increase strength, flexibility, coordination and stamina; to show clarity 

in performance of movement qualities; and to become "transformed" in performance. 

These traits and accomplishments of a dancer also enhance the well-being and 

development of him or herself as an individual. For example, they provide the individual 

with such benefits as changes in body and self image, health, and a sense of control over 

one's self. 

The concept of the effective role which dance has on personal development has 

been studied and applied successfully in various dance and movement therapies. For the 

readers who are interested in further information on the various therapies, the following 

sources can be consulted: Dance Magazine. August 1983, on the Body Therapies (pg 2-

24), and collected articles by Marian Chace, the founding director of The American Dance 

Therapy Association. 

An important consideration for the development of an artist is the concomitant 

development of the individual person. Personal development is reflected in positive 
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changes in one's thinking processes and in the emotional, physical, and spiritual aspects 

of one's daily life. 

Certain psychological elements which are a part of personal development can affect 

performance. Positive thinking, self-confidence, control and resolution of emotional 

responses under stressful conditions, the ability to concentrate, to commit oneself to tasks 

and to be consistent are psychological traits that are necessary for an individual to 

persevere in training as a dancer and to sustain a dance career as a creative person. 

Readers who are interested in further information on the relationship between 

certain psychological characteristics and performance are referred to Profile of a 

Winngr(1987) by James G. Bennett and James E. Pravitz. 

Significance of the Study 

This investigation is significant in two ways. First, it describes the facilitating 

capacity of the practice of imaging as a vital and distinct element in the training of dance 

artists in relationship to three skill components. These three interrelated components are 

physical skill development, psychological aspects which affect performance outcome, 

and transformation of the dancer in expressing the intent of the dance. Together these 

components contribute to full and rich dance performance. Second, this investigation 

assesses for the first time how imaging can be integrated into the training of dancers. 

In most dance training the interrelationships among the skill components is not fully 

considered. Most often, expression along with physical skill training is emphasized. 



1 0  

However, important psychological aspects affecting performance have not been included 

in the training of dancers. Also neglected is the aspect of performance transformation. 

Considering these aspects in the development of the dancer can be of great value in 

achieving a dancer's performance goals. 

In general, dancers are not trained to fully utilize imagery and imaging practices. 

Most often dancers are given images as a secondary instruction to help them to perform 

qualities or movement pathways. The student is then expected to internalize and 

physicalize the image almost immediately. 

The application and effective value of the practice of imaging is wider than indicated 

by most of it's current uses in dance training. Therefore this investigative description can 

be of great value to dance teachers, to students and to professionals. 

Imaging and Imagery ~ Defined 

The Random House Dictionary defines image as: "1. a physical likeness or 

representation of a person or thing...,"" 3. a mental representation,"" 6. a type of 

embodiment i.e. 'He was the image of frustration'," "8. a metaphor or simile," "10. to 

reflect the likeness of." (1978 ed.) 

This same dictionary defines imagery as; "1. mental image collectively, 2. 

figurative description or illustration." 

In order to clarify the topic of this thesis the author offers the following discussion 

in support of the definitions of imaging and imagery. 
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Imaging is a brain function. It is a deliberate process in which an individual creates 

a mental construct representing a coherent, though possibly fictitious, object, person, or 

situation. With almost every imaging experience, a visual representation or "picture" 

occurs in the mind. But that is not all; imaging is a multi-sensory mental experience just 

as a physical experience involves several senses. Therefore, kinesthetic, tactile, 

olfactory, aural as well as visual senses may be active during imaging. 

Imaging brings the mind and body into harmony on the same idea. The 

subconscious mind plays the important role in this. The subconscious mind has three 

functions: to store data; to supervise breathing, heart rate, physical movement and so 

forth; to create realities (to actualize data in our bodies). (Bennett and Pravitz, 1987) 

Imagery is easily received into the subconscious mind. Thus, images are among the 

input data to the subconscious. Because one of the functions of the subconscious is to 

create realities, this data (the imagery), in turn, is made real by the subconscious 

(actualized in the body). (Bennett and Pravitz, 1987) 

Some characteristics of imaging are important to identify here. 

1. Imaging is a deliberate practice which is conscious and consciously planned in 

order to achieve specific results. These results come from the programming or the re-

programming of behavior, attitudes, emotional responses, and (or) physical skills. 

2. Imaging is a practice in which traits, characteristics or qualities of images are 

physically emulatable by the imager. 

3. Imaging is a practice or technique in which emulation of images while one is 

dancing results in achieving specific performance goals for the expression of the intent of 

the dance. 
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Metaphoric and Realistic Imagery 

There are two types of imagery: metaphoric and realistic. 

1. Metaphoric imagery can be of actual or fictitious objects, persons or situations. 

This type of image holds characteristics and qualities of a goal or intention in the 

foreground of attention. Therefore characteristics and qualities brought to awareness by 

the image are foremost expressed in the actual, physical experience of the imager. 

For example, in a dance situation, water can be used as a metaphoric image for 

obtaining a specific quality of a modern dancer's style of walking. 

The transfer of this metaphoric image into physical reality as the dancer walks 

across the floor reflects characteristics and qualities of the water through the dancer's 

kinesthetic sensitivity. 

2. Realistic imagery is the mental representation of a real object, person, or 

situation. Realistic imagery allows the imager to prepare for or to gain insight into a 

situation or relationship. In this type of imaging practice, the imagery is that which the 

imager could actually experience in his or her life. 

For example, a dancer practicing realistic imagery might "see" him or herself 

walking across the dance floor while also sensing kinesthetically what the specific steps 

would feel like as the body moves. The dancer might also image a tactile sensation as the 

feet touch the floor, or might image the sound of accompanying music or counts. 

Realistic imaging can be practiced in two ways; as a rehearsal for a future event (as 

described above), or as a session used to gain insight, to resolve conflicts or to relax. 
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Realistic imagery rehearsal can include unlikely or fictitious occurrences, objects or 

people. This application is used in providing behavioral alternatives, achieving insights, 

expressing emotional conflicts, and correcting errors in execution of a physical skill. 

For example, in practicing a type of realistic imagery rehearsal called "coping" 

rehearsal, a dancer can image him or herself performing on a fictitious dance floor such 

as one that has bumps and a large slope on one side. The dancer imaging him or herself 

performing well on this floor prepares psychologically and physically for conditions that 

may not be ideal for optimal performance. 

Realistic imagery is sometimes used in psychological settings. In these settings, 

imaging sessions are usually guided. People, objects, 

or representational elements related to actual situations are introduced into an imaged 

scene. Reflection of this experience follows and focuses on emotional responses caused 

by the introduction of the people or objects. This reflection and awareness often brings 

insight into relationships or situations. 

This type of imagery is important to be aware of in that it might be used to reduce 

stress which may be affecting a dancer's performance. 

Scope and Focus 

This investigation applies to the practices of the serious dance student or 

professional of adult age, focusing on: 

- imaging skills-training for dancers; 
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- application within the technique class, both of skills-training and the practice of 

imaging, including pre-physical experience (i.e. mental rehearsal before class, rehearsal, 

performance or auditioning); 

- application of imaging while one is dancing. 

The choice to limit the classroom application investigation to one style of dance, 

modern dance, was done in order to avoid the complication of filtering through the 

differences among dance styles. Modem dance classes more often vary in material and 

methodology of class proceedings than do other dance styles, thus allowing for 

experimentation in imagery development. 

Methodology and Limitation of the Investigation 

The methodology of this investigation includes a literature review, skill component 

observations and discussion, interviews, and an investigation into four dance training 

situations. This investigation took place at the University of Arizona from September 

1985 through mid-June 1987. 

As the literature in dance on imaging is very limited, sports psychology literature is 

the main source of imaging information. 

Observations of three skill components which contribute to the level of dance 

performance are discussed. The component of performance transformation was observed 

in the Literary Resources for Choreography class and the four dance training situations at 

the University of Arizona. 
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Each faculty member of the Committee on Dance of the University of Arizona was 

interviewed. The purpose of the interview was to gain a perspective of the faculty 

members' opinion of incorporating imaging within their own teaching. 

Fellow dancers were interviewed in an informal fashion to gain a perspective on the 

current practice of imaging by dance students. 

Application of developing imaging skills and the practice of imaging was conducted 

in four dance training situations: private sessions with two undergraduate dance majors, 

Limited Experience Modem Dance class for the general student, Intermediate Modern 

Dance class for the dance major, and an intensive workshop for the advanced or 

professional dancer sponsored by the Committee on Dance at the University of Arizona. 

These investigations will be further described and discussed in the body of the text. 

Currendy there are no available tools to measure multi-dimensional programs. 

Therefore, the investigator's interpretation of the practices and principles contained in this 

thesis has not been tested with the formal protocols of quantifiable research methods. 

None the less, it is expected that the openness and frankness with which the material is 

presented will allow the readers to judge and question the conclusions of this thesis for 

themselves. 

Operational Definition of Terms 

For the full understanding of the material, the following operational definitions of 

terms are offered to the reader. 
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Imagery 

IMAGERY - A mental construct which includes a multi-sensory representation of a 

form, person, place, living entity, or fictitious idea, as well as an emotion or attitude 

response associated with this construct. 

1. Metaphoric Imagery - Imagery that represents or describes an intent or idea. 

2. Realistic Imagery - Imagery of a possible or actual experience. 

IMAGING - The brain function of re-creating physical and sensory experience 

without actualizing the experience overtly in the body. This is a multi-sensory 

experience. 

1. Guided Imaging - An imagery practice session where an individual or 

individuals are guided by an instructor through an experience of imaging. 

2. Imaging Rehearsal - An imagery practice session where an individual 

experiences imagery on his or her own following a step-by-step, detailed scenario of a 

specific experience or idea. 

a. Short Imaging Rehearsal - This is a short or sometimes momentary 

imagery rehearsal done in the dance class or in the midst of an activity or task. 

b. Long Imaging Rehearsal - This is a longer imaging session or rehearsal 

often done outside of the dance class or other activities and is usually done at home or 

some private place. 

c. Coping Imaging Rehearsal - This is an imaging rehearsal session 

focused on recovery from errors or aspects affecting performance in difficult situations. 
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d. Mastery Imaging Rehearsal - This is an imaging rehearsal session focused 

on the perfect performance. 

3. External Imaging - This practice of imaging has the perspective of picturing an 

object, person or situation in the mind as though the imager were watching a mental film. 

This is sometimes called visualization. It is best suited to the purpose of criticism and 

correction of the visible forms of the body and movements. 

4. Internal Imaging - This perspective of imaging involves all senses as they 

would be if actually stimulated. Personal attitudes and emotions accompany the imagery 

also. Thus, imaging is practiced as if the imager is in the action of the scenario. 

Dance/Performance 

BIOMECHANICAL EASE AND EFFICIENCY - The proper use of joints and 

muscles in accordance with an individual's genetic structure and present condition, 

aiming for performance with flexibility, strength, control, and coordination. 

DANCE TECHNIQUE (hereafter, technique) - Traditional movement vocabulary of 

dance, including turnout of the legs at the hips, carriage of the arms, pointing and flexing 

the feet, leg extensions, set positions of the legs and arms and so forth; also, principles of 

movement used in modern dance styles such as "fall and recovery", "contraction-

release", "parallel" leg positions, and others. 

QUALITY RANGE - The use and control of body energy in movement; i.e., a 

range of from low to high energy levels in the execution of abrupt, sustained, vibratory, 

and pendular qualities is available to a sensitive and well-trained dancer. 

DRAMATIC OR PERFORMANCE RANGE - The ability to present movement and 

intent of a dance in a stylized fashion appropriate for the meaning of the dance; i.e., 
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having performance range is the ability to be adaptable to a variety of styles and 

intentions. 

SENSORY ORDERS AND MODALITIES - Visual, tactile, kinesthetic, gustatory, 

olfactory and aural senses of the body by which we receive information from our 

environment and from our body. 

OPTIMAL AROUSAL ZONE - A state of arousal, physically, mentally, and 

emotionally, in a given situation that allows or provides for the best possible performance 

of the required task in that situation. 

PERFORMING - The execution of a movement form, with its qualities and intent 

in a combined display; i.e., performed movement becomes more than calisthenics 

through use of the movement qualities, giving the dance its metaphorical value. 
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CHAPTER II: BACKGROUND; LITERATURE REVIEW, DISCUSSIONS AND 

INTERVIEWS 

Literature Review 

Dance 

There are two movement education systems which have brought imagery and 

imaging training to the dancer. These are Lulu Sweigard's "ideokinetic facilitation" and 

Moshe Feldenkrais' "awareness through movement". These have been widely used by 

dancers to repattern alignment habits, gain greater freedom of motion and increase 

efficiency of biomechanical function. Sweigard's ideokinesis theory and technique 

appears to be the most influential system bringing the use of imaging to the dancer. 

Other movement education systems use imaging to some extent but not as the 

principal element. Therefore, these systems are not in the scope of this thesis. 

Sweigard's System 

Dr. Lu Lu Sweigard's research began with the influence of Mabel Elsworth Todd's 

method, thoroughly developed in her 1938 text, The Thinking Body, used various forms 

of imagery as a means of achieving better postural alignment. Continuing from Todd's 

method, Sweigard's movement education stresses the inherent capacity of the nervous 

system to determine the most efficient neuro-muscular coordination for each movement. 

Movement is a neuro-muscular-skeletal phenomenon. Sweigard's method 

emphasizes the neural aspects. Sweigaid contends that "the standard methods of 

movement education often produce the outward effects desired, but they frequently build 
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strain which can, in turn, lead to premature debilitation and actual loss of efficiency in 

movement." (Sweigard, 1974 p 74) 

Sweigard's premise is that "imagined movement is a spontaneous response evoked 

as a natural concomitant of the puiposive act - the idea of movement. Its effectiveness is 

based on the premise that the central nervous system will pattern subcortically the muscle 

action which will obtain the visualized goal of movement in only one way, namely, the 

most efficient way for the purpose. It can only do this when voluntary aid is not 

imposed." (Sweigard, 1974, p 224) 

Neuro-muscular repatteming is accomplished in the individual from a passive 

position, one of lying on the floor in order to eliminating overt and covert stimuli through 

images intended to induce relaxation. 

A significant aspect of Sweigard's theory and method, and that which differs from 

sport psychology research, is that images are predominantly metaphoric rather than 

realistic. 

Feldenkrais' System 

The goal of Moshe Feldenkrais1 work differs from Sweigard's in that it is to 

"correct the human". (Feldenkrais, 1972 p2) Feldenkrais' premise is that "we act in 

accordance with our self-image." (Feldenkrais, 1972 p 3) According to Feldenkrais, the 

self-image consists of four components that are involved in every action. These arc: 

movement, sensation, feeling and thought. Feldenkrais uses movement as a method of 

human correction. Important elements in Feldenkrais' method is awareness and 

consciousness. 
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Feldenkrais differs from Sweigard in the repatterning of neuro-muscular 

coordination in that Feldendrais' method is active. Awareness of muscular tension 

during motion is developed. Elimination of the tension follows and is accomplished 

through conscious release. The role of imaging is used for recall and transference of a 

newly learned neuro-muscular activity of a movement from the right or left lateral portion 

of the body to its contralateral portion. Imaging is performed in the style of imaging 

rehearsal. Imaging rehearsal is often used in sport psychology too; but practices in sport 

psychology do not rehearse contralateral portions of the body independently of each 

other. 

Related Research 

Karen Anne Studd, 1983, conducted an experimental investigation comparing the 

effects of ideokinesis and relaxation on basic dance skills. 

Studd chose to compare Sweigard's Ideokinesis theory and methodology and 

Jacobson's progrssive relaxation technique. Jacobson's theory is that during progressive 

relaxation the subject learns to distinguish between tension and relaxation. The extremes, 

as well as, gradations of tension is experienced. "This 'differential' form of relaxation 

can greatly expedite performance, according to Jacobson." (Studd, 1983 p 28) 

The results of Studd's investigation demonstrated that the ideokinesis imaging 

group performed significantly better on single movement skill than the relaxation group. 

(Studd 1983, p 48) "Due to the significant improvement of the ideokinesis imagery 

group, it would appear that systematically applied mental practice increases the ability to 

use imagery more than the naturally-occurring use of imagery." (Studd, 1983, p 54) 
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Dance Summary 

1. Metaphorical imagery has been used successfully for neuro-muscular 

repatterning for improvement in biomechanical ease and efficiency. 

2. Systematic use of metaphoric imagery resulted in better performance outcome 

than do relaxation principles without imagery. 

3. Repatterning of neuro-muscular coordination on one side of the body through 

awareness and practice can facilitate repatterning the other side through imaging 

rehearsal. 

Health. Personal Enrichment and Imagerv-an Overview 

Due to the limited research done involving imaging for the dancer, two other arenas 

have been reviewed for more information on the practice of imaging. These arenas are; 

an overview of health, personal enrichment and imaging practices, and the sport 

psychology field. 

Health and Imagery 

Dr. Donald Pachuta, co-founder of the American Imagery Institute, integrates 

Eastern healing practices which involve the practice of imaging with Western medicine. 

The idea of altered states of consciousness has been practiced since ancient history. 

The purpose is to gain spiritual enlightenment and harmony with the universe. Dr. 

Donald Pachuta explains that if we are in harmony with the universe we will be in good 

health. (Pachuta workshop 1986, Lecture) 

The premise working behind these two purposes is that we humans are mind-body-

emotion-spirit, that these are interconnected, and that each part affects the other parts. 

(Sheihk and Pachuta, 1986) 
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Dr. Pachuta usually combines metaphoric as well as realistic images in his work. 

The metaphoric images consist of the elements of nature. The healing power of nature 

imagery has its basis in the Eastern system of the "Law of Five Elements". These are; 

water, wood, fire, earth and metal. The realistic imagery used by Pachuta involves 

imaging rehearsal of actual situations or objects. 

Personality traits, psychological traits, family and personal history, imaging 

capabilities and physical health evaluation are all considered in Pachuta's tailoring process 

of a client's imaging session. This method is in keeping with the mind-body-emotion-

spirit premise. Pachuta's practice extends to include patience with life-threatening 

diseases such as acquired immune deficiency syndrome and cancer. 

Although there is no conclusive research available to prove the generalizability and 

dependability of this healing work, there 

are case studies and empirical evidence that indicate great potential for the use of imagery 

and the practice of imaging in physical healing. 

Since the topic area of physical healing is beyond the scope of this thesis, interested 

readers can find detailed information and additional resources in Pachuta, 1986. 

The significance of Pachuta's research and practice to this thesis lies in two areas. 

1. The mind-body-emotion-spirit premise is expressed in the methodological 

approach of utilizing imaging for the treatment of physical, psychological, and spiritual 

health. This premise supports this author's view of the need for a wholistic approach 

within the training program for dancers. 
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2. Metaphoric and realistic imagery used by Pachuta demonstrate the variety of 

styles of the use of imagery. A flexible methodology adaptable for individual needs is an 

important factor in the use of imagery. 

Personal Enrichment and Imagery 

A. Lazarus, Ph.D., has used imagery in the clinical setting for personal enrichment. 

The range of his practice includes breaking bad habits and overcoming phobias and 

psychosomatic disorders. 

The premise behind Lazarus' methodology is, "Words, ideas, values, attitudes and 

beliefs are all replete with images. Find the images and, if you so desire, you will 

probably be able to change the feelings and the behavior." (Lazarus, 1977, p 35,36) 

"The missing link between various stimuli and responses turns out to be some form of 

imagery." (Lazarus, 1977, p 34) "Many people tend to over-intellectualize and they 

confuse everybody and themselves with verbiage,", "... imagery can often bypass verbal 

roadblocks and get to the root of the matter." (Lazarus, 1977, p 17) 

Lazarus uses imagery in the following areas: balancing the right and left 

hemispheres of the brain; skill development; personal achievement; psychological role-

taking for goal rehearsal in all areas including job interviewing to athletic achievement; 

building confidence for an anticipated situation; overcoming shyness, phobias, fears, 

stage fright, sadness and despondency, avoidance and 

procrastination; breaking bad habits, prevention of future shock; overcoming 

psychosomatic disorders. 
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Lazarus uses imaging in the style of imagery rehearsal. Realistic imagery is used in 

most rehearsal sessions. The client is asked to "see" a situation or "see" her or himself, 

and then to control or manipulate the imagery. 

In developing imaging skill, Lazarus asserts that relaxation is important prior to an 

imaging experience and advises the use of Jacobson's progrssive relaxation technique 

and a technique of awareness in which the focus is directed toward "letting go" of all 

sense modalities and orders. 

Development of Imaging Skills and the Practice of Imaging 

Anees A. Sheihk, Ph.D. has compiled research and clinical applications of his own 

and that of other researchers on the uses of imaging for psychological and psychosomatic 

health. 

The effectiveness of imaging for clients was most often found to be based on 

imaging ability of the particular client; that is, vividness and controllability of imagery. 

For example, the clients who had vivid images were more able to control somatic, (i.e., 

body) responses. These studies involved such somatic responses as heart rate, 

perspiration, body temperature (particularly of the peripheral limbs), skin blisters and 

rashes, white blood cell increase, glandular secretions, and increase in visual acuity. 

(Sheihk, 1986 pp 50-57) 

Sheihk warns that vividness "must not be equated solely with visual imagery, for 

the greatest effectiveness is obtained when the client report0 a vividness in all sense 

modalities." (Sheihk, 1986, p 125) 
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Weak imagers can increase their imaging ability. Sheikh believes this can be done 

by exposing the person to sensory experience immediately followed by simple imaging of 

the experience. (Sheihk, 1986 p 116) 

Sheihk, agreeing with Lazarus on the importance of relaxation, explains it's 

significance, "We are constantly bombarded by stimuli, and the preoccupation with 

filtering out the superfluous ones among them renders us unaware of the internal stimuli 

which are of a less dramatic nature. Furthermore, in western cultures, the tendency has 

been to emphasize verbal, rational and secondary thought processes at the expense of 

imaginal experience-most people literally lose sight of their imagery." (Sheihk, 1986 p 

118) 

Sheihk describes a six-step imagery-development process beginning with 

relaxation. 

The second step is focusing. The purpose of this step is described by Sheikh, 

"When all becomes still within us, when we reach the quiet place of clear reflection, we 

can see, hear, feel and sense clearly." (p 165) 

The third step in developing imaging ability is body/sensory awareness. The 

sensory systems provide us with information about ourselves and our images. Multi-

sensing is a way of knowing "in depth", and therefore of learning more. Sheikh 

suggests to people that they, "see, hear, touch, feel and taste" their images, as well as, 

"notice any other subtle sensations surrounding the images." (Sheihk, 1986, p 166) 

This supports the practice of multi-sensory imaging. 
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Step four is imaging. This can be self-generated imagery or a guided session. 

Frequent and regular practice is an important ingredient in the development of imaging 

skill. 

The fifth step to imaging is expressing and communicating. This helps to imprint 

the information in our memories. Drawing, painting, writing in poetry, journalizing, 

dancing, singing, chanting or talking about the experiences are ways to do this according 

to Sheikh. 

The sixth, and last, step to imaging is reflecting. "Contemplative examination of 

inner images can bring deep insights and inner resources, universal or cosmic energies, 

emotional influence and intellectual capabilities to come foreword." (Sheihk, 1986 p 

167) 

This last statement brings together the mind, the body, the spirit, and emotion in a 

wholistic approach for which imagery and the practice of imaging appear to be 

conducive. 

Imagery in Education-A Brief Overview 

Imagery in education has been an important element within the methodologies of 

three noteworthy alternative educators. These three, Rudolf Steiner, Maria Montessori, 

and Jean Piaget, viewed the predominant verbal education as inadequate. 

Since it is not in the focus of this thesis to describe, discuss or research education, 

it is important simply to note the success of using imaging within these alternative 

education systems. 

The connection of these education methodologies to this thesis involves two 

elements which involve imaging. The first is to encourage the student to utilize his or her 
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imagination in specific ways rather than dismiss this function of the mind as lazy, 

inattentive to a given task or dysfunctional. The attitude toward directed use of imaging 

encourages imaging skill development. 

The second aspect is to include in the students' experience the use of multiple 

senses with objects and events. This practice increases multi-sensory imaging 

experiences. 

It also shows the importance of sensory experience and awareness in actual 

(hereafter, physical) experience as well as in imaging experience. 

Health and Personal Enrichment Summary 

1. There is a strong bond between the mind and the body, one affects the other. 

2. Imaging has been used to facilitate healing the body. 

3. Imaging bypasses intellectualizing tendencies and therefore is able to get to the 

root of psychological and psychosomatic conditions. 

4. Imaging skills training includes the following: relaxation, reduction of 

distracting input stimuli, focusing, sensory awareness, openness to the imagery, practice, 

expressing the imaging experience, and reflection on the imaging experience. 

Sports Psvchologv-an Overview 

Stress. Imaging and Peak Performance 

The importance of looking at the whole person in athletic competition becomes 

apparent through the research done on stress management for peak performance. This 

field takes into consideration the psychological elements that usually affect an athlete's 

performance as well as the mental processes (i.e., imaging) that can enhance skills. 
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Imaging is involved in many of the stress management techniques and within integrated 

strategy techniques used to enhance athletic performance. 

The significance of managing stress is clarified in a study done by Dr. Thomas 

Holms and Dr. Richard Rahe, 1970, involving 100 football players. The players were 

grouped into one of three categories; high, moderate, or low life-stress according to a 

questionnaire designed by Holms and Rahe. The results showed that 50% of the players 

with high life-stress were injured in the season, 25% with moderate life-stress were 

injured, and 9% with low life stress were injured in the season. 

In another survey called Athletic Life Experience Survey, players with high life-

stress who had indicated high coping resources as well had less to zero incidences of 

injuries as compared to athletes with the same level of stress with low or no coping 

resources. Coping resources include proper diet, weight and exercise; proper sleep at 

least 4 days per week; exchange of affection on a regular basis; living near a relative, 

engaging in a network of good friends; spiritual nourishment; regular experiences of 

relaxation and fun. (Miller and Smith, 1982) 

Stress and How it Affects Us 

When a demand (stressor) is placed on a person, the person has a general reaction 

of arousal. Hans Sayle, 1956, defined stress as, "the state manifested by a specific 

syndrome which consists of all the nonspecifically induced changes within a biologic 

system", (cited by Pelletier, K.R., 1977 p 70). In other words, any demand on a person 

will bring on a general physiological response. This is true whether the demand or 

stressor is pleasant or unpleasant. (Miller, Ross, Cohen 1982) While acute stress leads 



to temporary and lowered performance level, it is the chronic stress which leads to illness 

or dysfunction. (Pelletier 1977 pp 71,72) 

Ronald E. Smith, 1979, asserts that stress (i.e., arousal level) affects performance 

in three ways: behaviorally, physiologically and psychologically. When the arousal level 

is too high or too low these three aspects are affected in negative ways. The area between 

these points is called the optimal arousal zone. 

Optimal Arousal Zone 

A range of arousal level that is required in order to perform a task is known as the 

optimal arousal zone. Everyone needs to be sufficiently "up" for optimal performance of 

a given task. As arousal increases, performance increases so long as the correct response 

(i.e. skill) is dominant. However, there is a point of over arousal at which performance 

goes down. Undoubtedly everyone has experienced this at one time or another. Dancers 

may have experienced this during a dance class when the teacher asks the class to watch 

one dancer demonstrate the movement because he or she just did it nicely. Now 

suddenly the dancer cannot do the movement as well as a moment before. For more 

detailed information the reader is directed to Daniel M. Landers and Stephen Bouteher, 

1986. 

Stress Management 

The most effective stress management interventions that include optimal arousal 

control and overall performance enhancement appear to be the integrated techniques. 

These systems combine cognitive (of the mind) and somatic (of the body) strategies. 

Often imagery is an important element of these techniques. The most widely known and 

practiced integrated techniques are discussed next. 
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Anxiety management training. 

Richard M. Suinn developed the Anxiety Management Training program (AMT) for 

use with psychosomatic disorders. In AMT, the client first learns physical relaxation 

techniques. Once the state of relaxation is learned an equally relaxing imagery is used 

immediately following. This creates a bond between the image, the idea of relaxation, 

and the physical state of relaxation. Now the relaxation imagery can be used to elicit a 

quieting or relaxing response in the body. 

Because imaging is a cognitive activity, the mind too is quieted or relaxed. This is 

based on the theory that activity in one mode prevents other activity in that same mode. 

(Davidson and Schwartz, 1976) This is important to consider in reducing psychological 

stress levels. 

In the next step of AMT, the client is given an anxiety-evoking image followed 

immediately by a relaxation evoking image. This is done to create a condition of a bond 

between what was stressful and the relaxation response. The goal is for the client to be 

able to evoke a state of relaxation while actually in a situation which previously produced 

anxiety. 
Visuo-motor behavior rehearsal. 

The same procedure as in AMT is followed in VMBR, (visuo-motor behavior 

rehearsal). The difference between these two techniques is that the procedure in VMBR 

is modified to pertain to specific performance situations. 

There appear to be four benefits of VMBR training. These are relaxation and 

anxiety reduction, error correction, increased ability to concentrate, and skills 

development. 
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Somatic strategies within integrated techniques. 

VMBR, and other integrated techniques, use somatic strategies to increase or 

decrease arousal levels on the body level. The following are the most widely used 

somatic strategies for decreasing arousal levels for physically active people. 

Jacobson's progressive relaxation is a systematic alternation between muscular 

tension and relaxation. Gradation alternation between these two poles instills greater 

sensitivity, awareness and control of them. This is experienced in one body part at a time 

and continues through the entire body. For detailed information on this technique the 

reader is referred to Edmund Jacobson 1938 and L. J. Mason 1980. 

The importance of progressive relaxation training is to improve motor learning and 

performance by "turning off' tension where it is not needed in the body, to gain greater 

flexibility and to enhance concentration and confidence, (control of self) and to assist in 

the creation of vivid imagery. 

Deep breathing as described by Mason, 1980, requires focusing on the diaphragm, 

the lower lungs, middle lungs and upper lungs as air is taken in and exhaled. Slow, full 

breaths are taken while the mind is directed to imagine these parts of the chest cavity 

filling and emptying air successionally. An important aspect o|this technique is 

awareness of the quiet time between the exhalation and the next inhalation. This quiet 

time is the point of total relaxation. This is helpful in triggering the rest of the relaxation 

response. 

There are a number of "quick" or "momentary" relaxation techniques which derive 

their effectiveness from their longer counteipart techniques. Once the relaxation response 

is developed through the practice of the longer version, the quick or shorter version can 
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be used when needed. These quick relaxation techniques have been found to be useful 

right before or during performance. 

Cognitive strategies within integrated techniques. 

In 1965 Wolfgang Luthe discussed the theories of Johann Schultz and systematized 

the theories into what is known and practiced as Autogenic Training. This technique is a 

training process for control over autonomic functions through the use of suggestion. 

Imagery plays a part in this technique. For example, the client uses the suggestion, "my 

arm is heavy", and the mind images this occurring. Plenty of time is taken to allow for 

the sensation to begin to be felt Each suggestion is repeated three times. An imageiy 

scene is used following the entire sequence for further relaxation, for situational 

rehearsal, or for any psychological processing. (The latter should be conducted under 

proper supervision.) For details on Autogenic Training the reader is referred to Luthe, 

1965 and Pelletier, 1977. 

Other cognitive strategies do not use imagery as an integral part of the technique, 

although some use imagery as an assistant. These other techniques are beyond the scope 

of this investigation, and the reader is directed to other sources for information on these: 

Bannon, 1982; Curtis, 1981; Goleman, 1976; Layman, 1980; Meichenbaum, 1977. 

In addition to decreasing arousal levels, somatic and cognitive strategies are used to 

increase arousal levels. A common example of a combination of these strategies is the 

pre-game locker room pep talk given to an athletic team. 

Sport Psychology Summary 

1. Stress is a demand placed on the body resulting in a general physiological 

response. Stress is positive or negative. Stress means "being aroused". 
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2. High and chronic arousal can contribute to injury and lowered performance 

level. 

3. Coping resources can deter the effects of high, chronic arousal. 

4. Each task has an appropriate or optimal arousal zone for its best performance. 

5. Maintaining arousal within the optimal zone can increase consistency of 

performance outcome. 

6. Integrated techniques use both somatic and cognitive strategies for stress 

management, control of one's optimal arousal zone and increasing skill performance. 

7. VMBR is an integrated technique using imaging as a vital cognitive strategy in 

reprogramming skill performance and achieving optimal arousal. 

8. Relaxation appears to increase vividness and controllability of imagery. 

9. The skill of relaxing is an important element within integrated techniques. 

Current and Pertinent Research Articles in Sport Psychology on Imagine 

Imaging and Visually-Presented Movement 

In an investigation by Lynn Dale Housner on the role of imaging in the retention of 

visually-presented sequential motoric stimuli, an analysis of subject report data found that 

all subjects used visual imaging to mediate recall of movement information. (Housner 

1984) Subjects tested as high imagers at the beginning of the investigation were found to 

exhibit significantly higher free recall than the subjects grouped as low imagers. 

However, for sequential recall of movement, there was no significant difference between 

high and low imagers. Housner speculates that this may be due to the theoretically held 
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proposition that verbal memoiy codes are specialized for sequential processing of 

information. 

Internal and External Imaging 

There are several research investigations involving the roles of internal and external 

imaging in performance enhancement. 

Epstein's investigation. 

Martha L. Epstein, 1980, investigated the relationship of mental practice to 

performance of a motor task. In this investigation, subjects reported using both internal 

and external imaging apparently randomly. Females reported a higher use of external 

imaging, probably due to a relative lack of physical experience in the motor task, and 

exhibited lower scores than males as well. Epstein's discussion of this finding includes 

the theory that external imaging can cause distraction from the task at hand due to self 

criticism and self consciousness. 

Mumford's and Hall's investigation. 

B. Mumford and C. Hall, 1985, investigated the effects of internal and external 

imaging on performance in figure skating. Fifty-nine skaters were divided into four 

groups: internal-kinesthetic imaging; internal visual imaging; external visual imaging; a 

control group. 

The visual internal and external imaging groups showed the least amount of 

improvement and the internal kinesthetic group displayed the most improvement. 

(Mumford and Hall, 1985) The senior skaters were better kinesthetic imagers than the 

novice skaters, and there was no significant differences between levels in the visual 

imaging groups. 
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The control group reported using mental practice outside of the setting of the task. 

This may have been the reason for the lack of significant difference of performance 

between the control group and the imaging groups. This discovery of the use of imaging 

by the control group follows Housner's findings that imaging is used in learning 

visually-presented movement. 

Since figure skating has many of the same aspects as dancing (technical vocabulary, 

musicality, expression, and qualities), these findings of the effectiveness of internal 

kinesthetic imaging are important information to the dancer and dance teacher. 

Imaging Vividness-Sensory Input 

An important finding in Tracy Lynn Vigus' 1985 investigation of the physiological 

correlates of internal and external imaging, is that vividness and controllability of imaging 

appear to improve with increased demand during imaging. This demand is increased 

sensation; in this case, heavier weights. Vigus measured bicep muscle tension in 

response to lifting dumbbell weights and imaging of this same activity. 

Another finding indicated that experienced imagers always reported more vivid and 

controllable images, whether practicing internal or external imaging, than the novices. 

Vigus supports the above articles and states, "internal imaging provides more 

potential for kinesthetic cues than external imaging. External imaging provides for the 

opportunity for skill evaluation." (Vigus 1985, p 32) 

Imaging Ability. Mental Practice and Physical Practice 

The effects of mental practice, imagery ability and physical practice in learning a 

compbx skill was investigated by K. D. White, R. Ashton and S. Lewis. Students were 

divided into groups to study the action-reaction swimming start. Physical practice alone, 
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mental practice alone, combined physical and mental practice, and a control group were 

formed. The findings indicated that performance.. clearly improved under a 

combination of mental and physical practice." (White, Ashton, Lewis, 1979, p 76) It 

appeared that combined treatments were superior over physical practice alone or mental 

practice alone. 

The results also indicated the greater effectiveness of kinesthetic imaging in 

performance enhancement. This is in agreement with the previous research articles. 

The importance of combining imaging and physical performance is described also 

by (1st name) Ziegler: "Task oriented imagery prior to executing a skill focuses attention 

on the vivid image of the skill being executed correctly and successfully." (Ziegler, 

1982, p 263) This mental image reinforces thoughts of confidence and skill execution. 

Immediately upon completion of a movement or task, imaging the task or movement is 

done. "Not only does the 

image reinforce proper movement behavior, but it also prevents the athletes' mind from 

wondering as it limits the amount of interference from other variables in the competitive 

environment." (Ziegler 1982, p 263) 

Positive and Negative Outcome Imaging 

R. L. Woolfolk, S. M. Murphy, D. Gottesfeld, and D. Aitken investigated the 

effects of mental rehearsal of a task motor activity and mental depiction of task outcome 

on motor skill performance. The investigation involved the golf putt and the following 

imagery: positive outcome with performance; negative outcome with performance; 

performance only; positive outcome only; negative outcome only; and a control group. 
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The only significant finding reported by Woolfolk et al was, "negative outcome 

imagery appeared more powerful in its ability to damage skilled performance than 

positive imagery in its capacity to improve performance." (Woolfolk et al, 1985, p 196 

Imaging negative aspects of performance and using imagery as a coping tool is an 

effective corrective and avoidance practice. (Lazarus 1977, Gray et al, 1984, Bennett & 

Pravitz, 1987) 

Relaxation for Imaging Vividness 

J. J. Gray, M. J. Haring, and N. M. Banks explored the relaxation-imagery 

paradigm in an investigation of mental rehearsal for sport performance. This 

investigation was a single case study of a highly skilled football player. 

Gray, Haring and Banks list the following as important intervening factors 

influencing effectiveness of mental practice on sport performance: skill level; familiarity 

with the task; vividness and controllability of imagery; nature of target behaviors; 

rehearsal strategy. The following strategies were investigated: active (making 

appropriate movements); sedentary (remaining seated during imaging); coping imagery 

(recovery from errors); mastery imagery (performing perfectly). The combinations were 

active coping, active mastery, sedentary coping, and sedentary mastery. 

The findings indicated that relaxation during imagery exhibited lower vividness 

ratings involving a performance situation requiring high levels of arousal to meet the 

physical demands. This finding indicates that channeling arousal toward appropriate 

performance rather than eliminating it resulted in superior performance. (Gray, Haring, 

Banks, 1984, p 75) 
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Gary et al summarize this information, "Arousal interventions which assist the 

athlete in developing an arousal state appropriate to the rehearsal task (movement) appear 

to enhance absorption in the process, thus allowing for increased imagery vividness and 

realism, and helping to produce the highest efficacy expectations." (Gray et al, 1984 p 

76) 

This modifies the use of relaxation for increasing vividness and controllability of 

imagery. For imaging skill training relaxation may be vital. Relaxation may be helpful at 

an intermediate level of performance skill development However, relaxation only to the 

point of remaining within the optimal arousal zone may be most effective for pre-

performance imaging rehearsals. 

Articles in Sport Psychology. Summary 

1. Increased imaging ability; i.e. vividness and controllability of imagery, appears 

to increase performance outcome. 

2. Good visual imagers were better at recalling visually presented movement than 

imagers rated low in visual imaging ability. Sequential recall of visually presented 

motoric movement is not done through imaging alone. Verbal memory codes appear to 

be used in sequential processing of information. Therefore, additional cues for sequential 

recall should accompany imagery. 

3. Previous experience with a task increases imaging ability and therefore 

imaging's effectiveness in performance outcome. 

4. Increased demand placed on the body increases vividness of imagery. That is, 

increased intensity of sensory stimuli increases vividness of imageiy. 

5. External imaging is best suited for skill evaluation. 
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6. Internal imaging is most effective in reprogramming behavioral, psychological 

and physical responses. 

7. Internal kinesthetic imaging appears to be most effective in physical performance 

outcome. 

8. Physical practice and imaging practice appear to be most effective in improving 

skill in both practices when one practice alternates with the other immediately. 

9. Imaging negative outcome has the greatest effectiveness in achieving that which 

is imaged. Therefore negative imagery should be avoided or coping imaging practiced in 

order to reprogram the performance. 

10. Arousal levels in imaging rehearsal should closely resemble the actual 

performance arousal levels that are needed for peak performance of the task. 

Summary Statements of Literature 

- It appears that everyone can image. As children we quite naturally and normally 

make-believe. A large aspect of play is imaging. 

- There are specific steps used to increase imaging ability. 

- There is a direct relationship between sensory input and vividness of an imaging 

experience; and, in turn, between imaging vividness and performance outcome. 

- Internal kinesthetic imaging appears to be the most effective mode of imaging in 

physical performance outcome. 

- High, chronic arousal levels have negative effects on health and performance. 

- Controlling one's optimal arousal level for each task in both the physical and 

imaging practice experiences increases performance outcome. 
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- Realistic and metaphoric imaging practices can facilitate reprogramming 

behavioral, psychological and physical responses in any given situation. 

Three Interrelated Skill Components for Dance 

There are three interrelated skill components that, together, contribute to full and 

rich performance: physical skill, psychological aspects, and performance transformation. 

The literature review contains information pertaining to the relationship between these 

components. As described in the literature, the practice of imaging can facilitate the 

development of physical skills and psychological aspects. 

Physical Skills and Psychological Aspects 

The following section discusses the physical skills and psychological aspects 

involved in dance performance. 

Physical Skills 

Awareness and sensitive utilization of all the sensory modalities and orders can 

increase a dancer's execution of movement form, movement principles, biomechanical 

ease and efficiency, and the qualitative expression of a dance sequence. In addition, 

utilizing more than one sensory modality or order can facilitate learning and retaining 

movement sequences. Kinesthetic sensitivity (which corresponds closely with internal 

imaging) is essential for the dancer's awareness of how the body takes on form and 

moves through space. This sensitivity is important for qualitative expression of the 
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dance. Multi-sensory awareness is also extremely helpful for vividness and control of 

imagery. 

A dancer must also learn biomechanical functions of the body, and in particular, his 

or her own unique structural characteristics. Bad habits must be recognized and replaced 

with proper biomechanical functions. Biomechanical ease and efficiency is an objective 

of imaging and is an essential foundation for dance technique. 

Acquisition of fundamental movement principles of dance technique is achieved 

through articulation of the body into shapes and lines by way of specific pathways and 

qualities. Clarity in the articulation of the body is necessary in order to perform 

movement as desired by the choreographer. 

(1.) Forming the body into shapes is accomplished by following movement 

pathways (discovering and refining kinematic chains). The shapes and pathways 

together identify dance positions and steps that are unique to each style of dance. 

(2.) Abrupt, pendular, sustained, and vibratory qualities, originating in the 

sensitive use of muscle contraction and release, are essential for expressiveness in dance. 

The ability to use these qualities at various rates and degrees of energy, along with the 

ability to transition between the qualities, allows for greater expressiveness of the dancer 

and prepares the dancer for greater performance range. 

Performance range, as defined in Chapter I, provides for clear expression of the 

choreographer's intent. 

Psychological Aspects 

Psychological aspects that affect performance outcome and one's ability to develop 

as a dance artist are discussed below. 
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Discipline is an important element. Self discipline characterizes the dancer's ability 

to work hard to improve his or her skills. Working hard means concentrating on the class 

material regardless of distractions and making diligent effort to improve. This is hard to 

maintain through class after class, day after day. Self discipline also means going into 

the studio alone to work on problem areas or to practice when no class is available. 

Providing the opportunity for relaxation, along with proper diet and other aspects of 

maintaining good health, are also practiced through self discipline every day of a dancer's 

life. This is the case when the dancer must choose between activities that weaken, tire or 

otherwise jeopardize optimum mental or physical performance level and activities which 

provide for it The proper use and maintenance of self discipline can be facilitated 

through imaging. 

Perseverance and patience are other forms of self discipline which get a dancer 

through progress plateaus as well as personal obstacles such as distracting peer 

pressures, financial concerns, and social stresses. Imaging can provide inspiration as 

well as manage stress which, in turn, can help maintain a positive attitude and renew 

energy. 

Control and resolution of one's emotions is important for achieving optimal 

performance. Competition between fellow artists and friends, mistakes in rehearsal or on 

stage, and other difficult situations may arise and, in turn, affect one's performance. 

Imaging practiced as a coping rehearsal in resolving conflicts does two things: 

establishes alternative behavioral responses in the midst of conflict, and prepares the 

imager with the ability to re-focus on the task at hand. 
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Perceptions of a situation and of one's capabilities to meet the demands of each 

situation, i.e. self-confidence and positive thinking, also affect performance outcome. 

Imaging rehearsals can be used to program alternative emotional responses and thinking 

patterns. 

Knowing and controlling one's own optimal arousal zone, is essential in order to 

perform a given task as a consistant performer. This task could be a "perfect tendu", or a 

formal dance concert. Each situation, or task, requires a different arousal level for the 

optimal performance possible in that situation. Each dancer, as well, has his or her own 

optimal arousal level requirements for not only each of those situations but also from one 

day to the next. Imaging can be used to facilitate raising or lowering arousal level. 

It is important for the dancer to be aware of the role of these psychological aspects 

in performance enhancement. It is also important to be aware that imaging can influence 

changes both in the physical skills and the psychological aspects, as just discussed and 

indicated in the literature review. 

Observations of the Performance Transformation 

If the physical skills and psychological aspects are well developed, the 

transformational phenomenon will be facilitated. The capacity to become transformed 

identifies a good dancer. This phenomenon is described below. 

In the transformed state, the performer loses self-consciousness and a sense of 

self as an individual personality. Consciousness of self is replaced by consciousness of 

the imaginary place, character, or mood. This happens when the dancer actively pursues 

the use of his or her imagination. This experience can be equated to something almost 
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everyone has experienced as a child during play. A child pretends to be someone "else" 

or some character, or to play out a role, such as being a cartoon hero, queen or king, 

cowboy or monster. To the degree that the child physically and psychologically commits 

to playing a role, he or she experiences the transformational phenomenon. While in this 

transformed state, however momentarily experienced, the child "becomes" the being, 

creature, or thing played. 

The dancer prepares for the phenomenon, but in a less naive, more fully conscious 

manner. In performance, the physical, behavioral and emotional traits or characteristics 

of the person or animal imaged are reflected upon and expressed in the body several 

ways; body posturing, movement form, qualitative expression, facial expression, speed 

and fluidity of movement, and even the spatial patterns designed while moving. In this 

process, a visual picture of the person, animal or character is constructed in the mind. 

Time is taken to become aware of the specific physical, behavioral and emotional traits of 

this person, animal or character. This awareness in turn strengthens the visual picture, 

making it more vivid. 

Through this awareness, tactile, kinesthetic and aural senses as well as emotional 

responses in the body may be alerted. For example, the performer may become aware of 

his or her body feeling as being like the character's body. This feeling happens by 

imaging in the kinesthetic and tactile senses the character's size, shape, softness or 

hardness, muscle definition, skin and hair texture, the rate of the character's movements, 

qualities and movement shapes. 

Tactile sensations are also imaged in response to the kind of clothes worn by the 

character and the environment the character is in. For example, if the image is of a 
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queen, she would probably have smooth marble floors to walk on and velvet chairs to sit 

on. If the image is of a monster, it would walk through rough, woody areas and sit on 

the ground. The response to the tactile image would be expressed in movement form and 

qualities. 

The character would also have emotional responses that would make up the 

attitudes and disposition expressed by the character. Imaging these traits allows the 

dancer to take on the personality of the character and respond as the dancer imagines the 

character would respond in a given situation. 

In expressing the image there is one limitation. The dancer's own body may not 

actually be able to execute all movements included in an image. For example, in Jancing 

the role of an eagle, the dancer is unable actually to fly, but is able to express in 

movement form and qualities the idea of flight of an eagle. 

The brain images and sends messages through the neuro-muscular system of the 

physical forms to be moved through. These messages also include how to perform the 

movement in its qualities and speed of execution. This is done in a manner in which 

these aspects are treated as a whole, as interconnected parts. The nuances of body 

posturing, the energy, mass and qualities of the physical body are included in an image 

along with emotional responses, attitudes, perception and understanding which the 

imager associates with this image. The inclusion of all these parts into a whole (the 

image) is expressed in the body, creates the appearance of reality and, concurrently, 

provides for the liveliness of the dance. 

When an image is modified or changed the expression of it changes too. The 

changes are expressed physically in such ways as tilting the head from one angle to 
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another, and through changes in movement qualities. These changes are the result of the 

attempt of the neuro-muscular system to emulate the imagery. Witnesses report 

recognizing these changes. The meaning of the dance changes, and the expression of it 

changes because the image changes. 

Through witnessing practice and performance experiences of fellow dancers, it 

appears that a break in the state of transformation is observable even though the shapes, 

forms and qualities continued to be actualized in the body. The appearance of a reality is 

broken. The author attributes this break in performance transformation to a break in 

imaging. 

Summary Statement of the Skill Components' Discussion 

Highly developed physical capacity for skilled movement, a well developed 

psychological makeup, and the ability to become transformed are the three components 

which identify a good dancer. Together, these components endow the dancer with the 

equipment for expressiveness. They provide the foundations for continuing growth in 

the dancer's performance abilities. Imaging has a facilitating capacity for each of the 

components. 

Interviews 

Faculty Interviews 

Four faculty of the University of Arizona Committee on Dance were interviewed. 

Two are modern dance teachers and two are ballet teachers. The information from the 
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interviews aided in the author's understanding of the current utilization of imaging in the 

training of dancers. Though each teacher is unique in his or her teaching methods, 

personality, and incorporation of imagery, some basic principles and uses of imaging 

emerged and are discussed below. 

All the faculty stated that imagery is essential in dance training and performing. 

Each of his or her philosophical opinions on the art of dance appears to point to imagery 

as the vital element which gives meaning to the movement. 

Each faculty member indicated that he or she uses imagery primarily as an 

instructional inspiration, and provides imagery only when it appears that the students 

require more guidance in understanding a movement. Only one faculty member uses 

imagery as a consistent, interconnected part of presenting dance movement. 

Responses indicated that metaphoric imagery is used for both biomechanical 

efficiency and as inspiration for the expression of the intent of the dance. 

All the faculty indicated utilizing multi-sensory imagery, but primarily visual and 

kinesthetic. 

Typically, the faculty provide only short phrases or single words for the imagery 

they present to the students. Only one faculty member added descriptions or instructions. 

Lastly, only one faculty member stated that he provides time within the class for the 

students to grasp the imagery and to image between movement experiences. 

Significant Insights from the Faculty Interviews 

The philosophical opinions of the faculty include the agreement that the use of 

imagery is an essential element to the expression and liveliness of dance. Imagery gives a 



4 9  

dancer the motivation for a way of moving. The faculty concur on the need for the 

students to use their imaginations (i.e., to image actively and at their own prompting). 

A systematic or consistently integrated use of imagery is lacking in most cases. 

Use of Imaging as Reported bv Fellow Dancers 

In personal, informal conversational meetings five graduate and four undergraduate 

dance students, all female except one male graduate student, shared their ideas and uses 

of imagery and imaging. 

All dance students reported being aware of occasionally using self-prompted 

metaphoric imagery as motivation for expression and control of biomechanical 

functioning, and using realistic imagery in practicing imaging rehearsal. Three students 

reported that they occasionally used imaging during class to facilitate the retention of a 

movement sequence. 

Conclusion of Student Sharing 

It is noteworthy to discover that some dancers do use imaging and imagery in some 

way without having had previous training. However, there appears to be an 

unsystematized approach to incorporating the practice of imaging. 
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CHAPTER HI: PRCXjRAM BASE AND CLASSROOM APPLICATIONS 

Program Base 

Based on the literature review, skill components interrelationships, and interviews, 

the following program base was designed. In order to accommodate the unique needs of 

each classroom situation this program base was modified as needed in each classroom 

situation. 

The focus within the program is skill development of three aspects. The three 

aspects are imaging ability, imaging rehearsal, and imaging-while-dancing. These three 

aspects are interrelated and perpetuate each other. 

Methodology 

Introduction 

An introduction defining imaging and how to use it is presented first 

Evaluation of present imaging skill 

The second step is to evaluate the present imaging ability of the students. This is 

done with questionnaires. The most widely used questionnaire is the Betts Vividness of 

Imagery Scale. (Betts) Another questionnaire designed specifically for movement is the 

Movement Imagery Questionnaire by Craig R. Hall and John Pongrac. (Hall and 

Pongrac). 
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Self evaluation questionnaires present certain problems as measuring tools. 

However, at present, these are the most accessible and practical tools available. The 

student's perception of his or her own ability often plays an important role in the 

development of imaging ability and it's effectiveness on performance. Also, areas of 

vivid imaging and of vague imaging are brought to awareness and can therefore be 

addressed quickly and directly with the use of self evaluation tools. 

Relaxation 

The ability to induce the relaxation response is important for imaging skill 

development and for use as a stress management technique. Several relaxation 

techniques are experienced throughout classroom situations which provide an individual 

with choices. The student can than choose the technique that induces the relaxation 

response under each of the various circumstances he or she encounters. 

Imagery is introduced with each relaxation technique to assist in the depth of the 

relaxed state and to create a bond between the image and the relaxation response. 

Imaging Experiences 

The following are imaging experiences and rehearsals. The order presented 

considers development of skill level as a process accomplished through a progression of 

experiences in imaging. 

1. Guided imaging rehearsal. 

Initially, simple and short guided imaging rehearsals are practiced in order to build 

vividness and controllability of imagery. 
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2. Constructive rest position. 

Sweigard's constructive rest position is experienced as a method to increase 

imaging ability, for learning relaxation, repattern ing neuromuscular pathways, and 

experiencing the use of metaphoric imagery. 

3. Stress reduction. 

Imaging sessions for stress management for health or renewed energy are provided 

and often included within imaging experiences. 

4. Complex imaging rehearsal. 

Imaging rehearsals become longer and more complex. Added layers of sensory 

awareness, manipulation of the imagery, multiple goal-orientation and increased length of 

the imaging session test and continue to develop imaging ability and skill in it's 

application. 

5. Quick imaging rehearsal. 

Quick or momentary imaging rehearsal is practiced within movement experiences in 

class. Movement is presented and the student is given time to learn and retain it through 

quick imaging rehearsal. Also students are instructed to image rehearse during the 

intervals between their in-class performances. 

6. External and internal imaging. 

External imaging sessions alternated with internal imaging sessions are experienced 

in order to clarify the effects of experiencing each. 

7. Unguided imaging rehearsal. 

Instructions for imaging rehearsal are given and a trial experience is provided for in 

one of the classes. Assignments are given for this practice outside of class. A follow-up 
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sharing period is provided in another class for expression of the experience and to give 

additional instructions if needed. Continued experiences are assigned. 

8. Imaging-while-performing. 

The experience of imaging-while-dancing is practiced in class. In this imaging 

practice the dancer focuses on the goal of emulating aspects of this image. A detailed 

description of the imagery provides information on the characteristics and qualities 

required for expression of the desired intent of the dance. This step can be practiced at 

any point before or between the imaging experiences listed above. 

Important elements for the activity of Imaging 

The following elements should be considered during imaging experiences. 

1. Focusing. 

Commitment to imaging means accepting the need to re-focus on the imagery for 

the period of time of the imaging session. The attitude of commitment is gentle and is 

success-oriented. Occasionally there are distractions. The imager should recognize the 

presence of these distractions and once again focus on the imagery. 

Building the ability to focus and concentrate continues throughout all imaging 

experiences through suggestions and instructions to continue to return the focus to the 

topic at hand. 

2. Openness yet control. 

Occasionally, threatening or dangerous images appear. It is best to, "greet these 

with love and understanding, asking them what they want from us or are trying to tell 

us." (Sheikh, 1986 p 166). The important thing to remember here is that the imager is 
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always in control of the imaging process. This aspect is discussed before imaging 

experiences and reminders are provided during imaging sessions. 

3. Positive imagery. 

It is important to image positive concepts. Mistakes, accidents, failures or other 

negative concepts should be avoided. If they do occur it is very important to practice 

coping rehearsals in order to manipulate the imagery. 

Positive outcome rehearsals or coping rehearsals are experienced in the various 

classroom situations. 

4. Optimal arousal zone (OAZ). 

Information for achieving the appropriate arousal level is included in imaging 
: IV ' 

sessions. 

5. Multi-sensory experiences. 

Awareness of and experiences in several sensory modes and orders increases full 

understanding and execution of movement and also increases vividness and 

controllability of imager. In turn, imaging with deliberate consideration of several 

senses provides for greater accuracy of embodiment of the'movement and its metaphoric 

intent. 

Sensory awareness is developed through alternating between imaging and 

movement experiences. 

Important elements for increasing Imaging's Effectiveness 

In addition to the above list, the following elements are also important in increasing 

the effectiveness of the practice of imaging. 
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1. Defined goals. 

Imaging can be most facilitating when specific goals are defined and described. 

Each imaging experience is preceded by a description or discussion. 

2. Physicalization. 

Physicalization includes movement, journalizing, drawing, and sharing periods 

within the classes. These expressions imprint the information in memory according to 

Sheikh, 1986. The data in memory is used by the subconscious to work for the imager 

in achieving his or her goals according to Bennett and Pravitz 1987. A second part of the 

physicalization element is reflecting on it. According to Sheikh, 1986, this provides the 

opportunity to gain insights and inner resources of one's development of abilities. 

Therefore, physicalization might also act as creative inspiration and a stress management 

coping resource. 

3. Practice. 

The familiar warning, "If you don't use it, you'll loose it" applies to the skill of 

imaging. Practice, on a regular basis, is important for the development and maintenance 

of imaging ability. 

Imagery rehearsal, guided imagery and imaging-while-dancing is practiced 

repeatedly throughout classes. 

Final Questionnaire 

A final questionnaire is given in order to evaluate development of imaging ability 

and skill in applying it. Another purpose in given a final questionaire is for the benefit of 

the students in affirming for themselves the progress each has made. 
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Classroom Applications 

Four classroom investigations were conducted to observe the facilitating capacities 

of integrating the practice of imaging into dance training. 

Private Sessions 

The private sessions were conducted in the fall semester of 1985. One-hour-

weekly sessions were set up with two female dance students for ten weeks. Both were 

undergraduate dance majors and they were at approximately the same skill level. One 

student was not consistant in her attendance. 

The objective within the private sessions was to investigate the use of metaphoric 

imagery for the purpose of facilitating ease and efficiency of specific biomechanical 

conditions of each individual. 

Procedure 

Individual evaluations. 

Individual evaluations of each subject's physical condition included two parts; 

observation and interview. 

The observation included arthrometric analysis and observations of biomechanical 

functioning including each subject's postural set, pedestrian locomotion and performance 

in a modern dance class. 
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The interview included a discussion eliciting the perception of each subject of her 

own physical condition, and to determine her goals for the sessions. The interview also 

included inquiries both into her personal dance goals and her personal life in order to 

determine stress levels. 

Subject A reported a high amount of academic-related stress. From the physical 

evaluation, it was observed that she held a great deal of neck and thoracic vetebral 

tension. She had optimal hip turn-out for dance (the appearance of 90 degree lateral 

rotation capacity at each hip) which needs muscular support. 

Subject B reported a great deal of stress due to situations in her personal life. She 

held a great deal of tension throughout her whole body. Her movements were rigid. 

Imagery sessions. 

Progressive relaxation, deep breathing and CRP were used for introductory 

relaxation and imagery training. Subsequent sessions included these techniques as 

preparatory to the application of specific imagery for each subject's goals. 

Assignments. 

Assignments were given to each subject. These assignments involved two parts: 

1) practice imaging rehearsal of the same imagery used in the class session in order to 

maintain or increase vividness and, 2) practice imaging in a dance technique class as 

often as possible throughout the entire class 

Observations 

Increased stress levels in each subject's life situations lowered ability to focus, to 

concentrate, and to image vividly. 
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When experiencing a great deal of stress, both subjects found progressive 

relaxation more effective for inducing the relaxation response than relaxation imagery 

alone. Once relaxed 

the subjects were able to focus on imagery for brief periods of time. 

Guided relaxation sessions combining somatic techniques and cognitive techniques 

induced the relaxation response most effectively. Subjects reported that these sessions 

helped them cope with and reduce the amount of stress in each of their lives. 

Each subject could image vividly and enjoyed that imagery which not only relaxed 

them but also gave them a sense of agility, of the whole body "widening and filling 

space", and a sense of energy or aliveness. 

It appeared that this full-body, integrated imagery was most effective for inducing 

relaxed, flowing movements, and, for subject A, increasing stability of the pelvis and 

hips. 

Conclusions 

The practice of metaphoric imaging did appear to facilitate progress toward each 

subject's goals. In particular, imagery that could be applied to the whole body at once 

appeared to be most effective. 

In addition, development of imaging skills, and therefore it's effectiveness in the 

progress toward the goals, was limited and determined by levels of stress. 

Imaging material and methodology of practice was easily tailored for differences 

between individual personalities as well as for constantly changing conditions in each 

individual's life. 
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The Limited Experience Modern Dance class was held in the spring semester of 

1987. The class met for 50 minutes twice a week for one semester. The ten students 

were non-dance majors at a beginning level but with at least one semester of previous 

dance experience. 

The objective within the limited experience modem class was to incorporate 

imaging training, imaging rehearsal, and imaging-while-dancing in a dance class to 

observe it's effects on the development of imaging ability and dance skills of beginning 

dancers. 

Procedure 

Centering. 

Each class began with a centering experience that included focusing, deep breathing 

and relaxation imagery. Within the relaxation imagery training, instructions on imaging 

were provided. Multi-sensory imagery was introduced immediately. 

Movement and imaging. 

Warm-up movements in each class were executed with the use of imagery for 

facilitating the biomechanical function of the movements. This imagery was based 

primarily on Sweigard's use of imagery. 

The center combinations and across-the-floor movements included imagery of both 

the biomechanically-focused imagery and performance transformational imagery. 



6 0  

Imagery rehearsal at the end of the class session was added after the first four 

weeks of the semester. This ensured that some amount of imaging rehearsal was 

practiced for the improvement of movement retention and performance. 

Additional procedures. 

The fourth class of the semester was set aside to introduce imaging and to complete 

an imagery ability questionnaire, and to discuss the experiences of the students. 

The sixth class was used for Sweigard's "empty suit" CRP (the student images him 

or herself as an empty suit lying on the floor). 

The two classes of the seventh week of the semester focused on sensory awareness 

and experiences in movement. For example, "eyes leading" was used as the motivator 

for movement, and sounds dictated the rhythm and the quality of the movement. 

Imaging rehearsal of these physical experiences followed. 

Journals were kept by the students. These journals revealed a gradual increase of 

the use, interest and integration of imagery from the class experiences. 

A final questionnaire was given to all the students. Questions pertaining to imaging 

ability and frequency of imaging were asked. 

Observations 

After 8-10 classes it appeared that the students were able to image most of the 

imagery presented to them with a fair and increasing amount of vividness. 

Focusing on one image throughout the entire class provided single-focused practice 

and experience in developing imaging skill as well as expressing the image in movement. 

Students improved gradually within the class period. 
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Repetition of images from class to class improved reports of imagery vividness and 

it's effectiveness as observed in dance performance. 

Following the multi-sensory experiences in movement, the students reported greater 

vividness of subsequent imagery used in the dance class. 

The students reported vividness in tactile, aural and visual imagery, bui not 

kinesthetic imagery until two-thirds through the semester. The visual image consisted of 

the teacher or other students moving but only vaguely of the student's self. 

Several students reported looking forward to the relaxation and centering techniques 

in the beginning of class. This released them from daily stresses and concerns. 

However, relaxation techniques appeared to decrease dance performance. Half way into 

the semester the beginning relaxation and centering imagery was modified and presented 

simultaneously with the first warm up movements. The students responded with higher 

energy and focus on tasks and better performance. 

The addition of performance transformation imagery and less biomechanically-

oriented imagery increased focus and performance. 

At the end of the semester, the students reported that they had increased their ability 

to image, and that imaging helped improve their dancing. Half of the students indicated 

that they did use relaxation imagery on their own as a result of class practice. These same 

students indicated that they imaged as a part of their dancing experience when some kind 

of performance information was provided by the teacher. 

Conclusions 

Multi-sensory experience in the physical and imaging experience appears to increase 

vividness of imagery and its expression in dance movement. 
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Imagery intended to enhance the students expression was reported to be imaged 

more vividly and appeared to be actualized in the body more fully than imagery intended 

for biomechanical efficiency. This may have been due to the relatively low degree of 

awareness and articulation that the beginning dance students have of their bodies. Highly 

specific biomechanical knowledge and kinesthetic sensitivity may be necessary for such 

imagery to be effective while one is moving. 

For this level of dance student, imaging rehearsal during class and at the end of 

class appeared to be successful in facilitating the learning, improvement and retention of 

movement when practiced after the seventh week in the semester. 

Repetition of imagery in a single class or from class to class increased 

concentration, reportedly increased imaging ability and appeared to increase dance 

performance. 

Beginning dancers and novice imagers appear to visualize a model more often than 

themselves in an imaging rehearsal. 

Intermediate Modern Dance Class 

Four one-hour sessions of imaging application in the Intermediate Modern Dance 

class occurred at the end of March and the beginning of April of 1987. This class was a 

two-hour-class meeting twice a week with ten dance majors. The teacher of the class 

permitted this short term application investigation during the second hour of the class 

time. 
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The objective within this class situation was to investigate the intermediate dance 

student's practices and skills of imaging, and to provide training and experience in 

imaging. 

Procedure 

The first session included an introductory lecture and discussion, a questionnaire on 

imagery ability and imaging practice, deep breathing, Progressive Relaxation, relaxation 

imagery, healing imagery, energizing imageiy and a sharing period at the end of the hour. 

The second session included deep breathing, a short version of Progressive 

Relaxation, Sweigard's empty suit CRP, energizing imagery and movement, and a 

sharing period. 

The third session included an active imagery test, physical and imaging relaxation 

techniques, imaging rehearsal and a sharing period. 

The fourth and final session alternated between movement phrases and imaging 

rehearsal, and included imaging rehearsal of a performance situation and a sharing 

period. 

Observations 

Some of the students had been using imaging to some extent before participating in 

these sessions. Half the students reported that they sometimes practiced imaging 

rehearsal, though at the time they did not know this was what they were practicing. In 

addition, their practice was irregular. 

One third of the students reported occasionally practicing imaging rehearsal during 

class as they learned movement. 
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Vivid imagery occurred most often in the visual and aural sensory modes. The 

students reported that within some imaging experiences, emotions appropriate to the 

imagery were evoked. Emotion-inclusive imaging experiences were reported to increase 

vividness of the imagery. Subsequendy, increased vividness resulted in increases in 

clarity of form and expressiveness of the movement. 

Only one student found Progressive Relaxation an uncomfortable experience. It is 

curious since this student was the most advanced and experienced student in the class. 

Deep breathing and relaxation imagery were suggested for her use in acquiring the 

relaxation response. The student did respond to these techniques. 

A process of imagery rehearsal alternating with movement was observed. The 

imagery rehearsal was executed in supine, sitting and standing positions. The students 

appeared to respond with more focus and liveliness during the sitting sequence. This 

follows with the findings of Gray, Haring and Banks as discussed in the literature 

review. The arousal zone during imaging should be a more appropriate level to the task. 

It was apparent from student's responses to Sweigard's CRP experience and other 

imagery experiences that a specific and detailed description of imagery and it's application 

are prerequisites for a unified understanding of the imagery and it's purpose, and 

therefore for the students' ability to image vividly. 

Guided fantasies that described a scenario or a story-like experience appeared to 

increase the students' ability to focus on the task at hand and to increase the level of 

performance of both the form and qualities of the movement 

The interest of these students was on the physical experience of moving. This 

expressed itself in the inability of most of the students to remain focused on the 



6 5  

moderately long imaging rehearsals. Short imagery rehearsals injected between 

movement experiences appeared more effective in retaining students' attention and 

increasing imaging skill. 

Conclusions 

It appears that imaging experience coupled with movement experience is an 

effective procedure for imaging training and application for the intermediate level dancer 

in a short term situation. 

Using an appropriate arousal level during imaging rehearsals is important for 

achieving focus and increasing performance levels. 

Highly detailed and specific imagery is essential in order to achieve unified 

understanding of the imagery and for the students to image vividly. 

Workshop 

"Imaging for the Dancer" was a workshop conducted for six, one-and-a-half hour 

sessions sponsored by the Committee on Dance at the University of Arizona. Four 

advanced, professional-level dancers participated. 

The objective within the imaging workshop was to investigate the rate and depth of 

understanding, development and integration of imaging techniques presented to the 

advanced dancer in a situation outside of a dance technique class but which also included 

dance 
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Procedure 

The first day included an introductory lecture to imaging, an imaging ability 

questionnaire, discussion, deep breathing, relaxation imagery, imaging instructions, a 

modified version of Autogenics Training, and a sharing period. 

The second session included a discussion of personal and career goals, imaging 

rehearsal of one movement problem area, Progressive Relaxation, healing imagery and a 

sharing period. 

The third session included two parts: 1) making simple drawings of the body and 

other sensory expressions of personal goals such as improved body image, self image 

and physical conditions effecting performance skill; 2) a CRP experience followed by a 

discussion of the influence of the CRP experience toward the goals. 

The fourth and fifth sessions included multi-sensory experiences in the physical and 

imaging capacities, a specific movement phrase imaging rehearsal, a coping rehearsal, 

and a dance class experience rehearsal. Awareness in imaging with all senses was 

emphasized. For example, in imaging a class experience the smell of hard wood floors 

was included in the scenario along with the sound of the music and awareness of the 

sensation of other students in the class. 

The sixth session focused on imagery rehearsal of a whole concert experience. 

Observations 

The questionnaire indicated that all participants had previous experience in imaging 

rehearsal, were familiar with some relaxation techniques and could image in all senses 

fairly vividly. 
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All the participants expressed interest and testified to experiencing concentrated 

focus. They indicated that personal and career goals included integration of their 

physical, psychological and spiritual health. They responded positively to relaxation and 

healing imagery. 

Physical sensory experiences, followed immediately by imaging the experiences, 

appeared to increase vividness of the imagery and the performance of the movements. 

Guided and coping imagery sessions were most successful when described in 

detail. 

Conclusions 

Alternating between physical and imaging experience appears to facilitate training 

three ways: in practicing imaging as a part of learning movement; in imaging-while-

performing; in increasing imagery vividness. 

The degree of imaging vividly increased quickly from fair to excellent in most 

imaging situations. 

The participants quickly took responsibility for their own imaging experience by 

manipulating imagery to achieve their particular goals. 

The inclusion of psychological aspects and personal goals appeared to be an 

important part of development as a dance artist for this level of students. Imaging 

appeared to facilitate the integration of these aspects toward the goal of increased dance 

performance level. 
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Psychological Aspects and the Integration of Imaging Practices 

Applying a stress reduction technique and clarifying the intentions and purposes of 

the class procedures and the imagery being used provided for receptivity on the part of 

the students, increased focus and appeared to increase effectiveness of imaging 

experiences. 

Relaxation imagery was effective in eliciting the relaxation response in all classroom 

situations. Relaxation and relaxation imagery appeared to be effective for imaging skill 

development. However, in traditional class situations, relaxation lowered arousal levels 

below the optimal zone for peak performance. Some relaxation and relaxation imagery 

was effective when used simultaneously with simple, concentrated movements in the 

beginning of class and intermittently throughout class. 

Imaging rehearsal specifically for the management of stress and other personal, 

psychological elements in the students' lives appeared to be an uncomfortable and 

distracting experience for most students when included in traditional class situations. 

However, in the private sessions and workshop classes, inclusion of these psychological 

aspects appeared to increase performance outer-™?. 

As indicated by the students, communicating, journalizing and reflecting on the 

imaging and physical experiences provided an essential opportunity for increased insight 

and understanding of the practice of imaging and one's imaging ability, and for 

affirmation of the experiences and one's personal and artistic development. 
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Imaging rehearsal reportedly increased self-confidence in students' ability to 

progress and to perform. 

Performance Outcome from Integrating Imaging Practices 

In a traditional dance class setting, the use of specific metaphoric imagery for the 

purpose of biomechanical ease and efficiency appeared to be most effective when utilized 

in two situations: with advanced and professional dancers; or when particular class 

sessions were identified to focus on biomechanic and technique-related development. In 

these latter classes, two different procedures appeared to facilitate this focus: Sweigard's 

CRP; imagery for alignment and movement efficiency alternated with simple movement 

experiences. 

It appears that in the traditional dance class alternating between physical experiences 

and imaging experiences, and high multi-sensory experiences in both, each provide an 

increase in interest, focus and demonstration of energy on the tasks. In addition, these 

two practices appeared to increase imaging skill development and physical performance. 

It is vital to the effectiveness of the practice of imaging to provide gradual increase 

in complexity of imaging experiences and to do so particularly for novice and 

intermediate imagers and dancers. 

The physical performance goals, the imaging ability and imaging rehearsal goals 

and the imagery itself all need to be defined and described. 

Coping rehearsals reportedly served most students' needs more than mastery 

rehearsal did. In attempts to become better dancers, students responded to opportunities 

to correct performance which coping rehearsal provides. 



Imaging rehearsal appeared to provide an increase in movement retention and 

greater clarity of execution of the movement. 
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CHAPTER IV: SUMMARY, CONCLUSIONS AND RECOMMENDATIONS 

Summary 

The purpose of this study was to investigate the effects of integrating the practice of 

imaging into dance training. 

Three skill components were described which identify a good dancer: highly 

developed physical capacity for skilled movement; a well developed psychological 

makeup; the ability to become transformed. Together these components endow the 

dancer with the equipment for expressiveness and provide the foundations for continued 

growth in the dancer's performance abilities. These three components are significant 

considerations in the design of the methodology for integrating the practice of imaging 

into traditional dance training. 

The background literature for this study provides foundational information 

regarding the interrelationship between certain psychological aspects and physical skills 

for performance enhancement, imaging skill training, and many facilitating capacities of 

the practice of imaging. The foundational information indicates that performance 

enhancement involves certain psychological aspects, physical skill development and 

general good psychological and physical health; and that imaging skill development and 

application can facilitate progress in these aspects. 
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The literature, the discussion of the skill components, the interviews, and the 

performance observations provided a perspective for investigating the four classroom 

applications which integrate the practice of imaging into dance training. The perspective 

consisted of a philosophical emphasis on expressiveness in performance of the 

metaphorical intent of a dance. This implies that dancers, whose responsibility it is to 

actualize a choreographer's intent, should develop the ability to portray the metaphor in 

expressive and lively performance of a dance. The liveliness of performance is the 

fullness of movement, a state of transformation which attracts the audience to observe the 

dancer and to apprehend the intent of the dance. 

It appears that imaging-while-dancing creates the dancer's transformed state. When 

the dancers were given imagery which captured characteristics, traits and other elements 

of the meaning or intent of the movement, and when given instructions to image-while-

dancing, they expressed the movement more fully in technical and qualitative execution 

and often in biomechanical efficiency as well. This was observed in all but the limited 

experienced dance class. In this class, clarity of the shape of the body and qualitative 

execution was enhanced but the articulation of technique, such as turn out at the hips, 

was not. Only when images addressing technical aspects were given was there 

improvement in technical articulation 

The experience of imaging-while-dancing appears to increase ability to focus on the 

goal of emulating the image. In this practice the neuro-muscular system is allowed to 

pattern the most efficient means to full expression of the image. At the same time, while 
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focusing on the image some psychological aspects are controlled; e.g. self consciousness 

and self criticism are diminished. In addition, imaging-while-dancing and a diminished 

self consciousness together appear to provide for fulfillment of the movement; e.g. 

balances were sustained, legs extended straight and high with strength, turns were stable. 

Transformation is vital to performance of choreography in that it can provide energy 

and liveliness to the expression of meaning. Choreography includes imagery to portray 

an idea to an audience. The dancer uses his or her imagination to express or "become" 

the qualities, form, behavior and traits which are needed to realize the choreographer's 

ideas. The embodiment of the concept or metaphor is achieved through the function of 

imaging by the individual performing the dance, that is imaging-while-dancing. 

As observed above, it appears that some physical aspects of performance, some 

psychological aspects, and transformation for the expression of the intent of a dance are 

subsumed in the imaging-while-dancing practice. This observation suggests that 

imaging-while-dancing may be one use of the practice of imaging by which the 

development of the dancer is efficiently enhanced. 

It is also apparent that the physical skills, psychological aspects, performance 

transformation and the practice of imaging each affects the performance of the others, and 

thus creates a developmental dynamic among them. 

Imaging is a distinct, essential and vital element of the dancer's experience. 

Awareness, knowledge and use of this technique is essential for the training of the dancer 

and can and should be incorporated within traditional training and as a part of a dancer's 

varied training experiences. 
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This act of imaging is a skill which can be developed and, in turn, utilized to 

develop the three skill components of full and rich interpretation. 

Some of the important considerations for integrating the practice of imaging into the 

classroom situations are reiterated below from Chapter m. 

Relaxation imagery was effective in eliciting the relaxation response in all classroom 

situations. Relaxation and relaxation imagery appeared to be effective for imaging skill 

development and control of OAZ. Relaxation techniques are effective when they are 

conducted as a special period of the class and when used simultaneously with simple, 

concentrated movements in the beginning of class and intermittently throughout class. On 

occasion a student may find any one or more of the relaxation techniques an 

uncomfortable experience. Thus, it is noteworthy in this thesis to underscore the 

importance of providing several relaxation techniques from which students may choose. 

Imaging rehearsal specifically for the management of stress and other personal, 

psychological elements in the students' lives appeared to be an uncomfortable and 

distracting experience for most students in traditional class situations. Therefore, it is 

recommended that a special class or a period within class should be set aside for this 

imaging practice. The importance of addressing some of the personal and stress issues 

was observed in the private sessions and workshop classes. The students appeared to 

welcome the inclusion of these psychological aspects and reported having better 

concentration in movement and imaging experiences and as well as in other class work. 

They attributed increased performance outcome to improvement in their concentration. 

It appears that in the traditional dance class two practices provide an increase in 

interest, focus and demonstration of energy on the tasks. These practises are: 1. 
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providing high multi-sensory experiences in physical and imaging experiences, 2. 

alternating between the physical experiences and the imaging experiences. In addition, 

these two practices appeared to increase imaging skill development and physical 

performance levels. These practices also appear effective in quickly attaining student 

attention and progress on tasks in short term classroom situations. These findings are 

consistant with the research in psychosomatic imaging practices by Dr. Shiekh and in 

sport psychology imaging investigations by Vigus and White et al as discussed in the 

literature review. 

Students with limited dance experience reported vividness in tactile, aural and visual 

imagery, but not kinesthetic imagery until two-thirds through the semester. This finding 

is in agreement with several sport psychology researchers as discussed in the literature 

review. These researchers point to internal kinesthetic imaging as the most effective 

practice of imaging for physical performance outcome. A lack of physical experience in a 

motor task results in higher occurrences of external imaging, increased self 

consciousness and lowered performance outcome. Thus, imaging for the novice dancer 

may be in the external imaging style. Several researchers indicate that an increased level 

of skill in a task increases imaging vividness, occurances of internal kinesthetic imaging 

and the effectiveness of an imaging experience. Therefore as dance students gain more 

experience through a semester they increase skill levels in both imaging and performance. 

The student's visual images consisted of the teacher or other students moving and 

only vaguely, if at all, of the student's self at the limited dance experience level. This is 

an important point to consider for teachers as they provide role models for the students. 
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Since negative imagery is highly affecting, the role model should be conscious of the 

image he or she provides the students and evokes in the students. 

Recommendations 

Based on the observations of this investigation the following recommendations are 

made. 

1. A tool needs to be developed for quantifiable measure of multi-dimensional 

methodologies for integrated dance training. 

2. Further investigations into the various practices of imaging in dance training 

need to be made, including: 

- imaging in all dance styles; 

- integration of the practice of imaging at every skill level of dance training; 

- the capacity of imaging rehearsal to enhance movement retention, correction of 

physical execution, and performance transformation in two situations, a. when practiced 

frequently and consistendy in class for every movement sequence, b. as rehearsal for a 

concert 

3. This program should not be used as a strict formula. Sensitivity to the 

individuals that make up each class is essential for the success of the practice of imaging. 

There are several important aspects involved in this. 

- Keeping open communication between teacher and students during imagery 

session periods of the class is important. For example, no imagery should be forced 

upon a student. Doing so may cause an emotional or psychological reaction which a 
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teacher might not be qualified or prepared to handle. Providing introductions, 

opportunities for questions or objections, alternative imagery and post-imaging sharing 

will increase open communication. At the same time, this communication also provides 

the teacher with more information about each student which can than be considered in the 

next imaging rehearsal. 

- It is important to remain attentive and flexible to the needs of the students in 

providing the proper pacing within a class and throughout an imaging session, and 

providing alternatives of the tasks and imaging practices. 

4. Caution should be taken when integrating the practice of imaging into the dance 

class. 

- Students and teachers are cautioned to experience several relaxation techniques 

with an experienced guide before leading others or practicing on one's own. This is 

important as some novices have been known to experience severe anxiety from deep 

relaxed states until they are familiar with being in this state. 

- Guiding others through a relaxation or imaging session requires sensitivity on the 

part of the leader, and should be attempted after one has gained knowledge about and 

experience and skill in achieving the relaxation response and in imaging. 
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