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8 FOREWORD

Hortensia Vélckers

FOREWORD

What do we know when we dance? When we asked this question at the first
Dance Congress Germany (Tanzkongress Deutschland) in 2006, 1700 peo-
ple came to Berlin in search of answers. The next time we ran the conference
(concurrently with the Tanzplan Deutschland initiative), the number of par-
ticipating dancers, choreographers, teachers, critics, scholars, producers, and
cultural politicians doubled. The Dance Congress Germany was established
as an international platform for professional exchange.

When launching Tanzplan Deutschland in 2005, our goals at the German
Federal Cultural Foundation (Kulturstiftung des Bundes) were to make dance
more visible to the public and to increase its cultural-political recognition.
With a 12.5 million Euro budget, this five~year funding program provided a
national platform for dance practitioners to network; it gave them space and
ensured that (cultural) politicians would listen to them.

Tanzplan local offered nine cities an opportunity to access equal shares
of funding based upon plans submitted for improving dance in their region.
Since then, more than four-hundred artists have taken advantage of a resi-
dency in Potsdam where they conduct research prior to staging a production;
over the past years, several thousand young people and children were intro-
duced to the aesthetics and various contemporary dance techniques in coop-
eration with partners from education and culture in Diisseldorf; and, there is
now a dance center in Hamburg where up—and-coming choreographers can
test themselves in a residency program. The city of Hamburg’s budget for
independent dance projects has finally been decoupled from the theater sec-
tor, and increased. Pioneering structures have been created everywhere—in
Essen, Munich, Frankfurt, Berlin, Bremen, and Dresden.

Another main thrust of the initiative was Tanzplan Deutschland’s Edu-
cational Program, which aimed to integrate the next generation of dancers,
choreographers, and scholars. Ideas came, again, from various cities and thus
the original plan for a mobile academy took a different direction: universities
founded study programs that innovatively coupled artistic—scholarly research
with professional vocational training. In cooperation with the independent
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dance scene (Freie Tanzszene), which started the Inter—University Center
for Dance (Hochschuliibergreifendes Zentrum Tangz), Berlin’s University of
the Arts and Ernst Busch Academy for the Dramatic Arts established three
choreography-oriented study programs. Frankfurt University of Music and
Performing Arts created Germany’s first masters program for contemporary
dance teaching. The nearby University of Giessen created a master’s program
for choreography and performance. Colleges and universities offering dance
programs in Germany have taken up Tanzplan Deutschland’s invitation to
roundtable discussions, and now act jointly, as the Dance Educational Con-
ference, to further their interests. In 2012, students, teachers, and directors
will be able to attend what will be the Third Dance Education Biennale, pre-
senting the public with dance of the future.

What knowledge do contemporary dancers harbor? How do they teach
it? And where are their actions positioned within society and history? By
establishing the teaching practices of contemporary dance as new areas of
scholarly study, this book fills a gap. It presents the results of a multi-year
research project that has been developed in close cooperation with national
and international universities that have provision for dance.

I would like to take this opportunity to thank those people on location
who have helped make dance more visible in this part of the world over
the past five years. Thanks go to the team at Tanzplan Deutschland, who
coordinated this plan with vigor and farsightedness—especially Ingo Diehl,
who tirelessly and knowledgeably coordinated a variety of educational initia-
tives. Through longstanding and close contact with the various universities,
he not only developed the vision for the research project and helped achieve
its results—which we have in front of us in this book—but he also ensured,
together with Dr. Friederike Lampert and a team of advisors, that the project
was realized despite numerous complex stages.

Where will our movements take us? Answering this question, dear readers,
is now up to you. I hope reading brings you much joy and inspiration.

Hortensia Volck ers, Artistic Director of the German Federal Cultural Foundation, Halle, October 2010
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Ingo Diebl, Friederike Lampert

INTRODUCTION

“Thinking about dance technique has Contemporary dance is characterized

been almqst taboo in recent years. That by many styles and ways of Working,
is something that needs to change. . ..
Ao vens D and the different types of training each
nouk van Dij .

have a unique role to play. Dance teach-
ers can source a hybrid network of dance forms and body-work techniques,
along with presentation methods and teaching forms. Yet, at the same time, the
method of training contributes to the style: the way of working informs any in-
dividual artistic practice. How do these factors relate to one another?

What exactly do contemporary and modern dance teachers teach? What
influences factor into a teacher’s fusion of material? What is the relationship
between artistic production/process and technique? Might we be even more
general and ask: How do we define dance technique today? And, moreover,
what constitutes good teaching?

Until now there has been no comparative study examining practices em-
ployed by contemporary and modern dance educators, a fact that became
clear during our initial research in 2007. This publication intends to close
this gap—and can be seen as the beginning, not the end, of practice-based
research into dance. For three years we worked and researched with approxi-
mately one-hundred-and-eighty participants in dance departments at seven
universities. Our aim was to look at both artists’ and educators’ practice,
as well as theoretical approaches taken by dance scholars. Our goal was to
learn more about the histories and contexts of contemporary dance tech-
niques, about approaches taken toward the body and movement, and about
the principles behind the teaching methods. Our ultimate goal was to make
this knowledge available.

4 Scott delahunta, Nik Haffner,
drea Keiz, Yoann Trellu.
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BACKGROUND AND STARTING POINT

The connection between practice’ and theory? was discussed in various ways—
in working groups as well as during training sessions that were held in con-
junction with various German institutions as part of Tanzplan Deutschland’s
Educational Program. In the last several years, dance scholarship has been
institutionalized in German-speaking regions—driven by both historical and
theoretical knowledge—and has influenced university dance curricula. It is
time to envision new structures in which dance practitioners’ knowledge will
become more accessible and available. This publication is the result of a joint
effort by dance practitioners and scholars; it proves the quality and relevance
of practice-based research at dance departments housed in the various uni-
versities. Practice and scholarship are given equal value.

The foundations for this project were laid by Ingo Diehl, and Friederike
Lampert joined him two years later. They embarked on a three—year project
that would involve cooperation with various consultants,” a DVD team,”
dance educators,” dance scholars, sports’ scholars, and dance students at
the seven universities in Germany, Austria, the Netherlands, England, and
Belgium.® Tanzplan Deutschland’s close cooperation with the public-sector
training institutions was integral to its success.

The results published in this book include the work of seven research
teams; it offers models—structured presentations—about method and craft,
theories, and artistic working processes that reflect current practices of se-
lected dance educators. These structured research projects are designed to
provide certain insights into the contemporary and modern dance world and,
above all, to be employed as prompts and tools (materials and methods) in
both practical and theoretical contexts. The aim is to make knowledge avail-
able to dancers, educators, dance academics, students, and other interested
parties.

6 Participating authors: Edith Boxberger, Vera S

Sylvia Scheidl, Ire

Gill Clarke, Franz Anton ( er, Gere mund, Patricia Stéckemann,

r, Gisela Muller,
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INTRODUCTION

THE COMPLEX RELATIONSHIP BETWEEN DANCE EDUCATORS,
CLASS CONTENT, AND TEACHING STRATEGIES

Educators draw upon many experiences and skills, and integrate them into
their teaching approaches. A dance educator’s role cannot be reduced to the
simple passing—on of a ‘pure’ technique, and this applies equally to formal
dance styles, for example classical ballet, as well as to training programs
in modern, postmodern, or contemporary dance that have been personal-
ized and constantly reworked and remodeled. Any given teacher’s personal
preferences, experiences, or encounters with other techniques and teaching
methods inevitably influences and even transforms that teacher’s body of in-
formation.

An example: A dance educator teaches Limén Technique. This teacher
was originally a ballet dancer, also trained in Pilates and yoga, and goes to
contact jams in her free time. Her teaching of Limén Technique is influenced
by all of these—as a result of Pilates training, a greater focus might be placed
on the body center, or perhaps contact improvisation has stimulated a more
playful approach to movement exploration. Through multiple experiences,
the educator has assumed new textures and made connections that expand
or refine her Limon teaching. The individualized and resulting shifts of focus
on the educator’s part will inform the original technical and aesthetic goals,
as well as the contexts in which the Limon class is offered.

The way in which a dance technique is taught, and passed on, is influ-
enced by personal background, evolving cultural situations, as well as by
the crossover and fusion of material and methods. This book pays particular
attention to this: using case studies from today’s dance scene, we can define
hybrid elements and qualities, make them clear and comprehensible. In this
way, the book attempts to provide a pluralistic dance history of the twentieth
and twenty-first centuries. It also wants to define the features and specifics
of the materials and ideas presented. This hopefully enables us, for the first

rsonal approacnes
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juring the
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time, to go beyond the (potentially) codified nature of dance styles, to dis-
cover and understand them as being dynamic in both the teaching and com-
munication processes.

The concept and resulting framework that was developed for this project
demands a precise appraisal of the individual approaches taken by the invited
dance educators (hereafter referred to as ‘experts’). This research perspective
presents a shift in how dance techniques are understood: no longer perceived
as codified systems, we discover, describe, and discuss any given technique’s
potential to change and develop. Details and correlations became apparent
as the work progressed. And, although personality is always an aspect in
teaching art and dance, this project has succeeded in presenting the experts’
work in a structured way—almost objectifying their knowledge—so we un-
derstand the validity of their work for the dance scene. The relevance of this
material for future studies becomes apparent.’

These considerations are also reflected in the sorting and working—out
of the individual project titles. The experts’ names are listed with their
‘technique’, all are accorded equal status, regardless of whether the technique
has been developed by the experts (as is the case with Anouk van Dijk and
Jennifer Muller, for example), or if the expert worked with a known tech-
nique (i.e., Cunningham Technique as taught by Daniel Roberts, Barbara
Passow’s development of the Jooss—Leeder Technique, or Alan Danielson’s
Humphrey/Limén tradition). The project’s course was dynamic; it was inter-
esting how the titles of the research projects changed during the process, and
emerged with a more descriptive character, for example Gill Clarke’s ‘Minding
Motion’, or Lance Gries’s ‘Release and Alignment Oriented Techniques’.

The underlying pretext was that—alongside the linear historiographies—
personal and biographical contexts have, in fact, influenced new dance forms
and training methods to a greater extent than has previously been appreci-
ated. This approach to dance history is also reflected in the book title. Dance
Techniques 2010 is meant to define the research project as a contemporary
document. The book becomes a historical document the moment it is pub-
lished, providing evidence of how dance techniques, and the idea of tech-
nique itself, are being dealt with at a particular point in time.

13



INTRODUCTION

DANCE TECHNIQUES AND THEIR HYBRID CONTENT

As already mentioned, contemporary dance techniques and training meth-
ods are in a state of constant change. Given the myriad of approaches to the
work, any attempt to codify them would seem doomed to fail. The experts’
teaching styles and methods are also hybrid in nature, fusions of various
approaches. It is ultimately a matter of interpretation as to whether these
experts are teaching a ‘technique’, a ‘technology’, a ‘knowledge system’, or
a ‘working method’. All these approaches, however, have one thing in com-
mon: They link enhanced physical performance with aesthetic and/or philo-
sophical principles and guidelines.

Thus one of the questions posed is concerned with the ideologies, ideals,
and guiding principles a technique subscribes to. The history of stage dance
shows that different concepts and approaches have shaped the development
of different dance genres: Classical ballet is primarily characterized by a
physical-aesthetical approach to performance in which the body learns dis-
ciplined movement coordination in order to perform specific shapes that are
presented on a predetermined temporal-spatial axis. The aim is virtuosity,
but also expressiveness. In this respect, ballet training focuses particularly
on muscle development, and the external (as well as) internal shaping of the
body in accordance with a system whose rules are, in the widest sense, based
on controlling the body and the world.®

Historical and generalized approaches to technique are often used in the
dance world without question. Differing ideas about training methods sur-
veyed for this publication appear as variations, updated and individualized
versions, of dance techniques. Selected aspects and particular working methods
represent the approaches. Gill Clarke, for example, sees contemporary dance
technique as something implying constant change and conscious decisions:

/“Today’s dance training consists of a combination of different methods,
some of which are concerned with a better understanding of the ways in which
the body generates movement and how this movement generation can be

10 Q from a discus
’ and Anouk v
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individual, sensed, and efficient. The various ways of offering kinesthetic/pro-
prioceptive tools and developing skills of students in the field of contempo-
rary dance and movement practice differ widely and are not easily subsumed
under one umbrella term, such as ‘technique’.”?~

Anouk van Dijk describes the problem as being with the term ‘technique’.
It is unsatisfactory, to her, for the following reason:

/“What is release? How do we release? And what is the difference be-
tween release and relax? These are all skills to be learned. A wide range of
possibilities will emerge from more knowledge of oneself and one’s body, and
the decisions one makes...A musician would probably talk about technique
from a different perspective—I think of phrasing, timing, musicality, deci-
sion—making, or improvisation skills.”"/

These reflections inform our discussion about the term ‘technique’, as all
of the thoughts quoted explicitly point to the importance of the method cho-
sen to pursue particular teaching goals. As such, both the teaching process
and Ereignishaftigkeit" are included in the discussion."

During the first Dance Education Biennale—Tanzplan Deutschland in
2008, William Forsythe encouraged students to learn as many techniques
and body languages as well as possible, regardless of personal preferences, in
order to expand their decision—-making scope. In other words, he motivated
them to free themselves through the acquisition of skills—free in the sense
that they might decide for or against things, free to take on something new,
free to be able to realize something. Against this background, taking respon-
sibility for one’s self, and even for one’s own dance training, could be consid-
ered a learnable skill and, consequently, a technique in and of itself.

During the project’s realization, it became clear that the experts were
guided by multiple demands—skills and teaching methods—that they inte-
grate into their work differently according to the technique’s concept, phi-
losophy, and goals. The primary challenge of traditional dance techniques—
that of improving physical performance—plays a subordinate role here. Of
course, improving physical performance is part of dance training, but there
is more to it than that: it is about optimizing diverse skills. Perception, per-
formance skills, timing, personal awareness, sensing, use of energy—methods
used to improve those skills are as individual as they are manifold.

15
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THE RESEARCH SITES

All university dance departments in Germany, as well as a few foreign dance
departments, were invited to take part. In an open dialog with interested
institutions in 2007, we discussed participation and a respective thematic di-
rection. Once Tanzplan Deutschland assigned the universities a fixed budget,
the first task (of phase one) was to choose the experts and assemble research
teams. Individual institutions were able to work with a renowned contempo-
rary or modern dance educator who was interesting for them. Decisions were
made in consultation with Tanzplan and the university, taking the artistic
profile of the respective training location into account. The aim of the entire
project was to examine a diversity of approaches to dance technique while,
at the same time, stimulating an exchange among practitioners, theoreticians,
teachers, and students. It was never intended that this project provide a com-
prehensive survey of dance techniques or teaching models and include taste
or history in its scope, nor was it intended to be conclusive. However, when
choosing our experts, we ensured that the projects were related to modern
dance, the emergence of postmodern dance, as well as to the hybrid dance
forms that exist in both the U.S. and Europe. Individual projects are catego-
rized by experts’ first names so as to avoid any form of hierarchy or historical
classification.

The texts have been developed either by teams of authors or by a single
author, but in all cases students, teachers, and experts were involved. At the
Institute of Dance Arts Anton Bruckner Privatuniversitit in Linz and at the
Frankfurt University of Music and Performing Arts, students contributed to
the research not only as observers of the process but also as participants;
they were also encouraged to provide reflections and written analyses as part
of a theory-based framing for their project. The invited experts were also
involved in the writing process, for example at the Inter—University Center
for Dance—Pilot Project Tanzplan Berlin. University scholars (like the newly
appointed dance studies professor at the University for Music and Dance
13 See pp. 24-27
14 The questions fo

standing the Body
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in Cologne), as well as outside guests, were responsible for the writing. At
the Palucca Schule Dresden, this partnership and approach to the work has
resulted in continued cooperation with a dance scholar who has since been
offered teaching assignments.

Rotterdam Dance Academy is currently testing how Countertechnique,
developed by Anouk van Dijk, can be integrated into the standard curric-
ulum: The existing partnership between the academy and an independent
dance company thus offered a solid basis for carrying out this particular
research project. At LABAN in London, Barbara Passow’s workshop was
integrated into the institution’s annual reconstruction project during which
performances of different styles of modern and postmodern dance are devel-
oped alongside technique classes. Reinhild Hoffmann and the entire research
team used the opportunity to travel to London and investigate the Jooss—
Leeder Technique, thus establishing an historical connection between Barbara
Passow’s training and one of Hoffman’s choreographies.

PROCEDURE AND MATERIALS

What questions did we want to ask? And more importantly, how did we want
to ask them? Designing a pragmatic, analytical form and observational struc-
ture was a great challenge. Different methods were considered that would
enable us to look specifically at the historical context and, at the same time,
highlight the physical, ideological, as well as the invited experts’ methodical-
didactic approaches. The catalogue of questions™ that emerged from this dis-
cussion became our navigation system. Each research team had to deal with
eighty-four qualitative research questions, although each question’s relevance
to the respective dance technique varied. Alongside the ongoing dialogue with
consultants and university teams about content and the practical side of the
project, the working structure was determined by theater and dance studies’
observational methods as well as sport and movement analysis methods.™
The research teams were composed of members from different fields,
which meant that questions were tackled differently. All the teams took a
journey through the ‘eye of the needle’—namely the eighty-four questions—
and this journey served to highlight both the diversity of the techniques as

17
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INTRODUCTION

well as reflect the varying interests and characters of those doing the investi-
gating. Even though the catalogue of questions provokes specific results, the
results nonetheless revealed a wide spectrum for interpretation.

Along with the results from each set of research questions, biographical in-
formation is presented graphically in the form of a dance genealogy that
includes other influences.' Structured interviews with experts along with stu-
dent questionnaires explore personal teaching and learning experiences. The
literature and links compendium provides sources of inspiration for further
research.'®

BOOK-INSIDE-THE-BOOK

Four contributions seek to broaden the discussion about dance techniques:
Irene Sieben’s essay provides basic insights into somatic working methods,
highlighting characteristics and its growing significance for dance technique
nowadays. She establishes a direct link between materials found in various
research projects. In contrast, Wibke Hartewig explores movement analysis
methods that can be used for contemporary and modern dance technique.
Her contribution underscores the notion that the method of observation will
influence or even direct specific results. The analytical systems she presents
inspired research questions for the chapter “Understanding the Body/Move-
ment.” Patricia Stockemann’s interviews with contemporary witnesses of
German Expressionist dance and German dance—theater" offer personal ex-
periences and assessments about dance techniques and their development
after World War II. Irmela Kastner, along with dance teachers at P.A.R.T.S.",
discussed the structure and focus of various dance techniques as found in
current training programs.
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INTRODUCTION

DIGITAL DOCUMENTATION

Discussion with the research teams also informed the DVD team’s concept for
digital and technological documentation. By presenting a visual documenta-
tion of classes, the accompanying DVDs provide practice-based insights into
the work with students. Class excerpts are supported and contextualized by
commentaries, interviews, extracts from choreographies, and photos. For
copyright reasons, improvised music is used in all classes; the improvised
musical accompaniment attempts to reflect the experts’ preferences.'

Class plans on the first DVD provide detailed insight into the methodical-
didactic goals as well as into the progression of individual exercise sequences.
Each lesson was recorded on one-to—two days. The classes are spread over
both DVDs, and the experts’ commentaries on their classes offer insight into
background material that has not been readily available before. The lan-
guage of instruction, English, was kept; there has been no dubbing. Barbara
Passow’s German—language class commentaries are subtitled in English.?

CONCLUSION

Considering the layers of text and material, this publication is a practical
handbook that can be used interactively. As an essential contribution to con-
temporary dance education, it provides insight into the precision and diver-
sity that characterizes the day—to—day work of artists, educators, and scholars
in the field of contemporary and modern dance. The book and accompanying
DVDs encourage reflection and research, and hopefully provide inspiration
for new approaches to teaching dance for educators planning their own les-
sons. Direct replication is not the intention; rather, we wanted to provide
detailed suggestions as to how broad the perspective on one’s own teaching
content might be.

direction of Anne Teresa De Keersmaeker. W e unable to use specific pop songs, 20 Detailed information on how to use both
The interview w rried out with like tf Jennifer Muller uses in her es. DVDs is provided at the end of the book. The
de Belder, David Hernandez, Mia La We have also not been able to show Trisha DVDs are NTSC

Janet Panetta, Chrysa Parkinson, Salva 3 Set and Reset chor phy on the

Sanchis, and Theo van Rompay DVD (in relation to Lance Gries’s workshop),

due to rights-issues.
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INTRODUCTION

At this point, we would like to thank all those who worked on this
project—who committed themselves tirelessly for a long period of time.
We would particularly like to thank the authors—Edith Boxberger, Gill
Clarke, Franz Anton Cramer, Henner Drewes, Wiebke Droge, Claudia
Fleischle-Braun, Yvonne Hardt, Wibke Hartewig, Sabine Huschka, Irmela
Kistner, Gisela Miller, Vera Sander, Sylvia Scheidl, Irene Sieben, Gerald Sieg-
mund, Patricia Stockemann, Anouk van Dijk, Maren Witte, and Gabriele
Wittmann—for their continued willingness to communicate. We are grateful
that the participating universities incorporated this project into their training
programs: Palucca Schule Dresden—Hochschule fiir Tanz; Rotterdam Dance
Academy, Codarts—University for the Arts; LABAN, London; IDA—Insti-
tute of Dance Arts, Anton Bruckner Privatuniversitit Linz; Inter—University
Center for Dance—Pilot Project Tanzplan Berlin; University for Music and
Dance Cologne; and Frankfurt University of Music and Performing Arts.
This would not have been possible without the experts who shared their
knowledge and experience patiently and analytically: Alan Danielson, Anouk
van Dijk, Barbara Passow, Daniel Roberts, Gill Clarke, Jennifer Muller, and
Lance Gries. We would also like to thank our consultants, Edith Boxberger,
Pirkko Husemann, Claudia Jeschke, and Antje Klinge for their impartial sup-
port. And the DVD Team—Scott deLLahunta, Nik Haffner, Andrea Keiz, and
Yoann Trellu—for the productive working relationship. And, last but not
least, we thank all the participating students for their enthusiasm.

We would like to thank Ann Hutchinson Guest, Anna Markard, Reinhild
Hoffmann, Katharine Sehnert, and the teachers at P.A.R.T.S.—Steven de
Belder, David Hernandez, Mia Lawrence, Janet Panetta, Chrysa Parkin-
son, Salva Sanchis, and Theo van Rompay—for illuminating discussions.
Henschel Verlag, particularly the language editors Wibke Hartewig and
Jacalyn Carley, and the translators Anthony B. Heric, Nadine Puischel, and
Nickolas Woods for their tireless dedication—and especially Nicole Schwarz
for the graphic realization, as well as Christiane Berger for her historical re-
search. Also the Tanzplan team—Marguerite Joly, Frank Ottersbach, Madeline
Ritter, Barbara Schindler, and Katja Tewes—for their patient and generous
support. And, finally, we would like to thank the German Federal Cultural
Foundation—without whose Tanzplan Deutschland-initiative the realization
of such a comprehensive research project would have been impossible.



INTRODUCTION

The years to come will reveal the extent to which Tanzplan Deutschland’s
Educational Program has stimulated content questions in a changing dance
education field. This publication is also intended to support further question-
ing. We hope the book inspires and excites you—whether it be in the hand,
in front of the screen, or in the studio!

Ingo Diehl and Friederike Lampert, Berlin, November 2010
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24 RESEARCH QUESTIONS

Ingo Diebl, Friederike Lampert

RESEARCH QUESTIONS — GUIDELINES FOR
ANALYSIS AND DISCUSSION

HISTORICAL CONTEXT

TIME, PLACE, AND SOCIO-POLITICAL CONTEXT

When, where, and in what socio-political context was the dance technique developed?

BACKGROUND: BIOGRAPHIES AND ENVIRONMENT

Who developed the dance technique, and in what environmental/biographical context?

RELATION TO OTHER ART FORMS

Wias there a relationship between the technique and other art forms during the formative stages?

RELEVANT THEORETICAL DISCOURSES

Which theoretical and aesthetic discourses are relevant?

CURRENT PRACTICE/CURRENT UTILIZATION

How and where is the dance technique currently applied in pedagogical and artistic processes?

INDIVIDUAL APPROACH

How is the dance technique used by teachers, companies, and choreographers?

RELATION TO OTHER DANCE AND MOVEMENT TECHNIQUES

Is there a relation between the technique and other body and/or dance techniques? What is it?



CONCEPT AND IDEOLOGY

IMAGINING THE BODY/UNDERSTANDING THE BODY

How does this technique understand and see the body?

Which body image (or body model) is conveyed?

What is the relation between physical appearance and the body as an instrument?

Gender

What role does gender play for the movement and training?
Space
How is space used/conceived?

Music

Is there a special relationship to music?

What influence does music have on phrasing movement sequences?
What kind of music is preferred?

INTENT

Is an aesthetic evident? If so, what aesthettic, and how is it evident?

Which concept/understanding of ‘dance culture’ is produced?

Which concept/understanding of ‘dance culture’ should be furthered?

Which notion/understanding of art is taught?

Is the technique connected to a performance practice?

What is the relevance of the technique if taught independently of performance practice?

Quality/Attributes
What is the notion/understanding of ‘quality’?
Is it possible to say at what point a movement sequence ‘works’?

RESEARCH QUESTIONS

How do technical ideals relate to the physical potential/physique of the dancer?

Presence
Is presence trained? If so, how?
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RESEARCH QUESTIONS

UNDERSTANDING THE BODY/MOVEMENT

PREREQUISITES

What educational background is helpful?

Are there certain physical requirements that can influence learning in a positive way?

Which motor capabilities (i.e., strength, endurance, speed, coordination) are particularly relevant?
If some abilities and/or skills are missing, how can deficiencies be compensated?

What kind of secondary/support training is helpful?

Wherein lies potential for injury?

MOVEMENT CHARACTERISTICS AND PHYSICALITY
Which body parts are physically active?
Do these body parts trigger movement?
Is there a special approach to body—part coordination? What is it?
Is the body addressed as a whole or as isolated parts?
How are joints, bones, and muscles viewed and engaged?
Strength
How much strength and muscle tonus is preferred?
Should muscles be ‘built-up’?
Center
Which notion of center is used?
Where is the center of the body located?
Is it a physical or imagined center?
Are different centers used?
Is balance/off-center work involved? If so, what work?

Body Weight/Gravity
How is gravity being used/countered?
How is energy spent/distributed?
Are there special qualities and attributes when shifting weight?
Space
How is the periphery/space used?
Is there a sense of big/little, opening/closing, and body volume?
How are directions used?
How are dimensions used?
How are spatial levels used?

Rhythm

How do inner and outer rhythms influence movement execution?

How does the breath influence movement execution?

Does rhythm and music influence movement execution? If so, how?

What role does tempo and phrasing play in movement execution?

How does reaction time and/or other factors influence rhythmic phrasing?

Movement Principles/Types of Movement
What are the basic movement principles?
What are the basic movement forms/elements?
How are these applied?



RESEARCH QUESTIONS

TEACHING: PRINCIPLES AND METHODOLOGY

CONCEPTUAL BASIS

What are the goals?

Who is the target group?

Is it important to differentiate between individual or group classes?
In which timeframe can the technique’s basic principles be learned?
Is previous knowledge helpful? If yes, what?

What results can be produced/expected inside of which timeframe?

Approach to the Work
What approach to the work is taken?
Is the work more result-oriented or more experiential?

PEDAGOGICAL METHODS

Lesson Structure

How is a lesson constructed?

Which spatial levels does the training use, during which phases of class, and why?
What methods are used to train movement acquisition?

Which learning pathways are embarked upon?

Skills/ Abilities
What abilities and skills are relevant for teaching this technique?

Rhythm and Motor Learning
What influence does rhythm have on motor learning?
How is time structured (i.e., by music, by sound/noise, by breath, etc.)?

Artistic Process
Which artistic processes are relevant in teaching or sharing the technique?

Preparation for Teaching

Which overarching themes and learning goals are used to prepare lessons/classes?
How are movement phrases and exercises developed?

How are phrases/exercises organized in relation to each other?

What role does music/rhythm play in preparation for teaching?

Self-assessment/Feedback
Are there different formats for evaluating a class?
If so, what are they?
Communication
What role does the teacher play in communicating content?
What is transmitted through language, visual input, and through physical contact? How much is each emphasized?
What is the relation between dancer and movement realization (i.e., is the body considered to be an instrument,
or is individual interpretation preferred)?
How relevant is imagination/visualization in the technique? How is the imagination used?

OTHER OBSERVATIONS
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Research team at the Palucca Schule Dresden—Hochschule fiir Tanz:
Alan Danielson, Dr. Maren Witte, Prof. José Biondi

AUTHOR
Maren Witte

INTERVIEW
Edith Boxberger

STUDENTS AND GRADUATES
of the dance and teacher-training degree programs (years three and four): Anna Fingerhuth, Cindy Hammer,
Maria Nitsche, Dagmar Ottmann, Camilla Schmidt, Eila Schwedland, and Zongwei Xu

ALAN DANIELSON (*1954)

creates and teaches contemporary dance in the Humphrey/Lim6n tradition. His company, Dance by Alan Danielson,
is based in New York City and has performed throughout the United States, South America, Europe, and Asia. His
choreography has been commissioned by Danspace Project (NYC), Gala Arte (Mexico), Institut del Teatre (Spain),
and EE.D.E Danza Laboratorio (Italy) among others. Danielson is the school director of the Limo6n Institute in

New York City. He is an internationally acclaimed master teacher of dance, music, and the methodology for teaching
Contemporary Limén Technique. He has taught professional classes in New York City since 1984 and has been on
the faculty at New York University, Florida State University, and the Alvin Ailey School. Danielson was a professional
musician before he began dancing, and worked as a conductor and music director in a variety of venues—from
orchestra to rock band. He holds a Bachelor of Music in Choral Conducting and an MFA in dance from Florida
State University.
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Alan Danielson Interviewed

/When did you first learn abo
Limén Technique? I didn’t discove
was twenty-two years old. I'd played
very young—drums, flute and saxophon
piano. I went to a university to study cond
that’s where I took my first dance class. It was
I loved the feeling of moving, especially because
had a great pianist. I studied many dance forms, lik
Cunningham and Graham, ballet, and Afro-Caribbea
After several years I realized if I wanted to really excel,
I needed to concentrate on either music or dance. I
thought, Tll dance while I'm young, and then go back
to music.” So I went to Florida State University and
earned a master’s degree in dance. As I was finishing, we
had a residency with Clay Taliaferro, an incredible
Limén dancer. Right away I thought, “This feels like me,
this is how I want to dance.’

/When was this? This was 1981. So I went to

New York and studied with Ruth Currier. She was in
the Limén Company for many years and became

the company director after his death. She was also
Doris Humphrey’s assistant for many years. When we
say Limon technique, we’re actually referring to

the Humphrey/Limén tradition of dance. Ruth was
my direct link to both Humphrey and Limén.

/ And what made you immediately relate to it? Well,
I loved moving! Limé6n Technique is really based in
movement, and not only shapes. I especially loved falling
and being off-balance, using weight and dynamics.

But definitely the most important aspect was the musical-
ity. I was amazed at how much emphasis was placed

on timing, not just rhythm, but on the conscious use of
time to define quality and dynamics.

/Which teachers influenced you? Ruth Currier had
the most influence on me, she was my mentor for many
years. And I studied with Betty Jones, Carla Maxwell...
actually, all of the Limon teachers. I was also influenced
by teachers of other techniques: Gus Solomons Jr. in
Cunningham, Jocelyn Lorenz in ballet, Senta Driver in
choreography. And I was very influenced by Dr. Harry
Lansford, a choral conductor. He taught me about phras-
ing, which I have used both in music and dance.

egan having open
rom beginning to ad-
ops and encouraged

e tradition to show and

w years we started an intensive
nine-month prog p until then, students came

and went as they wanted. With the intensive program,
we could work in-depth with a smaller group over a
longer time.

For the intensive course, we needed to make a curricu-
lum. We started with technique and repertory classes,
and music classes so the dancers could understand the use
of rhythm and phrasing. We included sessions so the
company members could coach the students individually,
and we added seminars to teach the history and analyze
the choreography. Gradually we started to define and
enunciate the main principles of the tradition. Because
beyond teaching what Humphrey and Limén did, we
wanted the dancers to understand the concepts and ideas.
Humphrey and Limoén always said, ‘Don’t do what
I am doing, find your voice in this.” So we wanted
to articulate those ideas and teach a technique training
based on them.

/ After you identified those principles, was

there a discussion about what is original and what
had changed over time? Yes, there was. We identified
the main concepts that began with Humphrey, and

the additions to those concepts by Limén. And we continue
to discuss how these principles have developed with

each generation. You see, there were some who believed
that Limén Technique was limited to the things that
Limén did but, actually, the tradition started before him
and it continues after him. Today the Limén Dance
Company performs classic works by Limén and Humpbhrey,
but they also perform works by contemporary chore-
ographers. This idea is reflected in the school: We teach



exactly what José taught, and we also teach in a
contemporary way based on the same principles he worked
with. That is really my passion—how these basic
principles are alive today.

/What does that mean, ‘alive today’? It means

the principles are just as relevant for dancers and chore-
ographers today as in 1950. We work with the same
ideas now, but the result is different. Yes, the world has
changed; technology, society, our consciousness has
changed, so, of course, our art has changed. But even if
we’re different, we’re still human. We breathe, we

laugh, and love and die. We will always be affected

by gravity, our lives will always be defined by time. Even
if we say different things, we will always be trying to
communicate. Limon Technique is still alive today because
it’s based on things that define our humanity.

/What are the personal aspects that you bring
to the work? My music background shapes my views
of dance. Rhythm and phrasing are very important
to the way I choreograph and teach. There are painters
that come into dance and their priority is shape—
I just naturally define movement in terms of time. I also
love the analytic approach—not just how something
feels, but knowing how and why. I love understanding
the movement principles and the physiological process
of making those ideas come alive.

But in class my focus is usually on rhythm and phras-
ing. I also use music as a teaching tool, and sometimes
I play piano for classes. When I travel and I don’t speak
the language, I sit down and play and the dancers under-
stand what I want. Yesterday I had a drummer and
when I played piano with him, the dancers understood
in a different way. It’s another way of communicating
these ideas.

/ Is that what you did today with your voice?

Yes, I use my voice a lot in class, it’s a great way to
signify movement. I use sounds and words to help the
dancers understand. If I say, ‘Eeeeee,’ they get a sense

of the energy as well as the acceleration and the decelera-
tion of time. I could also use the image of waves, and
they can imagine waves, but the voice can be much more
articulate about movement qualities.

/What is difficult in this technique? Well, the com-
plexity. The idea of limitless possibilities is artistically lib-
erating, but that means dancers have limitless demands!
It means you don’t practice one shape or movement

over and over until you perfect it, rather that you learn
how to articulate and control the body without prefer-
ence or prejudice. You study to consciously use and

defy gravity, which changes the weight and dynamics of
movement. You strive to become articulate in rhythm
and timing, in defining shapes, in manipulating energy—

ALAN DANIELSON — HUMPHREY/LIMON TRADITION

and all of these to the extreme. Limitless possibilities
means there is no right and wrong. It’s not black and white,
so it’s not easy to pass on.

/What consequences does this have for teaching?
It gives you freedom and responsibility, the same as
with the dancers. Teachers have to be aware of the stu-
dents’ needs and abilities, and vary the material to

suit them. When I teach ballet dancers, I emphasize the
use of weight and the body yielding to gravity; they’re
used to holding their weight up, so to them this feels
heavy and floppy. When I teach dancers only trained in
Contact Improvisation, I can teach the same class but

I emphasize the resistance to gravity, or the shapes in the
movement.

/What do you think is useful in training? Training
gives the dancer articulation of body, mind, and psyche.
It widens their ability to meet the artistic demands of
choreography and performance. If you train dancers to
be articulate, without preferences or prejudices, you give
them the potential and freedom to express themselves
and grow as an artist.

/Is there something you like in training, and
something you don’t like in training? I love training
because I learn about my body and myself. I always

get metaphors for my life through dance, and I also get
metaphors for dance in my life. To me, they are the same.

/"What kind of abilities and skills do you need in
order to pass on this technique? Well, there are certain
things that apply to all dance teachers: expertise in
what you’re teaching, the ability to impart this knowledge
to your students, a good understanding of anatomy,
communication skills, imagination, compassion for your
students.

Musicality is important in all dance techniques, but in
Limén Technique it’s vital. Defining time is an intrinsic
part of the technique since it defines the movement
dynamics. And it helps a lot to have choreographic abilities;
since Limoén is not codified, we are always creating
phrases and exercises.

/ Considering these principles, is there one
particularly important quality for a teacher to have?
You have to be human! Seriously, it helps to understand
the philosophy behind the principles. We believe we

are people first, and dancers second. We dance as a way
to express our humanity, all of our principles come
from there. Everything we do is a reflection of that core
idea, from the physical movements to how we relate to
each other. For example, the energy in the room: I have
to create an atmosphere where the dancers feel safe
enough to release and fall. If I wanted them to contract
all their muscles I could yell at them, which makes them
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contract. But
themselves in gra
the room is very im
where they feel safe to
but also challenged to go

/What is your role as a tea
dancers as they discover and de
of their body—their instrument. I t
core principles of weight, space, breat
they can use these things in all situations.
them for all the challenges of dance and ch:
not just the movement in my choreography. 1
to teach my aesthetic—I want to give them a con
of moving and a wide range of experiences. For exa
I don’t always give the same shapes; I give different

shapes so they learn to be articulate in what they see

and do.

/ And how do you relate to the dancers? I relate to
them as people, as fellow artists. Actually, you can’t teach
anything—students have to learn. So I try to give them

a safe and supportive environment to grow in. Occasion-
ally I have to be the authority figure, I have to lead

them and sometimes say, ‘That’s not enough,’ or, “Try this
instead.” Above all, there has to be a mutual respect.

/Has your teaching changed? And what has
changed? Well, it’s been twenty-five years and I still
learn as I teach. Things have become clearer and clearer
for me—what I believe, what I want to give, what the
students need. I feel like I am able to give a more distilled
version of the principles and concepts without the ‘Alan
Danielson’ things that are personal to me. I've learned

to separate my work as a choreographer from the material
I teach in a technique class.

/And where did you pick up other information?

I pick up information everywhere—from Alexander
Technique, from yoga to walking a dog—really, anything
physical. I learn about movement and get ideas from
physics, from astronomy, from watching sports. I think
it all relates. Also from cartoons! Because of the
extreme sense of motion and the sound that goes with

it to explain that motion. I love the very old ones! They
could express emotions and define situations just by mo-
tion and sound. Each shape and action has many differ-
ent possibilities.

/" How do you prepare for class? I consider the dancers
I’'m teaching—their level, their previous training, and
how much time I will work with them. Then I can decide
on my goals and what the material will be. For an
advanced class I have to have more material. Beginning
classes have less material; they can be the hardest to
teach, but also the most fun.

ent specificity

of a movement’

ieving the fullest range of
motion and dy’ efficiency. Jaques-Dalcroze
said each musica re has a unique and specific prepa-
ration. The same pertains to dance. Each movement

has a unique preparation that defines it. To accomplish the
movement you use a hundred-percent of the energy
required—no more, no less. Whether it is a battement or
arabesque, or a release of the weight into the floor, it

has a particular energy and timing.

/What characteristics have you found in teachers
for whom you have the greatest respect? I guess
there are a lot of things that go into being a good teacher.
Part of it is having the knowledge, but one must also
really have a desire to pass the knowledge on. And to
remember it’s not about themselves: it’s about the students,
so the ego is not involved. One of the best things Ruth
Currier told me about teaching was, ‘Don’t get in the
way of the movement.’ I think she meant that, in the end,
the dancer has to learn by doing. We give them the

best situation, the best possibility to learn, and then we
have to let them discover for themselves.



ZWhat rolewill this technique have in the future?
There seems to be two general approaches today—
the somatic approach based on how movement feels and
the physical approach based on how it looks. This
technique can be a bridge between them. It uses a wide
range of energies to produce highly defined shapes
and movements. It challenges the physical limitations of
the body while developing awareness of body sensation,
use of breath, gravity, and natural body movement.
Because of this humanistic approach to moving, it’s
useful for a wide variety of choreographers. For instance,
it’s valuable for dance companies as a way to maintain
and recalibrate the body. After a rehearsal where you beat
yourself up experimenting and pushing limits, the
next day in training it’s important to clean all of that out
and come back to a neutral place.

/ In which context and in which way should it

be taught? It can be used in many ways. At the
Limén School we have teachers teaching ‘Classic Limén’,
and others teaching ‘Contemporary Limén’. The
vocabulary is different but it all derives from the same
source material. There are also countless teachers
around the world giving Limén-based classes. In our
teacher—training courses we have many participants
who are teaching other styles, some have eclectic back-
grounds, some teach ballet or children’s classes.
They’re looking for ideas that will enhance their teach-
ing. They often find clarity about what they are
teaching because all of these principles can be used in
other styles and techniques.

/' Does it have broader implications than it did in
the 1970s? Over the years people have learned these
ideas and adapted them in very broad range. You can see
the influences in contemporary and modern classes

as well as in classes for children, other adults, actors, etc.
There is even a book on applying Limén principles to
ballet. The wonderful part of this technique is its ability
to develop with each generation. As years go by, the
human experience changes, therefore our art changes.
Likewise, our understanding of technique develops.

The continuity of the principles is most important because
these principles allow us to express our existence, even as
our existence changes.

/ Are there new influences on this technique?
Anything that happens today is an influence on this
technique—developments in other arts and culture, other
dance styles, politics. Students of mine who are now
teaching, each has a different way than I do. The beautiful
part is that I see where it comes from, and the clarity

of the tradition continues. They are from different gen-
erations and they have experienced life differently

than I have, especially those from other cultures. They
all influence the development of this technique.

ALAN DANIELSON — HUMPHREY/LIMON TRADITION

/What is ‘training’ now compared to what it

was when you grew up? In modern/contemporary
classes, there was more emphasis on movement
definition. I think choreographers were more interested
in movement invention, so dancers had to be able

to learn a wide range of movement quickly. In class, we
usually didn’t hear, ‘Feel the movement your way,” or,
‘Do your own timing.” This experimentation was done
in rehearsal or workshops. We didn’t only do things that
felt good—it seems there was more struggle to do the
impossible.

/' What would you like to offer young dancers today?
I would like to share my love for movement—what

it feels like and what it projects to those who are watching.
I would like to share my joy in working with music

and creating with other dancers. I'd like to show them how
dance is life, and how it communicates our existence as
human beings.
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Maren Witte

INTRODUCTION

INTRODUCTION

“Start standing. One-two-three, let the head drop, release your neck.” Train-
ing has begun. Alan Danielson goes through the exercise once to establish
rhythm and tempo. He brings in the piano accompaniment as students re-
peat the movement. Music and dance come together and fill the space with
a soft, flexible dynamic. “Melt and curve. We are allowing gravity to affect
our body.”

Focusing on Doris Humphrey’s ideas and principles, Danielson teaches a
movement—oriented technique that works with breath, weight, tension and
relaxation, opposition and succession, dynamics and rhythm, movement ini-
tiation, and space.’ Of note in Danielson’s interpretation of the work is his
strong focus on the pelvis as the center of the body and initiator of move-
ment.

Professor Alan Danielson, director of the Limén School in New York, was
invited to teach a group of students at the Palucca Schule on fifteen mornings
from 23 November 2009-16 January 2010. The Humphrey/Limon Tech-
nique is named after its two founders, Doris Humphrey and José Limon.
Alan Danielson’s teaching transfers this knowledge, and its innovative qual-
ity, to the next generation of dancers, while, at the same time, he continues
to investigate these principles in his own work. The Palucca group consisted
of students in the final years of the dance degree program (BA), former stu-
dents, graduates of the teacher—training degree program, an MA student, and
an external dance professor and former dancer. Since the 1980s, experts in
the Humphrey/Limé6n Technique have regularly been invited to teach at the
Palucca Schule, ensuring good conditions for analyzing this technique inside
an educational system.

1 For a full description of basic principles, see
Understanding of the Body/Movement.
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I was at Palucca as an observer and author for two of the three weeks. I
gathered research material primarily from my notes, daily talks with Alan
Danielson, and by actively participating in classes. These impressions and
information form the body of my research material. I also interviewed two
musicians and spoke with the master’s degree candidate, Maria Nitsche,
and the graduate Anna Fingerhuth. At the end of my research phase, José
Biondi (another expert in the Humphrey/Limén Technique and professor at
the Palucca Schule), Alan Danielson, Ingo Diehl, and myself came together
to discuss key terms and issues in both the Humphrey/Lim6n Technique and
the research project in general.
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The movement technique in which the choreographer
Alan Danielson specializes, and which he taught as a guest
professor’ at the Palucca Schule as part of the research
project, has a double-barreled name: Humphrey/Limén.
Danielson attaches great importance to this and, for sev-
eral reasons, always mentions both names when talking
about origins and content. On one hand, he is indicat-
ing the genealogy: The technique was founded by Doris
Humphrey and further developed by José Lim6n. Many
of these ideas and principles would later inform the begin-
nings of several Release Techniques. Secondly, he uses the
double-barreled name because of his own background:
Danielson was never a student of José Limén personally,
but was mentored by Ruth Currier who had been a stu-
dent of both Humphrey and Limén as well as their assist-
ant. As she had trained with both Doris Humphrey and
Jose Limon, Currier was able to develop their movement
principles in her own teaching. Alan Danielson continues
to develop the legacy on his own terms, in his own way.

TIME, PLACE, AND
SOCIO-POLITICAL CONTEXT

A timeline helps us understand the context in which the
Humphrey/Limén Technique emerged around 1950: Doris
Humphrey, an American dancer and choreographer, be-
longs to the second generation of American modern dance
founders along with Charles Weidman and Martha Gra-
ham. Humphrey lived from 1895-1958 and trained at the
Denishawn School? in Los Angeles. In 1928, with Charles
Weidman, she founded the Humphrey Weidman Group.
Their student, José Limén (1908-1972), was born in
Mexico and immigrated with his parents to the U.S. at the
age of seven. Thirteen years later, he began dancing with
Doris Humphrey and Charles Weidman in New York.?
At the time, the issues and themes that concerned danc-
ers were closely linked to social and political events. The
first generation of American modern dancers—represented
by Ruth St. Denis, Ted Shawn, and Isadora Duncan—had
already established itself by around 1930 (as Limén was
completing his training with Humphrey and Weidman).
For American modern dancers, ‘modern dance’ in any

1 Other Humphrey/Limén guest teachers
who have been invited to teach at the Palucca
Schule include, for example Risa Steinberg
and Clay Taliaferro. Among the professors

and lecturers employed at the school, both
José Biondi and Jenny Coogan teach a train-

tradition.

ing program based on the Humphrey /Limén

2 The Denishawn School was founded by
Ruth St. Denis and Ted Shawn in Los Angeles
(with a branch in New York) in 1915 and train-
ed dancers in various styles and techniques,

serious context was essentially American—-made. With the
exception of German Expressionist dance, whose repre-
sentatives (such as Hanya Holm and Harald Kreutzberg)
had traveled and toured the U.S. extensively, one generally
associated Europe with classical ballet. American modern
dancers considered it necessary to revolt and establish a
serious and meaningful American alternative to ballet.
Thus modern dance—from the viewpoint of (U.S.) Ameri-
cans—is often considered to be uniquely American.”

The second generation of modern dancers, including
Doris Humphrey, wanted to distinguish themselves by
developing their own, new ideas about movement. This
young generation had one common ‘enemy’ with the first
generation, i.e., classical ballet, yet they also strongly op-
posed the older generation’s exotic Denishawn style and
the ancient Greek influences in Isadora Duncan’s work.
While searching for an alternative, Doris Humphrey de-
veloped a movement repertoire that, in Alan Danielson’s
words, was aimed at the common man. In people and
their movement potential, Humphrey saw immeasurable
value and inexhaustible potential to create art, or, more
precisely, dance art. José Limén, Humphrey’s student and
the future founder of the Lim6n Dance Company, also in-
corporated this approach—implicating an inclusivity of all
humankind. Humphrey choreographed the first works for
Limén and his company. She became artistic director of
his newly formed company in 1947 and worked for him
and the company until her death in 1958.

In a departure from ballet (which strives for decoration
and lightness), from the Denishawn choreographies with
their exotic and folkloric components, as well as from
Martha Graham’ powerful, expressive, and forthright
dances, Doris Humphrey and José Limén sought to de-
velop an aesthetic and a movement system in which each
person, regardless of age or technical ability, could find a
voice.

BACKGROUND:
BIOGRAPHIES AND ENVIRONMENT

Alan Danielson discovered dance while studying for his
Bachelor of Music in Choral Conducting. He took his first
dance class at the age of twenty-two, was impressed by it,
and soon afterward faced the decision whether he should
continue studying music or transfer to dance. He decided
upon a Master of Fine Arts in Dance at Florida State Uni-
versity where, toward the end of his studies, he attended
a workshop given by a dancer from the Lim6n Dance
Company. Here, he discovered the Humphrey/Limon

i.e., classical ballet, pantomime, ethnic, and
folk dance from different countries and
cultures (the Middle East, Asia, Spain, and
Africa). Doris Humphrey, Charles Weidman,
and Martha Graham were all students at the
school, which existed until 1931.



Technique, which prompted him to move to New York af-
ter completion of his MFA where he could focus on train-
ing in the Humphrey/Limén tradition.®

RELATION TO OTHER ART FORMS

As she searched for her own style and her own tech-
nique, Doris Humphrey was influenced by other artists
and art forms: these included contemporary composers,
folk dances, and Baroque music. Music played a central
role in both Humphrey and Limén’s work; both engen-
dered a close relationship between musicians and dancers
in their classes and choreographies. Dancers were taught
and encouraged to improve their sense of rhythm and to
articulate music accurately. In his later years, Limén, in
addition to maintaining his musical focus, depended more
and more upon language that evoked highly expressive,
dramatic images—possibly inspired by his love for the
Renaissance painters El Greco and Michelangelo—and he
also included more sophisticated anatomical and physical
information.®

The emphasis on music in Alan Danielson’s work is
the result of both his own Bachelor of Music in Choral
Conducting and the influence of his dance mentor, Ruth
Currier, who came from a musical background. Daniel-
son’s all-embracing approach to teaching is a direct link to
Humphrey’s doctrines and ideals. Although he is aware of
the fact that we live in a different era and that he is teach-
ing under very different circumstances to Humphrey’s, he
quotes her regularly and bases his movement ideas and
theories closely upon her teaching. There have always
been people who have danced, in Danielson’s view, and he
adopts a humanistic approach similar to Humphrey’s in
believing that people who dance should develop and train
to the fullest, discover themselves, and blossom in accord-
ance with their own unique character.

Maria Nitsche, student

3 The following myth is found in literature
about José Limén's epiphany regarding the
moment he knew he wanted to become

a professional dancer: Limén saw a guest
performance by the German Expressionist
dancer Harald Kreutzberg in New York in 1928
and was so fascinated by the expressiveness

and virtuosity that he decided on the spot to
become a dancer. (Cf. Daniel Lewis: The lllus- 5 Edith Boxberger’s interview with Alan Dan-
trated Dance Technique of José Limdn. New
York: Harper & Row Publishers, 1984, p. 17.)

ALAN DANIELSON — HUMPHREY/LIMON TRADITION

RELEVANT THEORETICAL
DISCOURSES

The Humphrey/Limén tradition focused on other areas
that remain relevant, even if people today view them dif-
ferently. Three key aspects include interacting with gravity,
timing, and the use of space. Commenting on this, Daniel-
son says, “These three are the basic principles, then as now,
although today we have a different notion of timing and
gravity. Those of us who teach in the Humphrey/Limé6n
tradition therefore take the principles and use them with
our understanding of time and gravity today.” The same
applies to what he calls ‘neutral body alignment’:

/“Humphrey/Limo6n teachers work with a neutral
body alignment. Neutral alignment for Lim6n was some-
thing different than it is for dancers today. Today, we use
another term and talk of ‘efficiency’ rather then ‘neutral-
ity’. We speak of energy efficiency—for our cars as well
as our bodies. We apply the same principles, but we do
it from a different perspective—a perspective provided by
living today.”

CURRENT PRACTICE

Where is Humphrey/Limén movement material being
taught today, in what form, and for which target group?

Danielson says it is taught in its purest form at the Limén
Institute in New York, where traditional Humphrey/
Limén classes are on the roster along with classes given
by Alan Danielson and others who utilize the principles
in a more contemporary context. The Limén School of-
fers training directly related to the Humphrey/Limén
style, i.e., a style expressing an unconditional interest in
human movement and a clear focus on the human being’s
potential to communicate through movement. The teach-
ing approach, as well as the material that Humphrey and
Limén taught in their respective lifetimes, have changed
over time.

In addition to classes and the Limon Institute’s com-
mitment to Humphrey/Limén principles, the tradition is
preserved by the Lim6n Dance Company (which has been
in existence since 1947). Company dancers study and per-
form both repertory works—original choreographies by
Humphrey and/or Limén—and pieces by contemporary
choreographers.

4 Cf. Don MacDonagh in Lewis, loc. cit., p. 16.

ielson contains more biographical information.
6 See Lewis, loc. cit., p. 24.
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INDIVIDUAL APPROACH

Alan Danielson sees a great scope for utilizing the
Humphrey/Limé6n Technique. Choreographers like Mark
Morris, Jennifer Muller, and Doug Varone use Limon’s
material as a basis for their training, as Limén’s principles
serve as a jumping—off point for exploring and differen-
tiating their own potential and styles—Mark Morris, for
example, has been inspired by many techniques of which
the Humphrey/Limén technique is only one. Danielson
says that Limén classes in New York are an ideal prepara-
tion for dancers before they begin rehearsing. In a Lim6n
class, dancers train and maximize their movement poten-
tial—articulation and extension of the body—and thereby
extend the range of movement they will later command
on stage.

A systematic exploration of the body’s articulation is at
the forefront of Danielson’s teaching. He maintains that he
and his colleagues are interested primarily in movement,
as it makes communication on stage—as in life—possible.
Movement talks. Movement can be read. Drama is inher-
ent in every moment, whether intended or not.

RELATION TO OTHER DANCE AND
MOVEMENT TECHNIQUES

When Danielson does reference other techniques or
somatic principles in his teaching—like Contact Improvi-
sation, the Feldenkrais Method, or Tai Chi—these refer-
ences merely help illustrate a desired movement quality
and in no way imply that the dancer must actually practice
the technique mentioned.

ALAN DANIELSON — HUMPHREY/LIMON TRADITION
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IMAGINING THE BODY

In Alan Danielson’s classes, the body is considered to be
the instrument that allows a human being to practice the
art form of dance. The body, and everything this term
encompasses, is, for Danielson, the sum of who we are
as humans: creatures, energy, spirit, thinking, and con-
sciousness. The body, here, is the physical manifestation
of consciousness and spirit. Body and mind are the same;
both are human forms of expression—simply on a dif-
ferent plane. And according to Danielson, such a holistic
approach to the body is apparent in all historical stages
of development in the Humphrey/Limén Technique: from
the beginnings with Humphrey, in the further develop-
ment by Limén, in Danielson’s own style, and in the work
of younger generations. The principles remain the same;
only the experiences made by our consciousness and our
physical bodies have changed over time. Danielson says
that we have become increasingly interested in the self and
that we now concentrate more intently on exploring what
this ‘self’ can be. Doris Humphrey and José Lim6n were
both members of an artistic community that Danielson
claims defined an individual’s identity based upon their
relationship to the environment—i.e., by their peers
and the surroundings in which they lived and worked.
Danielson believes that this way of thinking, this funda-
mental approach to life and work, was more common
then than today. He also notes that the world moved more
slowly at that time and that our sense of speed is different.

Danielson believes that the body image manifested in
the Humphrey/Limén teachings is the “unique, aware
body” (Humphrey’s words). This implies that each body
is unique in the sense that every person is different—eve-
ryone breathes differently, everyone has a different body
weight, and everyone takes up a different amount of space.
The training also aims for dancers to become as articu-
lated and precise as possible; the ideal approach is there-
fore to strive for precision and awareness, or, as Danielson
puts it, to work on maximizing one’s individual, physical
intelligence.

7 Choreography by José Limén, 1942.

8 This emphasis on ‘everydayness’ and
‘normality’ came up at other times as we
discussed the external characteristics that
distinguish his Limén students in New York:
“They look like | do: casually dressed, eve-
ryday, just normal.” One has to understand
Danielson’s perspective in order to consider

what is meant by ‘normal’ and ‘everyday’. One
observer, like myself, socialized in a different
cultural, professional, and dance environ-
ment, found the movement aesthetic in his
training anything but ‘everyday’, and his way
of dressing not at all ‘careless’, and cannot
imagine a valid definition of ‘normal’. As a
spectator, the underlying muscle tonus in

Danielson explains the relationship between the body’s
appearance and the body as an instrument as follows: The
body’s physicality and shape derive from a specific energy.
For him, shape evolves from a particular use of energy.
The body is therefore a physical manifestation of this
energy—a physical instrument that expresses energy and
psyche (our conscious and unconscious selves).

There is little difference in the training for men and
women in Humphrey/Limén Technique, at least as far
as Danielson is concerned. Both learn all move-
ments equally. Women can dance as powerfully and vig-
orously as men, and men can move as cleanly and poeti-
cally as women. Despite this, Danielson stresses that his
training is not gender—neutral, as all bodies are different.
Size, strength, and weight are some factors that influence
the gender issue. Some solos in the Limén repertoire, for
example in Chaconne,” are physically quite demanding
and in Limén’s lifetime were only danced by men. Nowa-
days, the Lim6n Dance Company is made up of an equal
number of men and women and these roles are danced
by both sexes—even though the dancers often claim, as
before, that these choreographies are particularly manly.

Danielson creates a relationship to the
classes, as he sees this relationship as one of the funda-
mental parameters of personhood: People are always in
a space, and they are always in contact with their envi-
ronment. Danielson is happy to paraphrase Limon in this
respect: “You never dance alone. Even in a solo, it is al-
ways in a relationship with the space, with gravity, with
the space around you.”

Alongside the relationship to the space, there is an-
other, possibly more fundamental, relationship in Daniel-
son’s technique training—namely, the one to . The
importance of music may stem from the fact that Daniel-
son is himself, as mentioned above, a trained musician.

in his

Music and musicality were dominant features in Daniel-
son’s classes in Dresden. Every now and then, he would
sit at the piano and demonstrate to both the pianist and
students how a melody or a rhythm should sound, thus
emphasizing and illustrating the exact quality desired
from the movement. The musicians who accompanied the
classes mostly did so on piano, although some of them
also played percussion instruments every now and again.
Danielson says that music’s role in class is to support
the movement tasks. From time to time the music presents
a certain quality, for example something desired in the
movement, and, by hearing this quality in the music, danc-
ers can get a perception, an idea, a picture of how the

the Humphrey/Limén Technique appears to
be very high: In comparison to the Release
Technique, for example, the movements seem
to be linked and controlled, and the overall
impression is less ‘neutral’ than in the Release
Technique or Contact Improvisation.



movement should be, feel, and finally look. But it is im-
portant that dancers and the teacher do not merely follow
the music—to the same extent that the music should not
slavishly follow the dancers’ movements.

The two musicians working with Danielson saw them-
selves in different roles. Antje Ladstitter saw her task as a
comprehensive one: to react in a creative, compositional
way and work, together with the dancers, on theme and
expression. She created music based upon her own rep-
ertoire and played what she instinctively believed was ap-
propriate for the situation and exercises. Jens Baermann,
on the other hand, considered it his task to respond—
to be an accompanist who endeavored to understand
Danielson’s verbal and acoustic stimuli as best he could
and transform these into dynamics and rhythm. When
absorbing and transforming Danielson’s information,
Baermann felt he should also watch for students’ reac-
tions to his music and that he should sense physically
(kinesthetically) if and how they respond to his music. For
Baermann, this double interplay—with Danielson and the
students—guided his work.

Danielson gives a two—pronged answer to the question
about music’s influence on phrasing and movement order.
On one hand, he says that music itself has no influence
on the movement sequences in a class, and yet, on the
other hand, dancers are influenced by everything they hear
and movement characteristics change when influenced by
music or noises. In Danielson’s class, music helps students
move in a way that is more attentive to the image used for
any particular exercise or situation.

To an observer, it appears that Danielson prefers music
to be primarily harmonious and dynamic. This can also
be seen in Danielson’s and his students’ dancing: holistic,
swinging, lyrical, powerful, and precise movements work
from the center of the body outward. This means there is
a direct correlation between the ideological aspects of this
technique (its humanistic core, as Danielson would say),
the physical realization of the technique, and the music
that enables this realization, i.e., between the movement
and its musical accompaniment. Danielson used his voice,
his piano music, or live musical accompaniment for the
classes in Dresden—it remains open to speculation how or
if the students’ dancing would have changed if, for exam-
ple, street and traffic noise were used as a dominant sound-
scape. One suspects that antagonistic acoustic information
could influence the movement execution in such a way that
phrases and combinations might be interpreted in a less
rounded and harmonious way, and that there could be ac-
cents on non-binding and incompatible aspects, thereby
jeopardizing flow.

Asked about his favorite instrument to accompany his
classes, Danielson answers piano. Because of the different
possibilities when using the left and right hands, piano pro-
vides both melodic and rhythmic stimuli, both of which are
fundamental in his teaching.

ALAN DANIELSON — HUMPHREY/LIMON TRADITION

INTENT

The relationship between music and movement is close-
ly linked to the following question: What purpose does
Danielson’s interpretation of the Humphrey/Limén Tech-
nique serve?

Danielson does not consider it his role to teach an aes-
thetic: his task is not to say that something is good or bad.
He wants to offer choices. Curve or straight—both are
good. Plié is not better than relevé—one needs to be able
to do both, and do both well. It is about training the body.
This, if nothing else, makes it clear why Danielson prefers
that students wear clothing that reveals body contours and
lines. Taken as a whole, Danielson says that it is not neces-
sarily about doing ‘less’, rather about dancing in a more
articulated way—determining what is really needed and
exerting the effort, or input, that a particular movement
requires.

Another element that might be considered a goal of this
technique, namely the ‘purging effect’, emerged in vari-
ous discussions with Barbara Passow, José Biondi, Annette
Lopez Leal, and the students Maria Nitsche and Anna
Fingerhuth. They responded to the training in the same
way: i.e., afterward they felt a purging, neutralizing, restor-
ing, and ‘balancing’ effect.

This beneficial effect indicates a large analytical field:
the question of where and how Danielson sees himself and
his work fitting into society and the dance world of today.
Danielson understands the term ‘dance culture’ as a so-
cial method, a cultural ‘technique’, i.e., a means humans
have developed in order to discover each other by doing,
to communicate with each other, to feel life, and to cel-
ebrate life. Dance is the physical expression of “T am alive,
ecstatic, communicative—that is all I am, all we are.”
And he adds a quote from José Limé6n, “We are never
more truly and profoundly human than when we dance.”
The type of dance is irrelevant to Danielson, the impor-
tant thing is that humans move and express themselves
in movement. In other words, in the Humphrey/Limo6n
tradition, humans are taught, cared for, and celebrated as
modern individuals who can use dance to find themselves
(again), sense themselves and their environment, experi-
ence themselves, and who are willing to lose control.

This basic tenet goes back to Doris Humphrey. For
Humphrey, art represented an essentially positive, hope-
ful, and whole human being—one whose nobility was
shown through expressivity and virtuosity. According to
Danielson, the construction of the anti-hero over the past
fifty years has expanded the meaning of art in the Hum-
phrey/Limén Technique to the extent that nowadays both
virtuoso as well as everyday movements are trained and
appreciated. “In training Limén dance students, we train
them to do all of that: both the natural and the virtuoso
movements. So coming back to the aesthetics, we try our
best not to achieve one defined look.”®
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In the Humphrey/Limén Technique, is defined by
how a movement is performed rather than by the move-
ment itself. Danielson explains that the Humphrey/Limo6n
Technique differentiates between various movement at-
tributes and categorizes them according to tension ratios;
for example active—passive, strong—weak, etc. What hap-
pens on stage or in the studio is also determined (for ex-
ample) by what the dancer actively engages in, as well as
by the influence of momentum, gravity, and the like. This
scope for articulation and differentiation gives rise to an
infinite range of movements that dancers should be aware
of and play with, as a Limén dancer—like any dancer—es-
sentially only articulates, combines, and varies what Dan-
ielson sees as the core elements of movement: energy, time,
and shape.

So if the number of combinations is endless, how
can we determine if a movement sequence is successful?
Danielson says:

/“A dancer succeeds just by doing. The moment class
starts, we are dancing. In this sense, there is no prepara-
tion for the dance proper, but rather class begins and ends
with dance. We train to articulate the body more and more
so that the movements become more and more precise and
refined. And when I see that this ‘refining process’ is tak-
ing place, then I talk of students ‘succeeding’. Of course,
nothing is ever perfect. We work towards a movement
phrase that every dancer can integrate fully into his or her
own body. This means that all students can ‘succeed’ in the
phrase—regardless of their training level.” /

Moreover, there is a difference between the working
and learning goal, i.e., the technical ideal students should
strive for and an individual’s physicality. Danielson sees
the relationship between the two as follows: the better
the dancer’s physical condition, the more possibilities for
movement he or she has.

Another learning and working goal is presence. What
notion of presence is created, communicated, and taught,
both in and through his teaching? Which part of the body
is particularly important? The eyes? The back? Is it the
head’s placement, or the alignment of the entire body?
Danielson gives a precise definition: it is found in an ever—
present body consciousness in space and time. In short:
awareness.
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PREREQUISITES

No particular dance education is a prerequisite for training
in the Humphrey/Limon tradition. It makes no difference
if students have learned ballet as youngsters or practice it
in their leisure time, do capoeira or yoga, or go to contact
jams. According to Danielson, Humphrey/Limén class
materials can be oriented toward any type of dance or
movement. By varying the energy and timing (i.e., rhythm
and tempo), the material can be adapted to ballet students,
for example, or to a group of release dancers.

Danielson stresses that all motor skills should be finely
honed. The goal of Limén training is to make the body
as capable of articulation as possible, thus class work not
only focuses on basic motor skills but also on the ability to
isolate and separate different shapes and energies. And no
physical skill should be given more relevance than another.
“It is not just about speed, for example, but also how to
move as slowly as possible; not just about power, but also
allowing the body to let go and be passive and allow grav-
ity to take over.” The technique aims to provide general
physical knowledge that enables dancers to discover their
own strengths and weaknesses in a relaxed and realistic
way, and to help them to focus on what they are lack-
ing—on weakness or uncertainties. Important in a training
method like this, one that requires students to take respon-
sibility for their own bodies, is that each dancer accepts his
or her own strengths and weaknesses. As soon as dancers
start to compensate, they are ignoring their physical reali-
ties and thus cannot recognize nor improve weaknesses.

Anna Fingerhuth, student

Other physical activities are recommended and consid-
ered complementary to training in the Humphrey/Limén
tradition—because a) humans can learn something about
their bodies and environments from every movement they
make, and b) because performing the most diverse range
of activities as possible strengthens bodies and thus re-
duces the risk of injury. The Humphrey/Limé6n Technique

9 See: DVD 1, Phase 1, “Opening.”
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is well known for being very user—friendly for students,
which means, for example, that teachers will insist on a
turn—out that corresponds with a dancer’s individual anat-
omy. Danielson adds that the motto in the Lim6n method,
as in art generally, is: “Push your limits!” Students can
learn to take risks by practicing falls or testing extreme
situations. There are risks of injury, of course, but these
risks are minimal because no one is forced to do anything,
and no one should force him- or herself to do anything.
The goal is to produce emancipated dancers who handle
themselves sensibly, who know how to play and take risks.

MOVEMENT CHARACTERISTICS
AND PHYSICALITY

A Humphrey/Limoén class attempts to move every part of
the body in as many variations as possible, and to explore
and exploit the potential of every moveable joint. Every
part of the body should remain or become flexible—a
dancer must ensure that no excess tension emerges in any
body part and that existing tension is addressed. This may
be why many students who have trained with Danielson
emphasize how healthy this training method is, and that it
has a purifying, centering effect.

Any body part should be able to initiate a movement.
The goal is to isolate each joint and thus help dancers gain
awareness of its potential. There is much leg-work in the
Humphrey/Limén Technique, as well as work with the
pelvis as the center and initiator of movement. But it is
also about finding movement initiation not only in a par-
ticular region of the body, but in external, physical factors,
such as gravity. The body is always in a dual relationship
with gravity: If it engages with gravity and gives in to it, a
movement is triggered by a passive, release initiation, i.e.,
the movement is initiated by releasing. The dancer would
collapse and sink to the floor were it not for the opposi-
tional force that holds the body upright and resists grav-
ity’s pull. An example of a movement sequence based on
this dual principle of giving in and opposition is found in
sequential or successive movement wherein a movement is
initiated in the head and then ‘travels’ down the vertebrae,
one at a time, toward the pelvis.® This happens step—by—
step as follows: When the head gives in and drops, the up-
permost cervical vertebrae become the highest point and
thereby have the task of keeping the remaining vertebrae
vertical against gravity. If the dancer also lets the cervical
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vertebrae drop, the next vertebrae takes over and responds
accordingly, and so on, until the entire upper body is bent
over forward. During this sequence, the point of resistance
to gravity moves from the head, down the length of the
spine, to the tailbone.™

Individual body parts are coordinated with the no-
tion that there can be infinite variations, maximum iso-
lation, and conscious interplay. Danielson often refers to
José Limén, who saw the body as an orchestra in which
every member begins by practicing alone to discover the
instrument’s potential. The orchestra then assembles and
plays together, hence creating a complete work of art. This
metaphor also works for isolating individual body parts as
consciously as possible, combining these parts with each
other, and coordinating movement.

But what can be trained in isolation? One can isolate
individual body parts, and one can isolate energies. One
can, for example, utilize a particular energy in the left leg
(i.e., swing), while utilizing a different energy in the right
leg or torso (i.e., hold firm)." Each leg is utilizing an indi-
vidual and specific energy. If the left leg is swinging, then
it is reacting in an almost passive manner to momentum
and gravity. The other leg, the standing leg, is meanwhile
stretching and staying firmly planted on the floor and is
thus extremely active, just as the dancer’s center is active.
All the while, the upper body remains calm and upright in
this exercise; it is soft and pliable.

Joints, bones, and muscles are utilized to facilitate
movement and energy. The joints should be available, i.e.,
without tension (unless a particular movement requires
it). Practitioners of Humphrey/Limén Technique want to
be able to move their bones and rely on their muscles so
that both function as natural roles and ranges allow. A
Limon teacher does not necessarily make an anatomical
analysis when thinking about the muscular system, nor
does a teacher break a muscle group down into individual
components. In contrast to other movement practices in
which a great deal is said about fascias, fluids, or organs,
Humphrey/Limén Technique focuses on the bones’ articu-
lation potential. This was confirmed in student observa-
tions: Clear shapes resulted from the specific energy when
attention and focus was placed on the bones. Utilized en-
ergy, not the dancer’s will, leads to shape.

In the Humphrey/Limé6n Technique, the term strength
is defined primarily through the concept of energy, which
applies to all quantities and nuances of strength. Dancers
either confront strength/energy or consent to it. As out-
lined above, gravity triggers movement whenever possi-
ble. Gravity is allowed to work with, and influence, all

10 See Maria Nitsche's master’s thesis en-
titled The Constant Play with Gravity,
Palucca Schule Dresden, February 2010,

p. 9 (unpublished manuscript) for description
of the opposition principle. Maria’s lengthy

research—stay at the Limén Institute in New
York enabled her to study Danielson’s teach-
ing in detail and to summarize his principles. space.”

downward movements. This requires that muscles be
strengthened and trained more actively and clearly. Much
time is spent in plié, i.e., a demanding position for the leg
muscles, because many movements lead here, take place
here, or are initiated here. By contrast, many movement
sequences in Danielson’s classes end in relevé. He does not
say that muscles should be built-up, as this has a nega-
tive connotation (it evokes, for him, an approach found
in gyms and workout studios), although his training does
impact muscles in a way that can be described as strength-
ening and stretching.

For Danielson, the is

“...a neutral place. And it is the place that you can
move from at any time with any body part imaginable
in any direction we want. By contrast, when there is un-
necessary tension in a particular region of the body and
I want to move sideways, then I need to first release this
tension and establish neutrality before I can actually move
sideways. I adjust this with the center. The center would
therefore be a neutral orientation for the body: you are
active when you stand and resist gravity, when there is no
excessive use of energy.”

And where is this center? Danielson describes it as a
region between the rib cage and pelvis. A Limén dancer
should be long and active here. The term is being used
both in a physical context but also in reference to ideas
and feelings of what it means to find a center and to locate
it in this region of the body.

According to Danielson, there are different ways of
thinking about the center and locating it. Various move-
ments can also have different centers. It can be observed
among classically trained students, for example those at
the Palucca Schule, that movement initiation comes from
a very high center (rib cage level). When working in such
a group, Danielson understands his task as helping these
students find a center that is located between the rib cage
and pelvis, i.e., to lower it.

Is more work performed in Danielson’s classes bal-
anced or off—enter? Danielson says:

/“We want to work first and foremost with movement.
Find your balance and take your center with you as you
move between on/off balance. There is never a standstill,
a fixed position. I always want to keep my body and mind
open to multiple directions in movement. I never think
and move in only one direction. For me, it is important to
learn how I transition from one movement to another and
how the shift of weight feels when doing it.” /

Another important aspect in the relationship between
on/off—center is called the arc. This is an essential image

11 See DVD 2, Phase 2, “Leg drop/swing.”
12 See DVD 2, Phase 6, “Traveling through

13 See DVD 2, Phase 8, “Elevation.”



for Lim6n dancers, one that places the body at a particu-
lar point on an arc at any given moment while dancing.
This image has movement being performed along an arc.
If referring to an energy arc, it moves from lack-of-en-
ergy to full-of-energy and then back to lack—of-energy.
Or, referring to the arc of balance, the body moves from
centered to off-balance, then back to centered.” The arc
image is also key to Doris Humphrey’s principle of fall
and recovery—an interplay between tension and balance,
between relaxation and loss of balance. The human body
will always find itself at some place on this dynamic arc,
and is kept balanced by the arc’s opposing poles.

The principles of body weight and gravity are ever—
present in Danielson’s teaching and he references them
repeatedly. for example in connection with movement
initiation, strength, and balance (as described above). In
regards to the quantity of energy, an economical expendi-
ture should be maintained—which means using as much
energy as is needed yet as little as possible, i.e., precisely
the right amount. This can be a lot of energy, depending
on the movement, but, according to Danielson, in com-

(o ﬁ ”

parison to other styles and techniques, Humphrey/Limé6n
Technique aims for a nuanced expenditure of energy. This
means that a dancer always appears to be expending max-
imum energy but is, in fact, using well-measured energy
and strength.

Another theme in connection with gravity is a con-
scious and well-measured shifting of weight. With
Danielson, weight shifts often begin with the pelvis, mean-
ing that conscious and well-controlled falling initiates a
weight shift. Falling, in this case, means that gravity and
resistance to gravity are used in equal measure in order to
achieve an articulated shift of weight.

ALAN DANIELSON — HUMPHREY/LIMON TRADITION

Regarding space in the Humphrey/Limén Technique,
Danielson says that the dancers’ sense of space should be
as big and wide as possible, adding that dancers send en-
ergy into space through their movements, i.e., they send
movement beyond the body’s extremities and, in doing so,
actively use the entire space. His combinations include fre-
quent changes of direction for the sole purpose of helping
students avoid choosing habitual directions, to help them
remember changes of direction in movement combina-
tions, and to enable students to feel more secure and able
to move with awareness in any direction. One effective
exercise that Danielson uses for teaching spatial aware-
ness is having two students face each other while dancing
a movement combination.

Alongside directions through space, Danielson’s teach-
ing also focuses on levels in space. He attempts to use as
many levels as possible in each class, although there are
situations, such as the guest training sessions at the Palucca
Schule, wherein some levels are not used as often as at the
Limé6n School in New York. The Dresden group did little
floorwork, for example, and jumps at the end happened
rarely and very briefly.”® Jumping technique and flowing,

powerful movements are key elements found throughout
Danielson’s teaching, but, that said, he will concentrate on
Humphrey/Limén elements that have not been duly prac-
ticed with a particular group of students, and which might
need special attention. Jumping is something the Palucca
Schule students could already do well. By contrast, Dan-
ielson’s New York classes end with about ten minutes of
jumping. Floorwork is done more often during the New
York classes and integrated into every part of class. When
speaking about floorwork, Danielson adds that the body
is never looking for rest and relaxation on the floor, rather
the floor is seen as a station through which the body passes
on a movement arc, on its way back to standing.
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Danielson says that rhythm changes have a big impact,
in all respects, simply because changing the rhythm means
changing the energy of the movement. To help us under-
stand, Danielson outlines different types of rhythms. First
and foremost, there is the inner rhythm, namely the breath.
In Humphrey/Limén Technique, one tries to separate this
inner rhythm from the outer rhythm. The exterior rhythm,
a fixed beat, can be present, but it is not essential. Re-
gardless of whether there is an outer rhythm (beat/meter)
for a movement phrase or not, the inner rhythm (breath-
ing) is the key as it launches and shapes a dancer’s move-
ments. By interacting sensitively with the breath, dancers
can perform movement in the required time and quality,
and using the appropriate energy and speed. Only when a
dancer has learned to work with the inner rhythm will she
or he move in time (the final link in this complex chain, so
to speak), and simultaneously be full of energy and able to
express and articulate time with awareness and precision.

In a discussion with Annette Lopez Leal and Alan
Danielson, we attempted to work out the meaning of
the term ‘breath’ in the Humphrey/Limén tradition. We
agreed that the term is used in three different ways. First,
‘breath’ means simply in- and exhaling. Second, he uses
the breath every now and again as an image when he says,
for example, “breathe into your arms,” or, “let the breath
flow under your armpits.” Danielson hopes this image will
focus awareness on relevant body parts and help achieve
volume, presence, and flow. A third meaning emerges
when Danielson uses a breath sequence as a rhythmic unit
for execution of a particular movement: “With the next
inhale, lift your heads and straighten yourselves up.”

Rhythm—understood as a musical component—helps
Danielson structure movement in respect to time. Time,
energy, and space are, for him, three key elements that
play an equal role in defining movement; they are inter-
twined and mutually define each other. In his classes, Dan-
ielson articulates the rhythm for a particular movement
sequence either through melodic or percussive music,
through vocal sounds, clapping or snapping the fingers, or
using the breath.

Danielson’s goal is to move the body through a full
rhythmic spectrum during a single technique class—al-
though most important for him is not speed but phras-
ing, as it is phrasing that truly defines movement. Thus
Humphrey/Lim6n Technique is not only about exact
movements and positions to a specified beat—an overrid-
ing arc exists for individual movement sequences, a sense
of something longer and whole. Dancers are trained to
understand the dynamic arc, which is highly demanding.

14 See DVD 1, Phase 5, “Feet/Leg gestures 2.”
15 See Nitsche 2010, pp. 11/12. Nitsche
learned Humphrey /Limén principles at the
teacher—training program at the Limén Insti-
tute, and learned the anatomical and dynamic
elements from Limén personally.

Danielson highlights the foot-work he used in the sessions
with Palucca Schule students to provide an example:"
“This foot articulation work is not just a sequence of five
actions, but I see the arc of one, single overriding phrase.”

Finally, a look at the principles and types of movement
found and used in Alan Danielson’s interpretation of the
Humphrey/Limén Technique. In her study of the Hum-
phrey/Limén Technique, the dancer and dance educator
Maria Nitsche separates the movement principles from the
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movement elements, and, in my opinion, both stood out
clearly during Danielson’s classes at the Palucca Schule.
According to Nitsche, the fundamental principles in Hum-
phrey/Limén Technique are breath, weight, fall/recovery,
opposition and succession, rhythm, gesture and initia-
tion, and space.”® Movement elements are divided into a)
anatomical, and b) dynamic. Anatomical movement ele-
ments are curve, tilt, tilt and curve, lunge, arch, spiral, and
flat-back. Dynamic movement elements are suspension,
rebound, off-balance, swing, and momentum. For an ex-
planation of this system, see the illustrations of curve and
suspension in Nitsche’s work.

Danielson references the principles listed above because
they essentially cover everything that directly affect peo-
ple: gravity, time, the relationship between humans and
their environment, as well as the ability to communicate.
As human beings, we are always trying to achieve and
create something, and we drive and push our bodies to
this end. We do this with the intention of communicating
something. Even when performing an abstract dance, a
human being is performing. Danielson adds another com-
ponent to this—namely, drama—which, in his opinion, is
inherent in every human movement:

/ “Because we are humans, and because humans move,
there is potentially something dramatic behind every
movement—because another human sees the movement
and interprets it. We don’t need to add any drama to it.
Even Doris Humphrey choreographed abstract dances, for
example. But her dances are nonetheless characterized by
the intrinsic communication of gestures—and this is where
the entire human drama plays out.”

As mentioned, all movement variations are important
and used—adjusted to the respective situation and learn-
ing group—in the Humphrey/Limé6n Technique. Accord-
ing to Danielson, this means there are fewer codified steps
and movements, as in ballet or Graham Technique. The
idea is more to teach the elements and
principles (for example, exhalation as the
initiator of a swing and as a measure of its
duration) so that students acquire, assume,
and integrate concepts into their own ac-
tions and bodies. This allows for the crea-
tion of individualized Limén material that
will have different accents depending on
whether the dancer is Swiss or Japanese,
or born in either 1920 or 2000. Danielson
is referencing an idea often stated at the
Limé6n Institute: Everything is possible,
but not everything is free and undefined.
In fact, everything is quite clearly defined,
but nonetheless all dancers are free to re-
model the principles and elements, making
adjustments for their own bodies, which
allows for the technique to grow, develop,
and stay enlivened.
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AND METHODOLOGY

CONCEPTUAL BASIS

Alan Danielson pursues another goal that he explains by
referencing Limén’s notion that dance training exists to
show dancers the body’s infinite possibilities for move-
ment. Danielson is not looking for a particular aesthetic;
rather, he hopes the concepts will enable dancers to ex-
plore their potential as well as to help them optimize their
skills in realizing limitless movement possibilities. Whether
it be a focus on articulation, strength, sense of timing and
rhythm, and mental and/or physical elements, or when it
comes to taking risks, daring to move slowly, to alternate
between being still and going fast, and to articulate, con-
trol, release, and also do the opposite—the goal, according
to Danielson, is to train the entire body, the human dancer
who has a body, mind, and soul.

There is no clearly defined target group; this technique
is for anyone with a genuine interest in the body and
movement. Amateurs particularly enjoy Danielson’s train-
ing because of its holistic approach, while, at the same
time, it is challenging and demanding. In ballet-oriented
schools, students sometimes see Humphrey/Limoén train-
ing as sloppy and write it off as avant—garde. In schools fo-
cusing on somatic training procedures, his technique con-
versely could be seen as bound and rigid. In other words,
how dancers respond to Danielson’s teaching and the way
in which they can benefit from it will depend a great deal
on the individual’s experience and the respective training
context.

Class material at the Limén School in New York is the
same in individual and group classes. Most teaching takes
place in groups. One—to-one teaching occurs in repertoire
rehearsals.

Danielson estimates that the basic principles can be
learned in a two-week fundamental course that famil-
iarizes students with the technique, regardless of previ-
ous training. Students subsequently acquire an in—depth
knowledge of the principles during the nine-month pro-
gram at the institute. In most cases, it takes years to really
integrate the technique, to master it, and ‘dig deeper’. A
clear learning curve was observed in some students during

16 See DVD 1, Phase 1, “Opening.”
17 See DVD 1, Phase 2, “Leg drop/Swing.”
articulations.”

18 See DVD 1, Phase 3, “Feet/Leg gestures.”
19 See DVD 1, Phase 4, “Pelvis/ Spine

Danielson’s three weeks at the Palucca Schule, in particu-
lar regarding the ability to articulate and initiate move-
ment, timing, and a certain, quite precise, ‘softness’ and
‘roundedness’ to the quality of movement.

Previous knowledge can be both helpful and a hin-
drance. Ballet, for example, can be a hindrance because
of its focus on shapes, yet, on the other hand, it can be
a good pre-training for Humphrey/Limo6n students as it
gives them strength, flexibility, and coordination.

In addition to learning and perfecting movement prin-
ciples, teaching the Humphrey/Limén Technique also in-
volves a particular . The learning
process is always at the forefront of Danielson’s teach-
ing; he encourages students to go inside themselves and
be aware of how they are feeling. He also wants them to
find a voice for what they have experienced, and to articu-
late subtle experiences and feelings. Finally, an essential
part of the learning program involves investigating one’s
own potential and taking responsibility for oneself. In this
learning and working phase, training is therefore targeted
both toward results and a dancer finding his or her own
voice in the material.

PEDAGOGIC

Lesson structure is goal-oriented in that material is or-
ganized and presented so that it contributes to the combi-
nation danced at the end of class. This combination will
make many demands on the body, for example regarding
use and apportioning of energy, timing, changes of direc-
tion, or accentuating small and large details with preci-
sion. Class prepares the body for this combination, which
means working on strength, stretch, and maximum range
of motion. During initial phases of class, specific move-
ments and concepts are introduced that will appear in the
final combination.

It must be emphasized that, overall, the class is based
upon strength, coordination, and stretch work, and is less
dependent upon somatic work. Danielson appreciates
his students grounding themselves or ‘getting themselves
together’ with somatic work on their own before class
starts—indeed, he expects it of them—so that they are
ready for class.

Danielson trains four different ‘regions’ of the body sys-
tematically during a class. With regard to physiology, he
wants to teach centeredness; the students should develop
a sense of center that can then be abandoned when work-
ing off—center. He also demands they use their brains—i.e.,
thinking and reaction skills—so they are able to quickly

20 See DVD 2, Phase 6, “Traveling through
space.”
21 See Class Plan on DVD 1.



and easily change direction and timing. Alongside physi-
cal and mental training, a third element comes into play,
namely the mind-set, or the ‘spirit’, as Danielson calls it.
This means getting students to feel and enjoy moving the
body in space. Finally, there are psychological aspects to
his teaching, namely the development of concentration
skills and a willingness to go into positions wherein the
dancer risks losing balance. Danielson offers dancers a
learning environment wherein they not only feel secure
and protected, but also where they are challenged and en-
couraged to move out of comfort zones.

A detailed and structured plan steers Alan Danielson’s
technique classes. Dancers begin by standing center floor.
Spinal exercises are used to warm up, stimulate circula-
tion, and enable the dancer to yield to weight. This takes
place very simply with dancers standing on both feet and
arms hanging, using as little effort as possible, in order to
establish a basic relation to the floor and the space above
the head. He tells them to let the pelvis drop, then, slowly,
let the head drop. From there, things get more compli-
cated. The head drops to the chest while the dancers stand
with straight legs or go into plié, or all the way down to
sitting on the floor. This is not just about lowering the
head and letting it hang—the drop—but simultaneously
about the opposite movement—the rebound—when the
head swings back. This exercise is varied with weight
shifts and articulations of the spine.”®

Then comes work on the spine, as straight and curved
alignment are explored in the same way as the relation-
ship between stretch and release. Danielson develops these
exercises first with the feet in parallel, in a neutral stance—
an alignment that is as efficient and active as possible and
promises the largest movement potential—and afterward
in first and second positions.

After the spine, Danielson works on balance by having
students stand on one leg.”” He adds upper body move-
ments then weight shifts. Movement that follows is con-
cerned with articulating the feet and legs in a controlled
and legato (connected) fashion.” For Danielson, this is
when students ‘organize their bodies’. These exercises in-
clude more falling and shifting weight, and work involving
the hips and pelvis in which the biggest, deepest and wid-
est movements are initiated from the pelvis in second po-
sition.”” These movements grow larger and more complex.

Work continues on a diagonal through the room.*
There is a clear change of rhythm here: instead of the pre-
vious 2/4- and 3/4-meter, a 5/4-meter comes into play.
Here again it is obvious why Danielson prefers to work
with his voice with piano as the accompanying instru-
ment: unlike other percussion instruments, with the piano
he can indicate phrasing. Drums create beats and rhythm
with little or no melodic component; piano and voice lend
themselves to melodic phrasing. Music therefore provides
the dancer with the timing, as both a quantity and quality.

ALAN DANIELSON — HUMPHREY/LIMON TRADITION

After moving through space, class ends with the lengthier
movement combination for which the students have been
prepared.”

Training takes place on different spatial levels, depend-
ing on the phase of the class. Four spatial levels are used
as much as possible: (1) floor, (2) middle, (3) standing, and
(4) elevation. Use of these four levels occurs throughout
the class and there is a separate phase for each one. The
class begins with loosening—up and swinging exercises in
standing. These are followed by sequences using the floor;
students stretch their legs and torso while sitting or on
all fours. (In the floor section in Dresden, no movement
brought the entire body into contact with the floor apart
from a quick sideways roll over the back before return-
ing to sitting.) The next part of class took the students
through standing exercises and incorporated leg— and
foot—work, followed by work in relevé. After that, combi-
nations through space were given. During these sequences,
as taught in Dresden, the feet were usually the only body
parts in contact with the floor, though the hands, knees, or
back touched the floor briefly.

Danielson’s division of a class into the abovementioned
sections or phases is a fundamental structure. Each section
of class focuses on a particular aspect of the overall train-
ing goal: stretching the spine, more precise foot-work, in-
struction in timing and rhythm, etc. The principle of rep-
etition is applied throughout: First Danielson shows the
movement combination or exercise, then students mark
it with him; the musician plays and everyone dances the
combination at least once, together, in order to internal-
ize the movement and become more precise. This is often
followed by work with individuals or corrections for some
or all of the dancers. The movement sequence or exercise
is then danced again providing dancers an opportunity to
apply corrections before moving on to the next part of
class.

Another pedagogical method he employs is an increase
in dynamics and complexity. This requires that students
use both body and mind, and thereby train concentration
skills and stamina.

Only one brief rest—phase is offered, about three min-
utes long, so that students can drink something. In New
York, where the classes generally run two hours, Danielson
does a collective cool-down at the end. At the Palucca
Schule, where classes are shorter (ninety minutes), he
passed this responsibility along to the students.

Danielson describes his teaching style and the result-
ant ‘learning path’ as ‘inductive’, by which he means that
while the content of a class starts off easy and becomes in-
creasingly more challenging, he also expects that, in every
exercise, the dancers should follow and comprehend what
they are doing in the moment. He asks them to observe
how it feels when the head is dropped, for example. In
the next exercise, he asks them to drop the head while
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performing a plié and again notice how it feels. Daniel-
son also uses imagery to stimulate learning through feeling
and experiencing. One example of this would be “Reach
back as if the sun was shining on the chest” versus “Reach
back as if it was raining on the chest. How does that feel?”
The dancers thus bring life—
knowledge into the studio
and integrate it into their
dancing.

Regarding mirrors, Danielson has no standpoint. He says
that the mirror is sometimes useful. He uses it so students
can see how something—of which they have an internal
image and which they have felt—‘looks from the outside’.
However, Danielson says it is always important to turn

Here Danielson adds
that there are times when
he proceeds in a deduc-
tive fashion, for example,
when demonstrating move-
ment. He is convinced that
visual information can
help students learn how a
movement should be. More
precisely, he adds that this
is not about everyone per-
forming and looking the
same in the end, rather it
is about each dancer learn-
ing how to sense movement
personally.

I would like to expand
at this point on Danielson’s “looking the same” remark.
Interestingly, I was able to observe Danielson’s lessons and
methods, and I know from my own experience that he at-
taches great significance to understanding one’s own body.
On the other hand, during the three weeks at the Palucca
Schule, the core group of students performed precise and
homogenous movements in which individual nuances had
been reduced to a minimum. So I might summarize the
relationship between induction and deduction as follows:
In a technique class, Alan Danielson clearly expects that
certain, specific movement material be performed to a cer-
tain, specific rhythm and/or timing, and that a particular,
predetermined quality is thus achieved. He works on this
with the students. An additional learning goal is teaching
his students to sense how a set, normative quality feels.

Danielson also works with improvisation: Students
work alone or with partners in order to find an arc or
to experiment with phrasing. This way of working also
takes place in other teaching contexts, not only in tech-
nique classes. Danielson only gives students the option to
make choices and decide for themselves when he says, for
example, that they are free to add a particular movement,
or turn, or whatever—or not.

22 See also Understanding of the Body/Move-
ment, keyword ‘Movement Principles and Types
of Movement'.

away from the mirror afterward, as it is important to feel
what you are doing. Other Limén teachers never use a
mirror precisely for this reason.

The skills and abilities that a Humphrey/Limén teacher
should have are dependent upon her or his pedagogical
concentration, teaching expectations, and the target group.

As broad an educational background as possible is a
great advantage for anyone teaching Humphrey/Limo6n
Technique. Anatomy, physiology, physics, philosophy,
music, and visual arts inform Alan Danielson’s teaching.
References from architecture and psychology are also use-
ful. Danielson explains that by drawing upon a wide spec-
trum of sources, his dance technique understands move-
ment and dance from a human perspective. Everything
that humans do belongs to the Limon teacher’s area of
interest, even the most seemingly everyday of human ac-
tivities—like, for example, having children and watching
them grow up.

A Limén teacher should also, ideally, bring certain
physical characteristics to the classroom. These include a
well-developed memory, body awareness, good physical
coordination and combination skills, strength and stam-
ina, and good alignment. Finally, for Danielson, it is also



useful if a teacher is, or has been, physically active in an-
other art or sport, for example leisure sports, relaxation
techniques, music, or in the performing or visual arts.

Danielson believes certain skills and abilities are essen-
tial for teaching the technique. In particular, a teacher must
have an expert understanding and command of Limén
principles both physically and analytically. Knowledge of
kinesiology and anatomy certainly help in this context.
The teacher should also be able to communicate specific
movement principles—and the ability to create an open
learning environment in which the students are encour-
aged and enabled to experience the spirit of a movement is
part of these communication skills. Choreographic experi-
ence is also extremely helpful. A good sense of rhythm is
an advantage as well—one need not be a musician (like
Danielson), but the ability to communicate rhythm and
timing is important. Finally, the teacher should be able to
adjust and model movement material to the students’ level
and situation. Danielson says some Limén teachers believe
a class should never be planned; he, however, believes the
opposite.

As already mentioned, rhythm plays a major role in
Danielson’s understanding of the Humphrey/Limén Tech-
nique, both in individual movements, exercise sequences,
and throughout the entire class. The class is strongly char-
acterized by use of music—melody, rhythm, timing, phras-
ing, and arcs. In contrast to more shape—oriented tech-
niques, Danielson sees the Humphrey/Limén Technique as
a school of thought in which time, space, energy, breath,
and gravity are central principles. Only by using these will
shapes emerge.

Alan Danielson’s ideas about timing became clear in
the following teaching situation. The professor and former
dancer Barbara Passow, who, on occasion, trained with
Danielson during the Palucca workshop, asked the follow-
ing question during a swinging exercise: “What is your
priority, the timing or the quality? I have trouble achieving
the quality inside your rhythm and timing—it’s so quick.”
Danielson replied that the goal was to learn how to relax
either in ten counts or in three counts, i.e., both quality
and timing are important. He added:

/“We are here in a dance class, and the special qual-
ity about a dance class is that we’re doing something to-
gether—you feed on each other’s energy and you become a
group. In order to exploit this special quality, I would say
that the priority would be on timing—for now.” /

Two visual examples can help explain the relationship
between timing and quality: the image of innumerable pix-
els in a digital picture, and the image of an analog clock
with hands that either turn either smoothly or intermit-
tently across the clock face. What does Danielson imply
with these images? That time consists of innumerable tiny
parts, or sections, that each person must discover and fulfill
by engaging the body’s fullest volume and entire potential.

ALAN DANIELSON — HUMPHREY/LIMON TRADITION

Danielson works with a multilayered model when struc-
turing a class—large or small—and strives to make a
particular movement clear in terms of its duration within
this structure. First, the overall time structure for a com-
bination or exercise is determined by using physiological
and emotional factors. He then works on fine—tuning the
structure. To achieve this, Danielson provides rhythm and
marks—using his voice, vocal noises, or by clicking his
fingers and clapping—to denote the timing and tempo he
has in mind. One should imagine these rhythms and marks
as a metronome ticking away mechanically, reliably, and
uninterrupted. There is another layer on top of this fine,
metric structure that Danielson calls ‘phrasing’, i.e., the
energetic, qualitative level. A subjective, creative structure
should encourage and ultimately shape a sound or move-
ment in time and space.

Students have the opportunity in every exercise (but es-
pecially in combinations through the space during the sec-
ond section of class) to watch Danielson perform move-
ment and to copy. They thus appropriate the material,
gradually develop a personal attitude towards it, and can
perform the combination for themselves. This individual
and creative interpretation or ‘formulation’ of the material
by the dancers sometimes corresponds with Danielson’s
working methods in artistic processes outside of the class-
room, like when he is developing choreography.

In preparation for teaching, Danielson references the
major themes of the Humphrey/Lim6n Technique: physi-
cal and physiological work, as in going from off-balance
to balance, swinging, undercurve patterns (shifting the
body weight from one leg to the other by simultaneously
moving the weight deeper into the center of the curve),
suspension, rebound, opposition, isolation of shapes, iso-
lation of energy, isolation of time, ways and variations on
falling, traveling through space, focusing on meter and
rhythm, as well as going from tilt to curve.?? He works
with students on this wide range of themes. As he pro-
ceeds, the focus is on matters relating to the individual
dancer’s experience: feeling the love of movement, experi-
encing physical energy, and experiencing something that is
bigger than oneself. It is about moving, about the move-
ment itself, in these intense moments of class. Danielson
does not plan his classes around the value of individual
exercises; rather, he works systematically on the above-
mentioned technical themes and learning goals.

Danielson smiles and admits that individual combina-
tions and exercises designed to warm up and prepare the
body physiologically are developed in his apartment or in
a corridor. The phrases must be coherent, which means,
for example, that one does not begin with jumping.
Danielson introduces movements and ideas throughout
class that will be incorporated into the combination at the
end, the culmination of the class.
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TEACHING: PRINCIPLES AND METHODOLOGY

Regarding the importance of music in preparing classes,
Danielson says that rhythm in particular is of enormous
importance as it defines the energy that later develops in
the class—which explains why he is so precise about musi-
cal accompaniment.

Students have the opportunity to ask questions during
class, although he likes to postpone answering those that
require a complex answer until afterward. He does not
offer any other means of feedback. At the Limén School,
there is a separate opportunity for reflection and exchange;
in Dresden, it was possible to talk and discuss inside the
workshop situation.

When asked about the role communication plays in the
Humphrey/Limén Technique, he quotes the following ad-
vice from his teacher, Ruth Currier: “When you are teach-
ing, don’t get in the way of the movement!” By this he
means that he aims to let the dancers feel the movement
for themselves. He sees himself, at that moment, as the
initiator and generator of a particular research task that
each student can and should work out and experience for
her- or himself.

Danielson uses the following teaching methods (in
order of quantitative and qualitative relevance):

(E

- Vocal-phonetic description: “Da-da—ti! Ha—ha

- Verbal-descriptive description of a movement:
“Go down, put your hands on the floor,”
(using as little ballet vocabulary as possible);

- Visual-physical information: showing a movement;

- Verbal-functional information: “Release this
muscle here so that this part can do that!”

- Verbal-metaphoric information: “Imagine rain
dripping down onto your spine. How does that feel?”

- Direct body contact: touching individual body parts in
order to direct awareness into these regions.

Looking more closely at these six items, it becomes clear
that learning takes place by setting explicit and specific
structures and principles, although Danielson places great
value on the notion that the acquisition process remain
personal and individual. A student should, for example,
launch a movement from the pelvis as much as possible,
or swing the leg backward and forward using its real,
physical weight. The reach of a forward movement or ra-
dius of a swing are not fixed in advance; students should
understand the principle, reproduce it, and learn how
to integrate it into their bodies. Danielson is convinced
that training such concrete movement principles also
touches upon Limoén’s great themes of ‘formation’ and
‘education’—namely Limon’s humanistic values about the

development of an individual’s identity or the “nobility
and inestimable value of the common man.”

When asked about the role imagination plays in physi-
cal learning and the way he works with imagination, Alan
Danielson responds: “I find imagery very important and
I hope that the students use my metaphors in an induc-
tive way and, in doing so, enhance their movements.” He
explains what he means with a musical example. He once
gave the dancer Anna Fingerhuth a correction by refer-
ring to the sound of a note on the piano, played marcato:
“Anna, make your hip look like the sound of this note.”
He told me later: “I could have said ‘release your hip,’
which would be physical information, or ‘keep your leg
moving,” which would be a time correction. But Anna un-
derstood the movement by the musical image. When she
heard the note being struck on the piano, her hip released
and she smiled!”

Anna Fingerbuth, student
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Maren Witte

CONCLUSION

CONCLUSION

In conclusion, I would like to return to a word in Danielson’s vocabulary, a core
concept and reflection upon his positive and artistic approach toward Doris
Humphrey and José Limén’s work. This word—namely, humanism—is inter-
preted and assessed quite differently in the field of human sciences. What are
Danielson’s—and what were Humphrey’s and Lim6n’s—humanistic values?

/ “I can’t speak for Humphrey and Lim6n, but for me personally, human-
ism means looking at everything through the lens of a human being. It is
the lens of human experience, not a lens that takes scientific measurements
or shows how high the leg goes. First of all, it is about defining what move-
ments are, what breath is, what momentum is...and then being conscious of
the human experience. For example, “Why do we jump?’—because one thing
is certain, that we are going to come right back down! It is that thing about
the human being—striving and desiring to try out new things, and to explore,
and to search, and to live...”
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Anouk van Dijk Interviewe

FOR A DEMANDI

/ What techniques have you studie
influenced you? I studied at the Rotter
Academy, a contemporary dance school whi
Cunningham, and Limén were the main techn
taught, where we also had ballet six days a week.
several important teachers, but one really inspired
me to find my own method: Charles Czarny, a man wi
the sunshine on his face. He would go to the mirror
and kiss his own reflection. I found it very peculiar, being
seventeen, eighteen, but I also understood that this

man is very happy. He taught me, as [ now teach my
students, that as a dancer you have to come to terms with
yourself, love yourself—and do so rather sooner than
later because dancing is such a demanding profession.

A lot of my fellow students found Czarny’s classes
extremely boring because he would teach the same class
for weeks in a row, but for me it was an eye—opener.
Every day he chose a distinct topic that we worked on
exclusively—like breath, tension in the neck, parallel
position, musicality, weight, phrasing in the music. It was
endless. In Countertechnique, this conscious shift of
focus has become a very important facet.

/What happened after you graduated? After
my graduation in 1985 I went to New York and studied
downtown, midtown, uptown. Downtown was Move-
ment Research, where I took classes in Release Technique
and Contact Improvisation. Uptown, I studied tap
and midtown I took ballet classes. I just felt I needed more
knowledge.

Then, after contracts at Werkcentrum Dans and
De Nieuwe Dansgroep in 1988, I joined the Rotterdamse
Dans Groep. This company was going through a
golden era at the time: Stephen Petronio, Randy Warshaw,
Tere O’Connor, and Amanda Miller all did their first
commissioned works there, so I was really lucky. I was
in every piece, doing a lot of dancing. But I didn’t
know how to deal with it, stamina—wise. The mentality
of the company was: Do it all by will power. And
since I am physically a very strong person, I would get
injured because of over—powering, putting too much
strain and power on my muscles when I was tired. I got
really skinny, I didn’t know how to keep up eating
enough because I was so exhausted the whole time. So
then, it became like, ‘I have to find ways how on earth
to survive this career.’

still—I would
ink a lot of dancers who
are thirty-three or thirty-
they never learned to dose the
power and flexibi ey have in their bodies.
/' What changed in your dancing? It took me much
longer to find out what was helpful from Alexander
Technique than I had anticipated. Only when I gave up
trying did it suddenly click for me. I even remember
standing in the room with Tom’s hands on me, desper-
ately thinking, ‘Okay, I’ve tried it all, I understand
what the technique is about—but I just don’t get it.” So
I was standing there and decided to do nothing more
than repeat, in my head, after Tom: ‘Now let go of this
and this, Anouk, and widen that and that—with no
expectations whatsoever. And suddenly it worked. And
I remember thinking—very Dutch-like—Did I spend
all this money to find out it’s that simple, not expecting,
not doing anything?’

Of course it took me another year before I started
to find out how to use it in dancing. I remember the piece
I was in, the section, the music, the movement, when
I realized that what I was thinking was really working.
While I continued moving, I doubted I could still have
this Alexander—directing going on in my head while I was
moving full-out. I was afraid I would start to mark.
But I found that I could actually move with less energy.
By the end of the piece I was not nearly as exhausted
as I usually was. I realized, “This is really important, 'm
learning to apply the Alexander principles in movement!’
That was really a turning point.



“Why did you develop your own technique? I started
choreographing almost the same time I started to dance
professionally. In the beginning I choreographed on
my fellow dancers. Soon my work became too specific for
them and I realized that if I wanted this specific quality,
I would have to help them to find it.

In my early classes I made my first attempts to analyze
what I was doing and how to teach this. In 1993,
when I joined Amanda Miller’s Pretty Ugly Dance Com-
pany, I really went deeper into research on my own body.
The other dancers were always taking ballet in the
morning, but that was not very helpful for my body. So
one day I started to develop my own class, to find a
format that would keep me in shape while I was on tour.
One other dancer joined me, so that’s basically when
Countertechnique as a teaching method started.

I started by thinking about which exercises, from all I
had learned over the years, were good for my body.
The next question was: Why is this exercise working so
well for me? And then: Why is it working this way,
but not when I approach it that way? I started to basi-
cally analyze everything I had learned until then and
very soon I found I was doing something essentially dif-
ferent from other teachers.

/' What did you find? When I would teach movement
phrases, dancers would try to copy them and then
afterwards couldn’t walk anymore! So I started to ana-
lyze: “Why is it so different, what ’'m doing? The
movements I do seem to be very extreme on other bodies,
but they don’t feel extreme to me.” Since I could do

the movement just as easily on the right side as on the left,
it was not an intricate choreographic thing that only

felt good on my body. They were simply dance steps, but
with a different coordination and speed. One day
Michael Schumacher and I were doing partnering work
and he said to me, “‘When you bring your arms towards
me, send your pelvis away from me.” This created a

nice stability. From his remark, I started to think about
the concept that if the primary movement moves in

one direction, it doesn’t mean the whole body does—
another body part can actually be moving the opposite
direction so that the first part can move more in the
primary direction. With that in mind, I started to reflect
more consciously on my own classes. And I realized

that whether I was thinking from my fingertips, my whole
arm, or from a joint, the outcome was always the

same: Two things are moving away from each other.
Then I started to work with that principle.

/Why did you decide to call this a ‘technique’?
Sometimes people say, ‘this sounds like that special
training for basketball players that I saw on tv,” or, ‘it
sounds like that method for actors that was developed

in Brazil.” And probably it does! None of these thoughts,
taken by themselves, are completely new. When I

ANOUK VAN DIJK — COUNTERTECHNIQUE

explain about the kinetic logic of the weight going out-
side the central axis, and that by sending something
else the other direction you can stabilize yourself, it is a
physical law. This is nothing new. But to put these
different elements together and use it in dancing is defi-
nitely a new approach. And because the process to
accomplish this takes time, it has become a technique
that you need to study in order to master it. That’s
why I decided to call it Countertechnique.

/ Isn’t the term ‘technique’ in some ways
contradictory to what you are trying to achieve?
The word technique seems to imply a dogmatic
restriction, but it’s actually the opposite. Technique is
something that gives you tools, offers you possibilities.

I hear a lot of choreographers say that they denounce
technique or don’t use technique, but what do they mean
by that? The assumption seems to be that technique

can only restrict. But technique is something different than
kicking your leg up high or holding a shape, so people
need to rethink what technique is. Technique encompasses
different skills one can learn; these skills will add up to
the knowledge of your body, of yourself, and the choices
that you make—and will provide you with a range of
physical and mental possibilities. So technique is much
more than just the aesthetic outcome.

/What is your goal with Countertechnique?
Countertechnique stems from an interest in helping
dancers to have a less strenuous daily practice. It

is a really hard profession, and we have a lot of things
that work against us. The aim in Countertechnique

is to give dancers tools to make it lighter, to make stand-
ing on your legs, bending your legs, bending forwards,
falling, jumping, and so on, easier. Equally important is to
make dancers feel less negative about themselves, to
trust themselves, and have them be less judgmental on
how they are progressing.

/" How do you communicate that as a teacher?

A Countertechnique teacher needs to be interested in the
process of helping dancers and have compassion for

the fact that when a dancer makes mistakes, it is rarely
because of laziness or disinterest but mostly because

of misunderstandings or fear. In Countertechnique we’re
gentle, yet demanding. The aim is to get a wider range

in our movements, a bigger capacity in our bodies. But to
go beyond our limits and to stretch our possibilities,

we don’t need to forcefully push ourselves. We can achieve
this by thinking differently about our bodies and trust
the fact it’s actually possible that by using less power and
energy, we can create a greater effect.
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the early beginni
I decided that the
the same, with exercis
sional dancers we need t
rehearse and perform the w
you’re doing is interesting eno
want to be busy in class with pic
or choreography. Therefore I was
very early stage, to never develop a cla
choreographic material.

/8o the first part of all classes is exactly
We have, of course, more exercises than can fit i
the approximately thirty minutes, but a teacher pi
x amount of them so the progression within that time-
frame remains the same. In the first part there are
always elements that prepare for the rest of class, and
where exercises change every two or three days. All the
exercises have a clear purpose and a specific name,

and there is an entire rule system in how to choose exer-
cises for class. This one is for this, the other one for
that, and if you do more of this one, you do less of that
one. It might sound dogmatic, but the whole point is
that the exercises actually serve as a framework for the
dancers to free up their mindset.

/'How much has the teaching changed over time?
First, there were teaching exercises and movement phrases,
classes, and finding out that people could not do it.

Then it went through the phase of helping dancers find
out how to do it, figuring out why they could not do

it. Now we are in the process of breaking it down even
further. My main interest now is how we train com-
munication between our minds to our bodies, in move-
ment. And what effect does this have on understanding
and applying the principles of the Countertechnique?

/What ideas or images do you use in your teaching?
Countertechnique is a task—oriented approach: it is

not an imagery-based or sensory—input approach, which
is really distinctly different from, for instance, the
Muller Technique and Body—Mind Centering. We don’t
use imagery as a teaching tool because it doesn’t work
with our task—oriented approach. I am not going to teach
the sensations of what I am experiencing while dancing

to somebody else. I teach the process, the way into it, so
the dancers will have their own, personal sensations.

/ Are dancers able to relate to that? Some dancers
ask, in the beginning, whether they are allowed to

feel anything because they come from a background that
uses imagery as the source of inspiration to move.

And I say to them, ‘Of course you can feel, you are human
beings!” If one wants to use Countertechnique principles,
however, he or she should not start out with a fixed idea

person is
of him- or h

nce’s perception
is in the process of ‘doing’.
In the doing, a of putting up appearances
disappear. And i cer works from that, through that,
towards that, then movement always becomes more
interesting to watch. Always. And I think that’s the key—
the key to depart from and to aim for. It is both the
pathway and the goal.

/' How exactly do you accomplish that as a dancer?
In Countertechnique, only the process really counts.
Certain things you can only do in process, things are all
happening at the same time: You turn, and while you

do this turn, body parts go in different directions (head
makes a circle, right arm goes the opposite way, your
working leg is slowly unfolding), and you are also in the
process of falling horizontally from your central axis
and you change direction in space as well. Moving this
way, it is impossible to visualize or predict the out-
come. The only way it can work is to go into the process
of doing it. You cannot predict the end result; you
cannot control movement from one center or the body
parts are not able to operate independently of one
another. One can only let go. That’s why we say Counter-
technique is a very task-oriented way of learning

how to move. You are not judging yourself, or hiding
that you are judging yourself. You are just there

doing your thing: observing, making decisions, being in
the flow of the moment—all at the same time.



Y And how does that translate to your classes?
People who see the class for the first time, especially the
first half, might think it looks like Cunningham,

Limon, Release, even like ballet. We work, for instance,
on becoming aware of the space, aware of the people
around you, and aware of the trajectory of your weight,
your breath, and more—doing this while you do

plié, while you turn, while you swing your head, while
you détourné. We work on really seeing what is
around you, really sensing the floor underneath you, on
a very direct and immediate presence. This immediate
presence will lead into double presence, which leads into
scanning and working with directions and counter
directions. The movements and steps simply accompany
the dancers in this process—oriented way of observing
what’s happening, and in making decisions. That’s why
a format using the same exercise progression for the
first part of every class is so important; the class serves as
a skeleton. Within that skeleton, you can focus on

what you want to be working on.

/" How do you see the future of

the Countertechnique? We are, in a way, only at

the beginning. The formats on how to use it and in which
circumstances are in the process of development.

We teach in different places. We have a four-year rela-
tionship with Codarts/Rotterdam Dance Academy

to implement the Countertechnique into the curriculum
of all first, second, third, and forth year students. In

the beginning we only taught senior students, but our
experience showed that a dancer has to unlearn so many
things in order to be able to move in multiple direc-
tions—like having false assumptions about themselves,
fear, or being over—judgmental—a lot of things that

are basically in the way of just being here, so we thought
why not start in the first year so they don’t have to
unlearn all this? I am really curious what will result in
the next couple of years.

/' What background do people need in order to
teach this technique? At the stage we’re in now, the
people who teach this need to have a dance and an
Alexander Technique background. They don’t need to
be Alexander Technique teachers, but they need to
have studied it thoroughly. One has to be very smart in
analyzing what is happening in the body, and one
needs to understand the refined differences. This you
cannot learn in two years; it takes much longer.

/ What do you think has changed in the last years

in respect to technique in general? The whole
hierarchy has changed; dancers have become enormously
emancipated over the last twenty years. A dancer has

a different role in the creative process now, and bodies
have different knowledge. I am sometimes shocked,
however, to find wherever I teach in the world that people

ANOUK VAN DIJK — COUNTERTECHNIQUE

still have similar information in their bodies as twenty-
five years ago—very often not helpful to help improve their
dancing. That motivated me to really pursue the
development of this technique and to try to present it in
an accessible format. So I developed the Counter-
technique toolbox that, in the end, enables dancers to
work independently of a teacher. All this information
will eventually become accessible in the format

of a Countertechnique website, as well as a workbook
for dancers.

/ Are there new influences on the technique?

I am teaching more into the details of specific Counter-
technique skills, peeling back more of the layers, and thus
discovering more about the essence of it all; this leads

to interesting discussions with young and inexperienced
dancers, and leads me to think further about what

needs to be developed next. The other day I had a discus-
sion with a young dancer on what ‘thought’ is. Is
thought coming out of a feeling or an observation, a judge-
ment? Is it coming as a response, or is it an initiation?

If we are talking about directing your movement by think-
ing, for example, and I think, ‘I release my arm joint

and I take the weight from my fingers in space,’ is that a
thought or an image? Or is it the observation of

what is going to happen? Those are things that I find are
important to be able to clarify.

/ Language seems to play an important role. I found
that the language we use when teaching is crucial.

When something is being explained in dance, we all assume
we hear the same, but in practice most dancers interpret
what’s being said differently. I think this is a problem we
cannot completely solve in the dance world. What is
different in Countertechnique is that we specifically address
the communication problem so students and teachers

are aware of it and communicate about it. I want all
the teachers to really know why we do which exercise
when, and how, and why it’s there. And to share this grad-
ually with the dancers so they, too, deepen their under-
standing. Therefore a Countertechnique class is extremely
detailed. I want to use some sort of common sense lan-
guage that is least likely to be misunderstood.

/"What do you want to give to young dancers?

A smile, first and for all. That they trust themselves.
And that they feel confident to use their own mind. Not
as something rational, not as something holy, not as
something apart from the body. Your mind is your body!
That’s what I love about the Chinese character for

mind: Mind is heart, and heart is mind. I wish we West-
erners could express these two notions in one single
word because it says everything about how we are, in es-
sence, connected with ourselves.
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THE DIFFICULTY OF RUNNIN

On the ninth floor of the Codarts building in Rotterdam, Netherlands, the
first-year students at the Rotterdam Dance Academy prepared for their first
morning class. Like the day before, they were working with Anouk van Dijk,
Dutch choreographer and dancer, who, over the course of four weeks, would
introduce them to Countertechnique. As if by instinct, every dancer posi-
tioned him- or herself to face the mirrored wall on one side of the studio,
checking on their appearance. Anouk van Dijk began what she calls the ‘Prac-
tical Tools Workshop’ by breaking up the arrangement. She asked them to
find a position in the room, facing any direction. “You are here as a person,”
she said, “so be aware of your environment.” Although the frontal teaching
arrangement was, in fact, used for almost all Countertechnique classes for
practical reasons, the message to the students at this moment was clear:
Countertechnique is not about the shape of the body. The technique is not
concerned with how movement looks, nor does it deal with body part coor-
dination for the sake of shape.

So what, then, is it about?

After a couple of awareness exercises, Anouk van Dijk asked the students
to run through the room. Why not? None of them seemed to mind. On the
contrary, they had fun running past each other, brushing arms, feeling the
air, and spending energy. Indeed: Countertechnique is about the fun and joy
of moving and, eventually, dancing. The carefree running exercise, however,
raised some serious questions. What is it that one does when running? Learn-
ing how to run implies an understanding of weight distribution in space. No-
body thinks about this while running because it seems such a natural thing to
do. Students ran as they would in the streets—relying on habits. Their bodies
pushed weight into the floor to gain stability while sticking their necks out
and propelling arms forwards. Their running made a heavy thudding and
trampling sound, audible throughout the room. Their movement required
much strength and energy, and they quickly became fatigued.
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Van Dijk made suggestions: “Try being soft in the ankles.” “Try sending your
head above your spine.” “Catch up with your legs.” But this is easier said
then done and not everyone managed to apply the instructions. Integrating
the teacher’s suggestions into the way one moves would mean changing a
learned motor skill, and involve distributing weight differently in space. Few
of the dancers were able to change their thinking about running. Old hab-
its die hard. For those who caught a glimpse of what this could mean, the
movement appeared lighter, much more alert and freer, ready to take on any
direction. Countertechnique enables a dancer to use less energy for moving;
it makes one ‘available for movement’.

Without using the term Countertechnique or explaining its principles to
the students, Anouk van Dijk was already working with Countertechnique
principles in the running exercise. Running is a type of falling; the head falls
forward and forces the body to actively use its weight. If the students fol-
lowed the shift of weight from the head without allowing the legs to react,
they would fall over. To prevent falling over, almost all of them tightened
their muscles, i.e., gripped their bodies to maintain equilibrium, and ran.
Gripping, however, blocks movement; in order to move on, they had to
use more strength than necessary. Holding onto a center will also restrict
the ability to change direction, i.e., to move. Anouk van Dijk’s suggestions
encourage students to give up gripping in order to gain a flexible stability. If
the legs go downward, the trunk and head must go upward—if one actively
directs the head and trunk upward, space opens up for the lower body and
the legs. Following Anouk’s instructions, falling forward while moving up-
ward meant that running could be sustained for a longer amount of time;
downward force was relieved and the dancers were open for more and dif-
ferent movement.

Anouk van Dijk: “For every direction, there is always a counter direction.
Always.” After the first exercise, students already understood why the use
of a counter direction is effective. What this implies, and how one can work
with this principle, will be the topic of this text.

Countertechnique, or the effective use of directions and counter directions
in both the body and space, offers many possibilities for dancers. As exempli-
fied in the falling/running exercise, the core assumption of Countertechnique
is that when dancing, the weight—or the weight of a body part—falls out of

67



68

INTRODUCTION

the central axis. This weight becomes available for movement. In order to
neither collapse nor grip, a counter direction is called upon that will enable
freedom and help retain control while moving. The principles of Counter-
technique are based upon the body’s skeletal and muscular structure and the
relation to space. Countertechnique is not oriented towards an end-result; it
does not aim to help dancers develop a specific body image nor does it strive
towards an idealized form, shape, or aesthetic.

Countertechnique offers dancers a way of thinking about the body and
mind that supports training, rehearsing, and performing.

The core research team included Dr. Gerald Siegmund, professor of
dance studies at the Justus Liebig University, Giessen, Germany; Anouk van
Dijk, artistic director of anoukvandijk dc in Amsterdam; and Nina Wollny,
artistic assistant to Anouk van Dijk and dancer in the company. Jerry
Remkes, managing director and dramaturge of anoukvandijk dc, made valu-
able contributions. The first meeting of the core group took place on Sep-
tember 22-23, 2009 in Berlin. From December 18-20, 2009, one session
of Countertechnique Teachers Training (CTTT) took place in Anouk van
Dijk’s studio in Amsterdam, Netherlands. During the three days, general con-
cepts of Countertechnique and teaching strategies were discussed. Anouk van
Dijk’s workbooks for dancers and teachers were used as reference. The team
met again from January 4-8, 2010 in Rotterdam, Netherlands, where Anouk
van Dijk and members
of her company had a
four-week teaching en-
gagement at Codarts/Rot-
terdam Dance Academy.
During these four weeks,
first-, second- third- and
fourth-year students were
familiarized with Counter-
technique principles.
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Codarts/Rotterdam Dance Academy has asked Anouk van Dijk to be direc-
tor of a test program from 2009 to 2012. During this time, she has, and
will, continue to research how Countertechnique can be implemented into
a four-year professional dance education curriculum. The second-year stu-
dents served as the school’s first test group and had begun Countertechnique
the year before; it was evident that they had experience. Teaching formats
included Countertechnique workshops as an introduction to the principles
(Practical Tools Workshop), regular Countertechnique classes, and partner-
ing workshops. Apart from Anouk van Dijk, the teaching team consisted of
Nina Wollny, Philipp Fricke, Jack Gallagher, and Birgit Gunzl, and was as-
sisted by Peter Cseri. The aim of this residency is to develop a way in which
Countertechnique can be integrated into a dance education syllabus as well
as to further develop the technique’s teaching strategies.
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HISTORICAL CONTEXT

TIME, PLACE, AND
SOCIO-POLITICAL CONTEXT

Countertechnique emerged in the 1980s, in the context of
the independent dance scene in Holland. It was developed
by Anouk van Dijk, who was trained at the Rotterdam
Dance Academy (from which she graduated in 1985).
“Since the 1970s in Holland, cultural policy became an
increasing part of the government’s welfare policy. The
benefit and relevance of culture to society as a whole be-
came a priority, notably in terms of cultural participation.
The social role of culture was perceived on both the levels
of social class and geographical spread.”” The Dutch na-
tional arts—funding system (which considers project-based
grants for independent artists as well as supporting large
institutions), allowed Anouk van Dijk to fully concentrate
on her artistic and choreographic work when she started
her company. In 1996, she received her first grant to cre-
ate an evening—length piece. “The funding was enough so
I could survive for a few months and hire a small group
of dancers,” she remembers. “In the mornings I would
organize a dance training for my dancers and afterwards
we would research and create.” This way of working was
different from how independent artists worked in the U.S.
There, choreographers had to teach to support themselves
and their artistic work, and used classes to generate move-
ment vocabulary for choreographies. Because of the fund-
ing Anouk van Dijk was able to concentrate on class ma-
terial as such, and began to develop it according to the
dancers’ needs. “I thought, what would be the best way to
prepare our bodies and minds for rehearsal?” says Anouk
van Dijk. She and elaborated by adding questions: “What
did all other training methods teach me? What works?
What’s missing?” To understand Countertechnique, it is
important to note that it is neither a movement style nor
does it presuppose a certain aesthetic; it is a daily training
method that helps the dancer prepare for his or her pro-
fessional life, whatever style or aesthetic might be called
for. It supports dancers by encouraging them to take more
responsibility in their personal growth as an artist.
Countertechnique tools can also be applied in partner-
ing work, in creating choreographic material, for improvi-

1 www.culturalpolicies.net/web/netherlands. 2 See Christy Harris: “The Influence of the
Alexander Technique on Modern Dance Aest-

php?aid=1 (access 20.01.2010)

sation, and in performance. The technique continues to
evolve with Anouk van Dijk’s ongoing analysis, and is
based on her evaluations of over twenty years of experi-
ence as a professional dancer. Although she began teach-
ing in 1987, it was only in 2002 that she began consider-
ing Countertechnique as a coherent system of interrelated
physical and theoretical principles that could be integrated
into a specific training method. From 2006 onwards, the
implications of the practice were translated back into a
theoretical framework, resulting into two workbooks: one
is for dancers, one for teachers. Both are updated annually.
Thus the knowledge is being transferred and continues to
be tested and evaluated by a growing number of teach-
ers. Countertechnique is a relatively new technique, and
its scope is still developing.

BACKGROUND:
BIOGRAPHIES AND ENVIRONMENT

As a student at Rotterdam Dance Academy, Anouk van
Dijk, like most contemporary dancers of her generation,
also trained in ballet for strength and coordination. At the
time, ballet training served the needs of many choreog-
raphers working in Holland. In addition, the RDA cur-
riculum included modern techniques like Cunningham,
Graham, and Limén.

Before joining De Nieuwe Dansgroep in 1986, Anouk
van Dijk went to New York to explore the booming dance
scene in Manhattan. There she concerned herself with
contemporary techniques such as Contact Improvisation
and Release Technique (both developed in the 1970s), as
well as with tap and jazz. Returning to the Netherlands,
she met Nina Wiener, who taught classes and workshops
and strongly influenced the work of De Nieuwe Dans-
groep and its artistic director, Jacqueline Knoops. Whereas
most Release work began on the floor in order to help
discover natural alignment, Wiener worked on alignment
while moving through space and by consciously shifting
weight at the same time.

Several years later, Anouk van Dijk left De Nieuwe
Dansgroep to join De Rotterdamse Dansgroep. In 1988,
this Rotterdam—based company commissioned young chor-
eographers unknown at the time in Europe, like Randy
Warshaw and Stephen Petronio, both of whom had
worked with the Trisha Brown Dance Company (until
1986 and 1987 respectively). Both used Release Technique
fundamentals. Petronio was of particular importance to
the Dutch dance scene at the time because he worked with

3 See Gerald Siegmund: William Forsythe —
Denken in Bewegung. Berlin: Henschel Verlag,

hetics”. Movement Research 19 (Fall/ Winter 2004.

1999), 18/19.

4 Cf. Alva Noé: Action in Perception.
Cambridge (MA)/London: MIT Press, 2004.



movement isolation before it became popular in Hip Hop;
he isolated individual limbs and sequenced their move-
ment rhythmically. Anouk van Dijk began choreograph-
ing at this time and was also introduced to the Alexander
Technique, which has served as an inspiration for various
Release Techniques and subsequently became a major in-
fluence on Countertechnique.?

Amanda Miller was still a member of Ballet Frankfurt
when she created her first piece, Brief, for the dance
company De Rotterdamse Dansgroep in 1990. Amanda
Miller’s influence (whose Pretty Ugly Dance Company
Van Dijk would join as a dancer in 1993) opened up a
new and specific way of working with spatial references
to Van Dijk. Since the mid-1980s William Forsythe had
been experimenting with Rudolf von Laban’s models for
spatial orientation of the moving body. Laban, a German
choreographer and dance theoretician, placed the upright
body inside a cube, with nine points equally divided on
each side. This allowed for twenty-seven points in space
towards which movement can be directed. The forty-five
degrees between each direction compose the nine point
cube, a useful spatial matrix for dancers that facilitates
clear and observable direction changes. Using Laban’s
cube, William Forsythe developed a way of destabilizing
the body by multiplying the number of cubes the body
can operate inside of.*> Miller used this model for her own
aesthetic purposes.

Triggered by Nina Wiener’s work on shifting weight,
by attention—directing ideas borrowed from the Alexander
Technique, and by Forsythe’s and Miller’s Nine Point
Technique, Anouk van Dijk explored the space between
going to the floor and reaching higher levels until she suc-
ceeded in finding a state of balance in between. Going to
the floor and up again was no longer the only possibility.
On the contrary, by distributing weight in space, any di-
rection in the body and its counterdirection could be used
simultaneously to explore all twenty-six directions. More-
over, a multidirectional use of the body—i.e., not only
up and down but also forwards and backwards, left and
right, and rapidly changing between these directions—was
now possible.

RELATION TO OTHER ART FORMS

Countertechnique works within the parameters of the
dancing body. Anouk van Dijk did not consciously seek or
use forms, concepts, or any related discourses from other
art forms.

ANOUK VAN DIJK — COUNTERTECHNIQUE

RELEVANT THEORETICAL
DISCOURSES

The implications of Countertechnique go beyond physi-
cality. Countertechnique increases dancers’ awareness of
both their bodies and the space they occupy; dancers ex-
amine the space around them and the details of the room
as well as other dancers to promote awareness of what
they are doing and how the actions of others influence
their own actions. Countertechnique hones an individual’s
ability to relate to their own body as well as to other danc-
ers in the space—which is always a social space. Dancers
thus develop an openness towards situations; they learn to
be prepared, to be ready, and to shift awareness quickly.
Such awareness has implications for social life: It touches
upon the relationship of individuals to groups and how
societies cohere. Awareness always operates on those two
levels: shifting rapidly between what is happening outside
the body to what is happening inside the body, and vice—
versa.

It is significant to note that Countertechnique follows
a non-essentialist and pragmatic approach towards vari-
ous dance styles and methodologies; it may be considered
a post-essentialist method and, as such, it builds upon
already existent techniques, uses knowledge provided,
develops the ideas further, and applies them so different
movement qualities can become available. It is a modular
system that focuses on efficiency and individual learning
skills. One may therefore make a connection between the
developments of Western societies after the fall of com-
munism and the ways these societies restructured their
respective fields of knowledge in a non-hierarchical way.
Countertechnique opens interesting routes for thinking
about the relation between the physical constituents of
human perception and movement. Cognitive philosophers
like Alva Noé hold that perception is actually based upon
acquired movement patterns, so one can say that there is
no perception of meaningful forms without prior knowl-
edge or experience of physical spatial orientation.*

CURRENT PRACTICE

Countertechnique is a registered trademark; both the
classes and the system of principles can be taught only
with Anouk van Dijk’s approval. Current teachers are
Anouk van Dijk, Nina Wollny (her artistic assistant), and
the core members of her company: Birgit Gunzl, Angie
Miiller, Philipp Fricke, and Peter Cseri. The main place
to study Countertechnique is at Rotterdam Dance Acad-
emy. There, over a four—year period, it is taught at all
levels in four-week intensive blocks. Several other insti-
tutions, such as Henny Jurriéns Foundation and ArtEZ
Dance Academy, offer Countertechnique classes on a less
frequent but regular basis. Apart from this institutional
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affiliation, dancers of Anouk van Dijk’s dance company
use Countertechnique both when teaching and giving
workshops, and when they perform in Van Dijk’s or other
choreographers’ pieces. Also, several former company
dancers and teachers in different countries have adopted
many Countertechnique principles in their teaching, some
of whom also have an official Level I (basics) certification,
which was achieved by participation in the Countertech-
nique Teachers Training (CTTT).

INDIVIDUAL APPROACH

Many dancers and choreographers who have studied
Countertechnique apply the principles to their regular
training and rehearsal processes. This is possible because
Countertechnique is not a style but, rather, consists of or-
ganized and pragmatic information that provides a means
to work with the body efficiently. Ideally, every Counter-
technique student should become his or her own teacher.
In order to achieve this, Anouk van Dijk has developed
what she calls a ‘toolbox’. This toolbox contains the es-
sential theoretical information needed to understand and
apply Countertechnique. It is a virtual cabinet with six
drawers, each of which contains a different aspect of the
technique: Basic Principles of (Counter) Directing; Direc-
tions and Counter—Directions; Physical Parameters; Men-
tal Parameters; Body in Space; Basic Facts of Anatomy.

The toolbox provides answers to the following three
questions: 1) Why do I use (counter)directing? 2) What are
the possibilities of (counter)directing? 3) How do I (coun-
ter)direct effectively? (For a more detailed description of
its content, please refer to the end of chapter: Understand-
ing the Body/Movement.) These topics provide dancers
with an overview of available information; any informa-
tion can be used at any given time, there is no hierarchy.

Countertechnique offers dancers a way of thinking
about the body and mind in relation to movement that
supports training, rehearsing, and performing. Be it in a
ballet class, in a contemporary class, in rehearsal, or while
performing—dancers can utilize the principles. By creating
a frame of mind that allows movement to happen, Coun-
tertechnique helps dancers to lose anxieties and fear of
failure; they will dance more freely. Dancers who have lost
this fear prove, in practice, to be more open to movement
and to have better access to their instincts. Their bodies
are not working against them.

RELATION TO OTHER DANCE AND
MOVEMENT TECHNIQUES

Countertechnique aims to change the way dancers per-
ceive and think of themselves and what they do. This
makes Countertechnique not only a physical technique
but also one with a strong theoretical component. In the
basic assumptions that physical and mental activities in
humans are connected, Countertechnique is related to
Alexander Technique and other somatic practices. It shares
the belief that the way a person thinks about the body is
directly reflected in the way the body moves and behaves;
both Alexander Technique and Countertechnique assume
that dancers often house many wrong assumptions about
anatomy and physiology. Changing the way of thinking
about the body and its movement potential will actually
change the way a person moves. In this respect, Counter-
technique also aims to undo habitual movement patterns a
dancer has acquired in favor of a healthier, or better, way
of moving. Countertechnique is also related to Release
Techniques that work to actively remove obstructions
in the body’s organization. Countertechnique shares the
goal of creating space inside the joints in order to realign
limbs and the body’s position in space. In contrast to other
Release Techniques, however, Countertechnique does not
refer to the floor and gravity as a main reference point for
the body in space, nor does it refer to a core center in the
body. Instead, Countertechnique works from the principle
of directing and counter—directing while performing eve-
ry movement, consequently, in relation to space, weight,
joints, muscles, and the mind.

In summary, one can say that Countertechnique is a
combination of alignment-work practices based on prag-
matic anatomical knowledge and a strong outgoing sense
of moving into space. Interior space in the joints is made
available by emphasizing exterior trajectories that help re-
distribute the body’s weight in space. Emphasizing spatial
trajectories, it becomes easier to have more freedom in the
joints. Using a counter—direction helps maintain freedom
and balance in movement; it enables the distribution of
weight without falling down, holding on to a center, or
gripping. This principle is applied consistently and con-
sequently in every movement, hence the name: Counter-
technique.
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UNDERSTANDING THE BODY

Countertechnique has a holistic understanding of the body.
Mind and matter, thinking and moving are intricately re-
lated and influence each other, as in Alexander Technique.
Building on William Forsythe and Amanda Miller’s work
on spatial orientation, Countertechnique also systematizes
how one thinks and directs energy in space. It looks care-
fully into the use of a dancer’s energy, and the implications
for daily training, rehearsal, and performance.

The Countertechnique ‘body’ can be described as a
three—dimensional body that takes all spatial levels and
planes into consideration. In Countertechnique the no-
tion of space is therefore an extremely dynamic concept.
Countertechnique views the body as essentially a multi-
directional and traveling body that can move in several
directions at the same time. It thinks of the body as a vol-
ume; this volume consists of space and occupies space,
which it produces and transforms at the same time. Since
there is no predetermined ideal image of the body, the way
the body looks is unimportant. The engagement in a proc-
ess of thinking multidirectionally, along with rethinking
assumptions about appropriate movement
execution, will eventually affect the danc-
er’s use of shape.

Body weight is not considered to have
an objective value, rather to be the result
of varying individual energy relations in
time and space. A dancer’s body may ob-
jectively weigh sixty kilos, but if the dancer
distributes this weight in space by coun-
ter—directing when doing partnering work,
it will look, feel, and therefore be much
lighter. If this principle is taken seriously,
it can be concluded that our ability to di-
rect energy transforms not only our body’s
physical shape and spatial orientation, but
also its weight. The body is not primarily
understood as consisting of fixed particles
or of matter with a specific density, rather
as one that is brought into being by the
constant transformation of energy that, in
turn, transforms the body’s physical shape
and spatial orientation. The Countertechnique body finds
stability in vectorial trajectories of energy that counter-
balance. In class, the body finds support within itself by
standing center floor and not, as in ballet, by using a barre.
The body is centered and de-centered at once, finding sta-

bility only if it is expanding in space and sending energy
into two directions simultaneously.

As a result, the most important concept is that of a
body without a center. Rather than thinking from a physi-
cal core, Countertechnique views the body as a bundle of
energy lines that are constantly reconfiguring. These lines
operate above, under, and across an absent core to find
stability only in a momentary orientation and relation to
each other, which means constantly acknowledging the
weight of different body parts, countering that weight
with other body parts, and thus creating a weight flow in
which balance is ever—changing. This continual (re)align-
ment of body parts takes place even in minute movements,
meaning the body is constantly in negotiation with itself
and its environment.

Practical anatomical knowledge is crucial for an un-
derstanding of Countertechnique. Understanding how the
joints work will greatly influence the effectiveness of the
dancer’s movement. By directing the constituent parts of
the joints away from each other, the body’s volume is in-
creased, allowing for a different movement articulation.
Because movement is articulated in the joints, opening the
joints up allows for possibilities of re-joining, or recon-
necting, the body in relation to itself and the space sur-
rounding it. Countertechique makes it much easier to both
isolate body parts and move them in sequence, which re-
sults in an increased range of motion as well as in more
refined coordination. This opens up the potential for more
creative ways of moving.

Although there are no gender-related exercises in
Countertechnique training, women may find certain
aspects—like widening the pelvis or lengthening the ham-
strings—easier to do than men. This is due to different
bone and muscular structure. This difference, however,



does not reflect any value or judgment on the quality of
movement or body. Movement in Countertechnique there-
fore has no gender specificity.

In class, music is used primarily to enhance the joy of
dancing and to create an agreeable working atmosphere to
help reduce the pressure of having to achieve something.
This open and comfortable environment is an important
starting point that enables the dancer to stay available and
open to movement. Percussive music, when used, is pre-
ferred either with a live percussionist or a pianist using a
distinctive percussive approach. Most of the time, how-
ever, contemporary pop and r’n’b music is used. This is
music most dancers know, are familiar with, and like to
dance to. Usually, music is not used for basic exercises.
As a rhythm often helps dancers structure and memorize
steps, different meters with different accents are used for
chosen exercises or combinations.

Certain physical parameters such as popping, i.e., re-
leasing unnecessary tension in the major joints, or work-
ing on horizontal falling, i.e., releasing the weight in space
so that it is easier to direct body parts away from each
other, are explored more easily with music. It is, however,
important to note that learning movement combinations
is not the aim of a Countertechnique class; combina-
tions serve as a framework within which dancers work.
Other key elements from the toolbox, including some of
the mental parameters, can be worked on without music.
This means that music is not intrinsically needed for and
related to Countertechnique.

INTENT

The intention of Countertechnique is not to produce a spe-
cific aesthetic, nor does it strive for form. Instead, Coun-
tertechnique focuses on using an individual’s movement
potential to the maximum in a physically and mentally
healthy way. The principles can be applied to almost any
movement style, from ballet to Contact Improvisation. On
a practical level, using it takes pressure off the dancing
body. Since the principles of the Countertechnique move-
ment system facilitate movement, this may be valuable
foremost in performance.

During Anouk van Dijk’s teaching period at Codarts,
practicing Countertechnique was conducted in two phases.
For students unfamiliar with Countertechnique, a Practi-
cal Tools Workshop was taught for up to two weeks. After
this workshop and the introduction to basic elements of
Countertechnique, the actual classes in Countertechnique
were taught.

In class, exercises were developed for training purposes
that, on first glance, seem to include much material from
existing movement vocabularies: the basic bending, fold-
ing, reaching, and rotating are found in many forms of
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dance, be it ballet, Cunningham or Limén, or even Re-
lease Technique. What has been re-evaluated, however, is
the order and approach to such basic movements. Anouk
van Dijk analyzed their essence and added small, effective
exercises to help find, as she says, the most efficient and
yet safe way of rotating a leg or an arm. Apart from that,
she developed specific traveling exercises wherein falling
horizontally through space helps dancers use counter—di-
rection in an organic way.

Using these movements and combinations as ‘empty
shells’, the dancers can focus on applying the principles of
Countertechnique. Continued training will change the ini-
tiation of movement from inside the body, how the dancer
experiences the movement, and what the movements
eventually look like (less inhibited and more personally
engaged). The result might appear subtle, but for a dancer
it can make the difference between hating and loving the
same movement. To give an example: a dancer often exe-
cutes a tendu with too much gripping. If he or she wants to
move on, the applied muscle tension blocks further move-
ment, meaning the dancer must activate a lot of energy in
order to garner momentum. Alternatively, a dancer can
execute a tendu by counter—directing. This implies that
he or she moves the tendu leg forward and down while
the trunk goes backwards and up in space, simultane-
ously maintaining width in the trunk. The body thus finds
stability by extending beyond its sphere, using less force
and energy and thereby making it easier for the dancer
to continue moving. The tendu is, technically speaking,
still a tendu that might be seen in any ballet performance,
but the dancer will find it easier to execute it, with an in-
creased range of rotation in the legs and a stronger, freer
upper body that is ready to change direction at any given
moment.

By finding a healthier way to execute movements,
dancers can also enjoy a longer professional career. On
a fundamental level, one could argue that Countertech-
nique champions a dance culture that is less exploitative
of its dancers. It helps dancers cope with the daily stress of
training, rehearsal, and performance without losing their
scope of movement and, most importantly, as Anouk van
Dijk insists, their joy of dancing. The quality of Counter-
technique training does not lie in the successful execution
of a movement phrase or the perfect imitation of an image;
ideally it engages the dancer in a thought process that en-
ables him or her to train on one’s own.

As described by Anouk van Dijk, the physical body in
Countertechnique is purely relational; the body has no
core center. It has a dynamic system of vectors that cre-
ates energetic volumes. Within that system, even the most
subtle movement of a body part (like lifting an arm), will
take weight away from the central axis, thus redistributing
body weight in space. Countertechnique enables the body
to execute spacious dynamic movement. In other words: If
you want to move big, Countertechnique helps you to do it.
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Although Countertechnique, as Anouk van Dijk sees it,
does not favor a specific understanding of art, it lends it-
self to a strong, energetic, and outgoing movement aes-
thetic. The preoccupation with space explains its associa-
tion with ballet—a technique not averse to big lifts and
dynamic diagonals. But whereas a ballet dancer’s body
is centered and derives its presence from posture, bodily
presence in Countertechnique is determined by the ab-
sence of a fixed center.

The heightened alertness that is typical for dancers
trained in Countertechnique stems from the need and abil-
ity to be in at least two places at the same time, both men-
tally and physically. Dancers have to think and focus on
direction as well as counter—direction, thus dividing their
attention. To that, the dancer must be attentive to other
moving bodies and, of course, the space, and the room.
Thus the dancer must operate simultaneously internally
and externally. A body dealing with this double presence
is always actively scanning and processing information,
ready for interaction in the here and now, making choices
and decisions.

An outside observer can actually see the dancers en-
gaging in this interactive personal dialogue, which grants
them a natural presence even when performing complex
choreographic material. In Anouk van Dijk’s opinion,
the most important outcome of Countertechnique is that
it provides tools to create a stronger stage presence, and
more freedom to engage in the moment of performance,
both physically and mentally.

Matt Bade, student
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UNDERSTANDING

THE BODY/MOVEMENT

PREREQUISITES

Anouk van Dijk developed Countertechnique over time,
on a day-to-day basis with contemporary and ballet
trained professionals who needed a more balanced mus-
cular training. The idea is to expand physical capacities by
deepening the mental understanding of physical processes.
Since Countertechnique helps dancers to think differently
about their bodies and movement capacities, an educa-
tional background or some knowledge of body awareness
techniques is helpful. Anouk van Dijk’s study of Alexander
Technique influenced the development of Countertech-
nique, thus experience in Alexander Technique is helpful.
Dancers who have studied Alexander Technique under-
stand the connection between mind and body; they are
aware that thoughts can influence the body and the way it
moves. They are already familiar with certain anatomical
facts such as exact joint location. This information helps
the informed dancer efficiently direct and counter—direct
movement into space. Most importantly, however, experi-
ence in body awareness techniques changes the students’
frame of mind; it shifts their attention away from an ideal
or a goal that is to be achieved and allows them to fo-
cus on process. “It is not important how it looks. What
is important is whether it makes more sense to you,” says
Anouk van Dijk.

In general, those students or dancers who are ac-
customed to working on their own projects, to making
choices, and taking responsibility for their work are the
quickest to pick up the principles of Countertechnique;
their learning attitude is more conducive. Whether or not
dancers have a strong technique or have already attained
a certain level of strength is not of primary importance,
the information gained by studying Countertechnique will
help them build strength and coordination in a healthy
way. That said, certain physical characteristics can influ-
ence the learning path in a positive way. Dancers who have
deep hip flexors, supple shoulders, and a deep plié will
find it easier to create and use the space in their joints
for directing and counter—directing. Apart from that, it is
helpful to have muscles that are both flexible and strong.
Anatomical attributes, however, are only as good as what
one does with them. Having an inquisitive mind and an
analytical eye for picking up movement, as well as the
ability to structure and process abstract information and
actively access it, are helpful mental skills for dancers who
work with Countertechnique.

ANOUK VAN DIJK — COUNTERTECHNIQUE

Analytical thinking is utilized in a practical, down—to—
earth context. Dancers should trust their instincts and
their joy of risk—taking, and simply see what happens, i.e.,
go with the flow and see where the movement tasks lead.
If the situation in class becomes too tense, Anouk van Dijk
holds up the image of a bright yellow smiley. Her saying,
“Fuck it. It’s just dance,” might sound like blasphemy to
some, but it helps take pressure off dancers and reduces
fear. The dancers shouldn’t take themselves and what
they do too seriously. If they are stuck on an exercise or
a movement phrase, or even with the Countertechnique
information, they should just smile, drop it, do something
else, and come back to it later refreshed.

Yorrith de Bakker, student

Whereas the ability to structure and process information
is helpful in the learning process, the most essential mo-
tor skill for Countertechnique is coordination. Coordina-
tion implies both the physical coordination of body parts
as well as the coordination between mind and body that
directs and counter—directs movement in space. If danc-
ers have good coordination, other motor capabilities like
endurance or speed will follow. Dancers are able to move
faster when their directions are clear, they will utilize less
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strength if they learn how to use the space inside the joints
instead of blocking them with too much tension. As a re-
sult, the dancer will have more endurance.

Initially dancers are apt to associate the extreme spatial
range of movement in a Countertechnique class with hard
work; in the first classes they often use far too much un-
directed strength, leading to exhaustion and muscle pain.
As they learn more about the principles, they understand
that extreme spatial range is achieved by coordination of
weight in space through clearly directed thoughts, an ef-
ficient use of the body’s anatomy, and by always provid-
ing a counter—direction to each movement. This way the
movements are lighter and less exhausting. When applying
Countertechnique principles in daily training, combined
with rest between sessions for the body and mind to adapt
to the new information, coordination will improve—and
other motor skills will follow.

Sven Bahat, student

As Countertechnique’s goal is improved functionality
and efficiency, as opposed to an aesthetic that only people
with specific anatomical dispositions can meet, studying
it teaches students how to use natural capabilities to their
fullest potential. Training can be individualized to meet a
student’s needs.

A core element in Countertechnique is called scanning.
Scanning means that dancers actively observe their own
physical and mental state, and consciously access ‘draw-
ers’ from the Countertechnique toolbox that enable them
to work on specific problems as well as on their dancing in
general.® In the beginning, teachers introduce basic infor-
mation from and about the toolbox. Next, they help stu-
dents to make a simple choice between two components.
Beginning thusly, students learn by actively applying only
a limited amount of information. Once dancers are more
advanced in the technique, they can begin to use the tool-
box independently. By actively scanning one’s own body
and deciding which tools are needed, the toolbox provides
orientation for an individual’s learning process. Anouk
van Dijk believes that dancers should ultimately become

5 See chapter “Historical Context”,
“Individual Approach”.

their own teachers: Reaching one’s own fullest potential
means taking an active and personal role in the ongoing
learning process that spans a dancer’s entire career. Some
dancers are naturally faster, others are naturally stronger,
and still others are naturally more coordinated—but all
this is beside the point. If dancers with a good understand-
ing of the basic principles of Countertechnique need to
become faster in a specific movement, they have the tools
that will help them to actually become faster. This holds
true for all motor skills. What one sees, in the end, are
dancers who are ‘in the moment’, applying their whole self
to technically challenging movement.

Fem Has, student

Countertechnique tries to create more space and freedom
of movement inside the body, especially inside the joints.
Very flexible dancers may hurt themselves when work-
ing on this if they are not yet strong enough to support a
wider range of movement. Dancers who are hyper-flexible
might need additional strengthening exercises to prevent
joints from dislocating. Dancers who have built up much
muscular strength, on the other hand, often find it helpful
to take Alexander Technique lessons to soften. Alexander
Technique is not concerned with working on movement
but with the state of the body as such. As a body aware-
ness technique, it focuses on how people are misusing the
natural state of their body and aims to help the unlearn-
ing, inhibiting obstructive or harmful habits and patterns
in order to regain freedom. In Alexander Technique, re-
leasing movement inhibition and directing the body can be
experienced in a pure way, which can help Countertech-
nique students in understanding what reducing unneces-
sary tension really means. Countertechnique incorporates
principles from Alexander Technique, and propels them
into action.

Especially during the first couple days spent practicing
Countertechnique, students might feel sore. Since Coun-
tertechnique goes against acquired habits of initiating and
controlling movement, the full range of exercises in class
can cause pain in the lumbar area due to increased pres-
sure and lack of use of a counter—direction (which would
take away the increased pressure). In the third part of the
class, extreme upper body and head movements are com-
bined with refined leg—work so that with every movement,
the true weight of the limbs is acknowledged. Apart from
that, the movement combinations require a lot of bending
and folding in the hip joint. Some dancers don’t use the hip
joint to its full potential; they perform the necessary move-
ment by bending the lumbar spine instead. So, the reasons
for pain in initial phase of practicing Countertechnique
are twofold: First, the dancers are not yet strong enough,



which creates pressure on the psoas muscles, the sides of
the back, and the lower region of the spine and, second,
some dancers do not use the joints’ full movement poten-
tial and compensate by moving other body parts.

This was apparent during the second day of Anouk
van Dijk’s residency at Codarts in Rotterdam. The sec-
ond-year students were
sore from class the day
before. Instead of pushing
them through another set
of exercises, Anouk van
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should move. The body is divided into arms, legs, head,
and trunk; the word ‘torso’ is not used because no clear
anatomical definition of ‘torso’ exists.

Countertechnique teachers refer often to the sit bones
(not to be mistaken for the tail bone). Working with the
sit bones is functional for various reasons: The sit bones

Dijk took the time to ex-
plain possible reasons for
their pain and to review
what she calls some ‘basic
facts of anatomy’: Where
is your hip joint? Where
does your arm connect to
the shoulder? Where is the
head/neck joint located?
This  questioning  helps
students understand how
movement happens in the
joints. After that, a series
of simple head rolls helped
them experience and un-
derstand the principle that
the head goes forward and up in space and not backward
and down. Anouk van Dijk chose to explain anatomical
details of the head/neck joint to help students change their
perceptions about how the head moves in space. “Allow
that everything in your body can move. Widen between
the shoulder blades and the back, be easy in the knee
joints, soften your ankles. Allow the head to move into
the space above you.” In this way, pressure was taken off
the neck and back area, and movement became lighter and
less painful.

MOVEMENT CHARACTERISTICS
AND PHYSICALITY

The principle of directing and counter—directing body
parts away from each other enables dancers to achieve
a more effective and overall control of their movement
without gripping muscles and blocking further movement.
As a result, alignment is achieved by continuously send-
ing body parts away from each other and into the space
outside the dancers’ kinesphere. While moving, the body
parts’ relationship with each other changes constantly. It
is therefore necessary for the dancers to continually direct
and redirect body parts to keep the dynamic balance func-
tioning. This means that all body parts are active most of
the time.

Anouk van Dijk is very particular in designating body
parts, which helps students to be clear about what they

are the lowest part of the pelvis and there are two of
them, implying dancers can move them away from each
other, which helps to widen the pelvis. This designation
already includes possibilities for movement, directing, and
counter—directing. Furthermore, the hamstrings, which
are attached to the sit bones, can support and initiate
many leg movements—be it jumping or rotation. Know-
ing where the sit bones are—“Lower than you think they
are,” as Anouk van Dijk says with a smile—is a good start
for finding a more efficient use of the hamstrings.

A dancer needs anatomical knowledge to understand
one of the basic ways of directing and counter—directing,
which Countertechnique terms distance. Distances always
refer to the ends of two chosen body parts that move away
from each other. There are longer or shorter distances in
the body, for example the distance between the head and
the sit bones (long), or the distance between the pubic
bone and sit bones (short).

To move, dancers need to engage joints, bones, and
muscles alike. As Nina Wollny puts it: “The movement
happens between the two bones that together form a joint.
The muscles make movement happen.” Therefore, when
seen from inside the joint, two bones are moving away
from each other. Here, another technical term comes into
play: point of view (POV). In order to create more space
in the joint (which enables more movement), dancers can
temporarily adopt a joint’s point of view. The point of view
will determine in which direction the bones will be sent.
Bones attached to the chosen POV joint always move away
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from the joint (i.e., away from each other). So, envision
stretching up from the lowest moment in a first position
plié: seen from the hip joints’ POV, the pelvis moves up-
ward, and the femurs move downward. From knee joints’
POV, however, the lower legs move downward and the
femurs are moving upward. Hence, the direction in which
a bone is seen to be moving is always relative to the joint’s
POV. When solving a technical problem, shifting the at-
tention to a different POV can be very helpful; often even
a slight change of direction in the body can mean better
alignment.

Understanding that all body parts are active most of
the time, and that two things always move away from
each other, means there is a specific way of coordinating
the direction and its counter—direction to achieve and ac-
cess a dynamic balance. Anouk van Dijk calls it sequen-
tial thinking, meaning the counter—direction is engaged
slightly prior to the obvious direction. The counter—direc-
tion is always the less manifest direction of the two. The
logic behind sequential thinking is to achieve a connected-
ness in moving. Since gravity tends to pull the entire body
down and thus limits the creation of space and mobility
inside the body, sequential thinking helps the dancer trick
gravity. Stretching up from a plié works better when the
head moves upward first, granting space for the legs to
unfold downward. Instead of thinking that the legs initi-
ate the stretching action out of plié, one must first indicate
an upward direction for the head. Or, in a different situa-
tion, this can be reversed. For example: if the upper body
rolls upward (returning to upright) from a curved posi-
tion during the plié at the same time the legs are stretching
upward, then the legs should lengthen downward slightly
prior to the upper body rolling up—thus providing stabil-
ity, especially when the legs are rotated outward. Although
hardly visible to the eye, sequential thinking can make the

difference between heavy and light legs in dancing. This is
an analytical way of thinking through movement, breaking
it down into individual components. Every movement or
impulse in the body has consequences, i.e., if you do this,
that will follow.

Since Countertechnique aims at utilizing the body’s
movement potential to its fullest—and Countertechnique
wants the dancer to be able to move in a big way—the
use of muscles is indispensable. This, however, does not
mean that dancers should use too much strength or that

-

a high tonus is desirable. The muscle tonus in a dancer’s
body should be efficient rather than high. As opposed to
certain Release Techniques, students should not dispense
with employing muscular strength, but rather learn how to
employ it effectively.

Apart from general awareness exercises, students in Van
Dijk’s Practical Tools Workshop place much attention on
reducing unnecessary tension. Reducing unnecessary ten-
sion is a prerequisite for directing and counter—directing
because it takes pressure off the body parts thus freeing
them to work in space. Anouk van Dijk has developed a set
of what she calls physical parameters that promote kinetic
understanding about how Countertechnique works. One
of them is called popping. Popping is a fast way to describe
the process of reducing unnecessary tension in the jaw and
hip, shoulder, and ankle joints. So, every once and again in
class, before doing a movement combination, students are
asked to pop, i.e., release tension and to take pressure off
major joints. This prepares students for dancing because it
makes the actual weight of the body parts available with-
out forcing the student to expend energy. Given the need
for muscular strength in Countertechnique, it is important
to remind students that muscle activity should not close off
the joints and thus block movement.



As has been pointed out in the chapter Concept and Ideol-
ogy, Countertechnique’s understanding of the body is one
without a fixed and localized center. The notion of center
is replaced by a dynamic balance of directions and coun-
ter—directions, and is continually shifting. To create an al-
ternative stability, the idea of directions in space, distances
in the body, point of views (POV), and sequential thinking
are used. Moving bones, therefore, is always relative to the
perspective that is being used when directing and counter—
directing. Strictly speaking, there is no center.

To move means having the weight of the body at one’s
disposal. If movement is triggered by a particular body
part, this can lead to falling horizontally through space,
which, as has been pointed out, is one of the main prin-
ciples in Countertechnique. It appears as if dancers using
Countertechnique are frequently off-center, but what is
called off-center in other techniques is, in Countertech-
nique, only a moment of moving through space to get
somewhere else. So falling horizontally is not considered
to be moving off-balance, rather it strives towards a dif-
ferent notion of balance that is not dependent upon an
upright body.

To consider horizontal falling as one of the basic activi-
ties while dancing automatically implies that gravity and
the weight of the individual body parts are being acknowl-
edged in every movement. When the body is directed
downward, gravity augments the direction the body is
taking. But with Countertechnique there is never one sin-
gle direction of movement. If a body part is going down-
ward with gravity, the dancer sends the weight of another
body part upward and away from the floor. In this way,
the body is held in limbo between two directions. In order
to establish the dynamic balance that is characteristic of
Countertechnique, the weight of the body is always being
shared by various limbs and thereby directed outward into
space. One might say that when weight is sent off into
space, the burden of the full weight on the dancer’s spine
is relieved. To distribute weight in space, the dancer has
to send energy away from his or her body in two direc-
tions; this minimizes the amount of effort and blocking in
the joints. To begin, there are the basic directions up and
down, side and side, front and back that can be further
elaborated upon by adding different diagonals, circular,
and other spatial trajectories. When various possibilities
are combined, movements will become multidirectional.
In class, Anouk van Dijk reminds students that when send-
ing energy they should remember the periphery of their
bodies. Energy going through the body has to be sent all
the way out through the fingertips, top of the head, or toes
to prevent it from being held inside the body. By increasing
or decreasing the amount of energy, the dancer can main-
tain balance. Sending more energy in one direction implies
moving in that direction.

The principle of sending weight off into space becomes
important in the partnering workshops. Students who grip
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muscles and keep the energy inside the body become heavy
for a partner to lift or move. Students who send their en-
ergy outward become lighter and therefore increase their
possibilities for moving or being lifted; they share the
weight with the space around them.

In general, a weight shift might initiate a movement.
More specifically, shifting weight is crucial for directing
and counter—directing. The weight of the head and the
trunk—the trunk being the part of the body from the sit
bones up to the neck—must be directed away from the en-
ergy direction used by the legs. Weight should be sent into
opposite directions in space. If the trunk and the legs move
away from each other, more space is created in the hip
joints, enabling the dancer more freedom in a leg move-
ment. Dancers who don’t acknowledge the weight shift of
the head and trunk in space, and who then try to achieve
full range in leg movements, will have to use excessive en-
ergy because they have decreased the availability of the
hip joint. Their lower backs will press down on the legs,
thereby restricting the movement radius.

Space is a crucial component of Countertechnique.
Space is an active partner for the dancer, supporting him
or her. The space inside and the space outside the body are
interconnected and are constantly engaged in a dialogue.
The dancer directs energy into the space surrounding him
or her in order to create more space inside the body. Vice
versa, the more space the dancer creates inside the body,
the more the dancer can direct movement into the space
outside.

This concept of space has many implications physically
and mentally, and also on a practical level. In order to
explore the practical possibilities and give students an idea
of how they can use space, Anouk van Dijk takes recourse
to improvisation techniques developed by Forsythe in the
early 1980s. This analytical introduction to spatial orien-
tation is a practical tool; it provides an overview of the
many possibilities that directing and counter—directing of-
fers a dancer. In exercises from Van Dijk’s Practical Tools
Workshop, students are asked to begin standing, imagining
a plane with Laban’s nine points in front of them—three
high in front of them, three on the middle level, and three
on the floor. They may send any body part to any of the
nine points. Gradually the exercise becomes more com-
plicated as planes and levels are added until, ultimately,
students have all twenty-seven points at their disposal.
The exercise increases spatial awareness and three—dimen-
sional thinking because the entire space is being used. Not
only do students project to the front, they also experience
their bodies as a volume connected to space. Making use
of Laban’s cube for directing and counter—directing im-
plies that various spatial levels are always available, either
at the same time or in sequence. If a dancer engages in a
falling movement, for instance, he or she will neither fall
straight down nor stop at the floor. They will either con-
tinue to move horizontally along the floor or pass through
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the floor to return to a higher level. This means the dancer
actively passes through all spatial levels while falling. De-
veloping awareness of all spatial possibilities will support
the student later on in the Countertechnique class.

Directing and counter—directing should be an unforced
activity. Students should not direct a body part by exert-
ing tension and thereby forcing it in a direction. As eve-
rything is interconnected, this would only create tension.
Popping can help reduce unnecessary tension and enable
the weight of a specific body part to become available. A
crucial concept in Countertechnique is that the thought
of a direction will help to consciously direct a part of the
body. This ‘thought’ anticipates the actual movement; the
mental process will influence how the body is used. When
teaching, Anouk van Dijk always gives clear tasks so stu-
dents are busy with what is happening in the here—and-
now. This prevents their thoughts from jumping ahead
and anticipating a physical result or an imagined shape,
so the mind is preoccupied with the task at hand. Leav-
ing no room for expectations about the physical outcome,
concentrating on the task and initiating the movements
necessary to master it can influence the body in a practical
and down-to—earth way. The pressure of expectations is
reduced and the dancer can act in the moment, to what
happens right here, right now.

Breath is unimportant in this context. Countertech-
nique only works on the breath when dancers breathe ir-
regularly and thus generate unnecessary tension. On the
other hand, using Countertechnique will help dancers to
develop a regular breathing pattern. Popping can have a
positive effect on the use of breath too. Reduced tension in
the muscles and around the joints also affects the lungs in
that breathing becomes easier. Instead of initiating move-
ment with the breath, the breath will follow the move-
ment, supporting and responding to the coordination of
the body. There is literally more space to breathe, allowing
the breath to follow a natural rhythm, again promoting
movement efficiency.

The more dancers are trained to work with their minds,
the easier it is for them to be attentive to the outer rhythm,
i.e., situations that include other dancers, the teacher,
and/or the music. They learn to consciously shift their
attention. Anouk van Dijk claims that dancers trained
in Countertechnique find it easier to stay connected with
their environment. They should be able to communicate
with each other on several levels at the same time, aware
of each other’s proximity, weight changes, rhythm, and
sounds while constantly referring back to their own physi-
cal state—attuned to what the body and mind need in a
specific context. This double presence, as described above,
is put into practice all the time and creates the freedom
to focus on the creative process or performing. As one of
Anouk van Dijk’s dancers, Angie Miiller, says, “Counter-
technique helps me to access my instincts on stage.”

Countertechnique makes use of the following
: There is a counter—direction to every

movement. If one body part is sent in one direction, then
a different body part will be directed in the opposite di-
rection. The counter—direction is the less obvious of the
two. To understand the implications of this, it will help
to return to the toolbox introduced in Historical Context
chapter (Individual Approach), which contains answers to
the following three questions: 1) Why do I use (counter)
directing? 2) What are the possibilities of (counter)direct-
ing? 3) How do I (counter)direct effectively?

why > Counter—directing is an alternative to gripping,
i.e., an alternative to creating stability by using over—
tensed muscles. Over—tensing muscles to create stability,
especially once the weight of a body part is outside the
central body axis, tends to block movement and results
in dancers using excessive force to continue moving. By
working without a fixed center, one can establish a shift-
ing, dynamic balance found in a continuously counter—di-
rected movement. Directing and counter—directing implies
a conscious distribution of weight in space, even on a mi-
croscopic level. The space outside the body is always con-
nected to the space inside the body. Directing body parts
in space means sending energy into a designated direction.
The overall motivation for doing this is to open the dancer
to the widest spectrum of movement possibilities, enabling
a greater availability to movement.

what > The scope of directing and counter—directing
covers a spectrum that includes understanding basic spa-
tial directions into which dancers may send their energy, to
increasing the distance between different parts in the body,
to directing and counter—directing the bones away from
the joints (POV). Sequential thinking supports refined
movement coordination by counter—directing slightly be-
fore directing, and thus helps to trick gravity.

how > To put the potential for counter—directing in
relation to space into practice, dancers must understand
basic anatomy. Mental parameters such as ‘fuck it’ or
‘working against false assumptions’ (i.e., working against
what dancers might believe to be their own physical limi-
tations) will help them to become more effective and make
optimal use of directing and counter—directing. Physical
parameters such as reducing unnecessary tension, pop-
ping, or falling horizontally help students to direct and
counter—direct effectively. All physical and mental param-
eters are also considered movement principles.

scanning > The ‘why, what, and how’ only become
functional when scanning is applied. By choosing where
to focus attention and how to solve problems, dancers and
students become proactive and nurture their own develop-
ment both mentally and physically.

Strictly speaking, there are no basic movement forms or
elements in Countertechnique. Since Countertechnique is
not about learning steps or shapes for choreographic use,



The Countertechnique Toolbox
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availability to movement

why >

basic principles of (counter)directing

(counter)directing instead of gripping
dynamic balance

widening
what >
directions and
counter—directions
distance

lengthening

sequential thinking
POV

(pre-)popping
how >

physical parameters
acknowledgment of weight
horizontal falling

scanning
(you)

seeing

how > double presence

mental parameters

space analysis

false assumptions  fuckit! how >
: body in space
smile ) 4 P
inter-connectedness
spatial trajectories
bones
o how >
joints basic facts of anatomy
muscles

helpful assumptions

exercises and movement combinations are vehicles used to
train the mind and body in order to prepare for rehearsal
and/or performance.

A class can theoretically be based upon any movement
style as long as the aim is to prepare the body and increase
its use to maximum potential. Anouk van Dijk, however,
has developed specific exercises over the last twenty years
in which the principles can be physically practiced and ex-
perienced directly and immediately. Many short exercises
warm up and coordinate the rotation of the legs at the
beginning of class, even before standing in first position.
Another distinct characteristic is a preference for move-
ments that require constant shifts of weight and falling
in space. With these movements sending energy, directing
and counter—directing can be felt most intensely. Falling
horizontally and catching the weight propels the body for-

ward, creating a pulling quality and allowing the body to
change directions at all times. Actively rotating the legs
in- or outwards, increases the spontaneity of direction
changes. In Countertechnique, a lengthier and more ex-
pansive movement combination in the second part of the
class involves enchaining movements of individual body
parts. The body is never moved as a whole, but part-by—
part. Dancers coordinate the movements of body parts in
sequence. If a dancer, for instance, wants to do a backward
turn, he or she would move the hip first, thus triggering
the movement. Only then would he or she send the leg and
then the trunk in the same direction while counter—direct-
ing the movement in the other direction with, for instance,
the shoulder.

In the next chapter, the three sections of a class will be
elaborated upon.
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Gerald Siegmund, Anouk van Dijk

TEACHING: PRINCIPLES

AND METHODOLOGY

CONCEPTUAL BASIS

Countertechnique is taught to help dancers’ bodies be-
come stronger and freer, and to enable more risk-taking
while dancing. At the same time, Countertechnique ena-
bles dancers to use their bodies more safely by engaging
the mind. Students are trained to become aware of what is
happening technically inside their dancing bodies. Simul-
taneously they engage with the space surrounding them,
refining awareness of how their dancing relates to and in-
fluences the environment—whether it be the studio, stage,
or in everyday life. Once consciously engaged with their
surroundings, a student’s physical state and way of mov-
ing will change in turn.

Countertechnique has been developed by Anouk van
Dijk for professional dancers who are trained in contem-
porary techniques and/or ballet, for members of her com-
pany, and for dancers all over the world. The technique
was developed to serve professionals who need a balanced
muscular training, and who need to release tension in
order to prevent injuries in training, creating, rehearsing,
performing, and touring. “The aim,” as Anouk van Dijk
says, “is to become an open vessel when you are perform-
ing on stage.”

In 2009, Codarts in Rotterdam put Countertechnique
into the curriculum for a four—year test phase, so students
of all levels now have classes. What students need to un-
derstand, above all, is the difference between mimetic
function as in traditional dance classes (wherein their im-
ages are corrected with help of a mirror) and applying a
principle. In Countertechnique, students are not expected
to simply repeat what they are being told by teachers,
instead they should actively engage with Countertech-
nique information and integrate it into their own practice.
Countertechnique only begins to work when the dancer is
dialoguing between body and mind. Since it is not a style
but a system of movement theory, the information should
help a student in ballet classes as well as in modern or
contemporary classes.

Countertechnique classes are group classes. Personal
needs, however, will be incorporated into the group work

6 See chapter “Context and Ideology”, “Intent”.
7 See Extra Material on DVD 2.

by providing various intellectual or physical exercises that
can cater to the needs of a particular student.

The underlying principles of Countertechnique can be
understood quickly. The timeframe, however, needed until
professional dancers can successfully apply these princi-
ples is considerably longer. Dancers of Anouk van Dijk’s
company speak of three years needed to incorporate the
principles and employ them naturally.

Dancers who study Countertechnique need not have
learned a specific technique or have taken a specific type
of class prior. Certain basic skills that are common to most
dancers, however, can be helpful in the learning process.
Students should have analytical skills for studying the or-
ganization of the body. They need a good sense of coor-
dination and a certain amount of strength and flexibility.
Experience in Alexander Technique is helpful in under-
standing the influence the mind has on the body and, more
specifically, for grasping the principle of directing. On a
more practical level, Anouk van Dijk answers the question
about the conceptual basis for teaching by saying: “Want-
ing to figure out what makes your life as a dancer easier is
helpful as well!”

Since Countertechnique implies mental work and is
process—oriented, results are highly individual. First—
year students at Codarts, with no previous experience in
Countertechnique, were not taught a regular Counter-
technique class. Instead Anouk van Dijk and her artistic
assistant, Nina Wollny, gave a Practical Tools Workshop.
This workshop was held for two weeks, five days a week,
three hours a day, and aimed at introducing the students
to the basic Countertechnique principles.® In the various
phases of the awareness exercise’ no corrections were
given; instead, suggestions were made. “Look around,”
or, “Try not to search for what you see but simply register
it.” After the exercise, the purpose was explained to the
students: “It helps you to open your mind for one par-
ticular piece of information at a time. It also helps you to
consciously shift your attention to another piece of infor-
mation.” Feeling the floor underneath the feet, walking,
and running-through-space exercises were followed by
lying on the floor and trying so send body parts into space
using the Nine Point Technique. After having engaged the
students physically, Anouk van Dijk continued to talk to
them about specific anatomical features. “Where is the
shoulder girdle attached to the skeleton?” Answer: “Only
at the sternum, which means that the shoulder blades can
move over the rib cage and are not attached to it.” Know-
ing how this functions changes the use of the arms and
shoulders. Only towards the end of the workshop did
Van Dijk and Wollny engage students in small move-



ment combinations to integrate awareness, spatial direc-
tion, focus, and anatomical knowledge. After a week of
the workshop, the first results were visible. Combinations
were executed with more lightness and less forcefulness.
Movements looked bigger and freer.

As has been pointed out in regards to the concept of
scanning, students are encouraged to take ownership when
training their bodies. Countertechnique’s approach to the
work aims at students eventually teaching themselves.
When dancers take responsibility for their own training,
the daily ritual can become a research area for enhancing
one’s own mental and physical abilities. Eventually assum-
ing the role of self-training will change the relationship
between the dancer and others.

Because Countertechnique is about applying principles
rather than imitating forms, it should be emphasized that
the training method is entirely process—oriented. A class
is not aimed at teaching choreographic skills nor does it
encourage generation of choreographic material. At the
same time, however, students learn that they can employ
the principles creatively, using them improvisationally or
in stricter choreographic strategies as well. Not focusing
on an end-result has many implications. In the Counter-
technique class at Codarts, the second-year students are
kept moving almost constantly. Tasks are given so they
can experiment with various approaches and test informa-
tion for themselves. They must draw conclusions about
what works for them. In order to help them apply what
has been learned, Anouk van Dijk will remind students
of a particular piece of useful information given in one
exercise and then refer to it in a later exercise in the same
class. Instead of repeating the exercise, the same informa-
tion is transferred to another exercise. Students learn that
the underlying principles can be applied to other exercises
and eventually to other technique classes as well.

Not being product-oriented also means changing the
nature of the information given to students. Instead of cor-
recting physical behavior, Anouk recommends that Coun-
tertechnique teachers look for the causes behind harmful
habits. Referring to the Practical Tools Workshop men-
tioned above, the example about the relation between the
shoulders and the ribs is telling. Think of a student who
sticks out his or her ribs: this blocks arm and shoulder
movements, requiring more energy and strength than nec-
essary. Instead of telling the student to hold the rib cage in,
which means the student should comply to a certain ‘cor-
rect’ image, the question for the teacher is: Why is he or
she doing this? Presumably the student sticks the ribs out
to widen the rib cage. The next step would be to offer an
alternative approach. One solution the teacher might offer
is to inform the student that widening can be achieved
more effectively by acknowledging the three—dimensional
volume of the rib cage, by allowing the back side of the
rib cage to open and widen. Allowing the shoulder blades
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to slide over the rib cage and to the side will also provide
space for the ribs on the back to move and expand. This
piece of anatomical information can change the way a stu-
dent will realize the widening of the rib cage, eliminating
blocking or preventing injury.

Since teachers educated by Anouk van Dijk also use
the toolbox, they have many ways to answer students’
questions. If, for example, the widening—the-back solu-
tion from above did not help the student, the teacher will
likely open another ‘drawer’ in the toolbox and work fur-
ther away from the problem area; this could be literally
inside the body, a more mental approach, or a complete
change of perspective to distract the student from his or
her preoccupation and worry. As Anouk van Dijk says:
“The solution often lies far away from the problem area.”
After class students often approach Anouk van Dijk with
their problems, asking her for advice to alleviate pain. Her
advice is usually a suggestion on how to change the way
they approach to certain movements.

PEDAGOGICAL METHODS

A teacher structures a class in accordance with the strengths
and knowledge available in any given group, and mate-
rial is added in accordance with the group’s progress in
grasping both the physical work and the conceptual basis.

A class consists of three parts. After several years of
working on class structure, the class (as it is taught today)
begins standing center floor. (Anouk calls this a ‘stand-
ing up class’, i.e., in contrast to many contemporary tech-
niques that start on the floor.) Also no barre is used. From
the beginning, dancers must find support in a dynamic
balance between directing and counter—directing while
moving freely through the room. From the first exercise,
Countertechnique works on directions in space. By start-
ing class standing center floor rather than lying down or
at the barre, dancers’ senses are aroused in a proactive
way, making them more aware of the space around them.
“See what is really there, really see it,” as Anouk van Dijk
says. Or, as she says at the beginning of class, “Look at the
city,” thus asking students, for a moment, to simply and
directly acknowledge what is outside the window.

The Countertechnique class has a fixed order of ex-
ercises, which Anouk van Dijk calls the skeleton. In the
first section, all exercises are the same and are presented in
(almost always) the same order. Not all exercises are used
in every class, however, as there are too many and time
does not allow. A selection is made based upon the stu-
dents’ level, and to support the build—up of a specific class.
While exercises may vary in the rest of class, the first part
each day is similar and lasts about thirty minutes. These
exercises and combinations should become routine so
students can focus on details involved in finding alignment
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and energy flow. Once dancers know these exercises, they
can use them whenever needed. Anouk van Dijk finds this
self-supporting aspect of Countertechnique to be crucial.

The three—part structure of the class, which lasts for at
least ninety minutes, is as follows. Although it is a stand-
ing up class, all spatial levels are addressed while traveling
through space:

- Part | The first half hour of a Countertechnique class
consists of slow and fluid movements. The last
exercise in this section is called the walks; it empha-
sizes upright traveling and involves a continuous
transfer of weight through space. Thus the walks are
a transitional exercise: simple in form, preparing the
body and mind for the next level.

- Part Il This section begins with Big Shifts/Temps li¢
or Pre-falling. The second half-hour consists of,
again, familiar exercises. However, small variations
are introduced in order to either wake up short—
term memory, to dose complexity depending on the
dancers’ level, or to prepare technical difficulties
for the last part of the class. Pre-falling is also a transi-
tion exercise; it introduces falling horizontally through
space while distributing the weight of various body
parts in opposing directions. The energy of the falling
momentum is suspended over several steps and is
finally stopped by taking one big step, either stepping
up and over, or down and under. This coordination
enables the dancer to ‘over—shoot’ his or her falling
momentum and bring the body into balance without
using the extra strength that normally would be
needed. Becoming smart in falling and traveling will
make dancing less exhausting; it will appear more
dynamic even though dancers are using less effort.

Towards the end of Part IL, in the Fall Allongés,
different elements are combined for the first time:
horizontal falling and transferring of weight while
traveling through space is now combined with
rotation of the legs and with independent head and
upper body movements. Either the feet or the
head can lead a body shift into space. The second
part of the class finishes with battements.

- Part Il The last part of the class goes to the full
extremes in movement; all skills must be put into prac-
tice. Starting with the Big Move Combo, the exer-
cises now travel through the entire space. In the Big
Move Combo, the emphasis is on the flow initiated
from the feet, from the body weight, or body parts.

It uses turns, balances, unexpected direction changes
and combined upper/lower bodywork. In the previ-
ous sections, separate movement elements have been
prepared—an intricate shift of weight, upper body and
arms coordination, etc.—and in the Big Move Combo
these elements are brought together. Now an intricate

weight shift includes an upper body movement as
well, and a turn or sudden level change. The Big Move
Combo is the most challenging exercise in the class,
and will be worked on for two to three classes in a
row. When parts of the exercise are mastered, they are
then replaced by new elements. Over the course of a
week, the Big Move Combination might change com-
pletely. Part IIT also includes jumps to strengthen the
hamstrings and, for example, at the end, the duckies
can be added—an exercise that strengthens the mus-
cles around the knees and the sides of the back. Either
that, or other repetitive strengthening or stretching ex-
ercises, are used according to the dancers’ needs. For

a detailed plan of a lesson, please refer to the example
provided on the DVD 1.

The training method depends on the type of Countertech-
nique class being taught. There are five types of classes,
each one aimed at honing different skills:

- The flow class is a basic Countertechnique class in
which the dancer is introduced to the distribution of
weight in space by emphasizing fluid upper body and
horizontal falling exercises. In the flow class, the dancer
can experience the intricacies of counter—directing
more immediately than while standing center floor.

> A pump class expands on the basic flow class by add-
ing strengthening exercises that focus on muscular qual-
ity in the movement. Repetition is used to build strength.

- Similarly, the stamina class uses repetition to increase
stamina. The stamina class uses less strengthening and
more jumping exercises than a pump class.

- In a stretch class, the emphasis is on various means
of stretching and the pace of the class is slower than
that of a pump class. In order to have students stretch
correctly, specific explanation is given and the exer-
cises are interrupted by talking. Stretching is therefore
taught in intervals.

- Finally, in the translation class there is a lot of talking.
It aims to illuminate the Countertechnique principles in
relation to classes or techniques taught by other teach-
ers, and to provide students with alternative explana-
tions for corrections they are given in other classes.
The aim is also to help deepen students’ understand-
ing—not to bombard them with more information.

Every Countertechnique technique class starts with physi-
cal work. The movement phrases are learned via imitation
in order to teach skeletal anatomy or a progression of ex-
ercises. How Countertechnique actually functions should
be deduced by students’ experiences, using trial and
error, throughout the various exercises. At the beginning,



no analytical information is given. More underlying in-
formation is provided, gradually, as exercises are repeated
every day. Too much analysis in early on has proven to be
ineffective. It is important that students don’t loose their
joy of movement and the excitement of taking risks—even
if they don’t fully understand the coordination. Gradually,
suggestions are made to alter movement patterns. Verbal
reflection is offered after the student has physically and
pragmatically engaged with the material.

As opposed to the Practical Tools Workshops, a Coun-
tertechnique class uses very little improvisation. Counter-
technique also offers partnering workshops and compo-
sitional classes with a concentration on artistic process.
Thus the learning path progresses from simple to difficult,
from individual body parts to the entire body, on to the
body doing different things at the same time using space
multidirectionally. This may eventually generate move-
ment that can be used for choreographic purposes.

Since Countertechnique also has a purely theoretical
component, teachers must have a grasp on group dynam-
ics and foster a positive atmosphere so students are able to
become their own ‘research object’. Teachers who are able
to create a class that is ‘cool’ and who give people a good
feeling will help students to let go of fear. This implies
that teachers must pay special attention as to how they
address students and to the way they phrase observations
and corrections. It is important to be supportive, not to
sound dogmatic. To help students, teachers need listening
skills to fully comprehend students’ questions and prob-
lems. Those who want to become certified teachers must
have physically and mentally mastered Countertechnique.

Rhythm is used to support motor skills acquisition.
A typical Countertechnique class, however, begins with-
out music or counting. Only after a while will music or
counting be incorporated to support increasingly complex
movement patterns. Whether working with a percussion-
ist or using contemporary pop or rap music, the rhythm
is changed regularly to keep students attentive. Counting
more quickly, more slowly, or changing the meter will
alter the dynamics and the speed of muscular reaction
in the body. Too complex and irregular rhythms are not
used lest they distract students from active scanning. Both
in the Practical Tools Workshop for beginners and in the
partnering workshop there may be music, but counting is
kept simple.

A Countertechnique class does not teach or engage with
artistic process. Studying Anouk van Dijk’s choreographic
material, however, can be advantageous to creative work
since the movements entail more extreme changes of di-
rections and specific coordination than might be found in
a regular class. For that reason, Van Dijk’s repertory is
taught to upper level students in Rotterdam; learning cho-
reography demands applying the principles—or the move-
ment coordination simply will not work. This experience
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can help students when applying the principles to basic
movements in class. As a dancer once said, “In Anouk’s
choreographies I cannot cheat.”

In preparation for teaching, the teacher must decide
what type of class he or she wants to teach. Preparation re-
quires an appropriate choice of exercises, and the teacher
must also develop a skeleton (a framework of exercises). If
a teacher, for example, wants to give a pump class, he or
she puts together a series of existing exercises that focus
on the strength of the back and legs, or might develop new
exercises. These exercises, both slow and fast, will include
strength training for the hamstrings and strengthening the
sides of the back as well as equal distribution of stress
throughout the body. The class takes place mostly stand-
ing in the first part, and becomes faster in changing levels
and directions in the second and third parts. Movement
phrases build up systematically; they are graded according
to complexity.

A teacher must also decide which key elements are
going to be introduced; it is impossible to work on all the
Countertechnique principles within the time frame of a
single class. Therefore, in the first slow section of class,
one or two key elements will be introduced, which might,
for example, be a mental tool, a particular distance, or
a way of sequential thinking. A key element is one that
determines how a movement is actually performed. The
teacher then selects a few supporting key elements that
feed into the main key element; all the principles in Coun-
tertechnique complement and support each other.

In the class featured on the DVD in this book, the first
two key elements introduced are widening and lengthen-
ing (in reference to distances). Pre-popping is introduced
as the next key element. Then, widening, lengthening,
and pre-popping are combined and spatial trajectories are
added. In combination, they influence how movements
are executed. The students are reminded of these key ele-
ments during the remainder of class. There are many ways
these key elements can relate to the movement phrases:
one could, for instance, keep the key elements widening,
lengthening, and pre-popping, but change the movement
phrase to which they are applied.

Using the key elements as a guide in how to work
movement phrases, each class is constructed around a
theme that determines the movement quality. In a flow
or stamina class, a teacher might decide to work on head
rolls while changing directions, for example. The pace and
number of exercises are dependent upon the type of class
being taught, but the theme of the movement phrases can
remain the same. Important, in this context, is the notion
of variation. Sticking either to a type of class, a key ele-
ment, or a theme while altering the parameters of any
given aspect means that it can be approached from vari-
ous angles. Countertechnique is a modular system and can
be adapted to the specific needs of the dancers.
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Although a Countertechnique class follows a ‘no non-
sense get up and do it’ approach, the teacher is careful in
vocabulary choices, avoiding terminology that can be mis-
understood. Giving feedback while working on an exer-
cise is an integral part of the class. Often Anouk van Dijk
asks the students: “How did it work for you?” “Was there
a difference?” “Why do you think we do this exercise?”—
thus encouraging students to verbalize experiences and
problems. Students often have false assumptions about
their bodies and their physical capabilities; they might
think of themselves as, for example, having no turn—out
or no plié. What they think they can or cannot do often is
the result of their interpretation of information given by
teachers. Misunderstandings arise in the chain of acquir-
ing information, interpreting information, and applying it;
false assumptions will eventually have to be addressed so
students can develop and explore their true potential. A
student might think he cannot move his head because he
has a tight neck, but after learning where the head/neck
joint is located, the weight of the skull becomes available
for movement. With the use of the direction and its coun-
ter—direction (which distributes the weight in space), the
student is able to move his head more freely. On one hand,
feedback may happen after any kind of exercise, as in the
above example. On the other hand, students often ap-
proach Anouk van Dijk after class to ask questions about
a particular exercise and how they should approach it.

Given the need to verbalize experiences, the teacher’s
role in communicating ideas, principles, and content is
essential. Since Countertechnique also has a theoretical
component, in—depth explanations about the principles
will come at some point in class. Verbal explanation is
needed for the students to understand the difference be-
tween a more conventional way of doing an exercise and
doing it according to the principles of directing and coun-
ter—directing.

Countertechnique concepts are implied in the choice of
words that teachers like Anouk van Dijk and her colleague
Nina Wollny make. Instead of using the verbs ‘to focus’
or ‘to concentrate’, which imply the notion of a center,
they choose phrases like ‘put your attention to’, or ‘allow
yourself to’. These phrases imply an engagement without
expectation. Similarly, saying ‘suspend’ rather then ‘reach’
helps students think in spatial directions rather than in
terms of muscular tension. Language triggers physical ac-
tion—much more so than students are aware of—which
is why Anouk van Dijk and Nina Wollny ask students to
verbalize experiences. Van Dijk and Wollney assist the stu-
dent in finding the proper terminology so both the verbal
and physical experiences develop side-by-side. The teach-
er’s role is to share information so as to improve students’
movement skills both on a physical and mental level. He
or she is there to guide, offering suggestions instead of
corrections.

At first, a teacher concentrates on teaching steps and basic
elements that make up the skeleton of the class. This is
one of the reasons why, at first sight, Countertechnique
classes exude a formal and even strict atmosphere. But, as
Anouk van Dijk explains, she personally tries to establish
an objective foundation for working with students so as
to distract them from personal obsessions, prejudices, and
fears. Clear and objective information added to the skele-
ton of the class provides students with a neutral grid upon
which they can experiment and learn how to approach
their work differently.

In Countertechnique classes, no imagery or metaphors
are used to stimulate the imagination. What students have
to visualize, above all, are anatomical relations between
various bones and spatial directions. Using imagery in the
physical learning process would stipulate specific content
and thus encourage a way of thinking that favors a result—
an image is quickly perceived to something that should be
achieved—and would be a diversion from process—related
thinking. The teacher does not use personal metaphors
to share information either, since personal metaphors are
likely to cause misunderstandings with students from dif-
ferent cultural backgrounds.

Countertechnique classes are not ‘hands—on’ classes.
Information is communicated by verbalization and physi-
cally demonstrating when the body is directed and when
not. Touching students may, however, occur when discuss-
ing anatomical detail. Anouk van Dijk uses her hands
to encourage students to feel the results of directing and
counter—directing. Once a student has felt the difference,
applying the principles will be easier. This only happens
once the student is familiar with the exercises, however,
not before.

In summary, one can say that in a Countertechnique
class, movement acquisition happens in two phases. First
dancers learn exercises by copying them, which creates
a class structure. The teacher demonstrates the exercises
full-out with all the directions, length, ease, and risk. At
the beginning, demonstrating how Countertechnique func-
tions will convey more to dancers than a lot of words. Be-
fore dancers can have an idea about the principles, teacher
demonstrations provide inspiration. Once familiar with
the exercises, the real work begins. In the second phase,
information from the Countertechnique toolbox is gradu-
ally introduced. Anouk van Dijk, as well as her colleague,
Nina Wollny, guide the students through both theoretical
insights as well as through the practical experience. The
intention is to introduce theory in an informal and play-
ful way, step—by-step. After all, it should not be forgotten
that the main goal of Countertechnique is to keep—and
often retrieve—the joy of dancing by absorbing new and
often complex insights into how the body works. In this
way, joy and interest in exploring can continue to grow
throughout a dancer’s career.
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Gerald Siegmund, Anouk van Dijk

CONCLUSION

With her down—to—earth, common sense approach, Anouk van Dijk says, “It
is only dancing, not world politics.” This does not imply, of course, that she
doesn’t take her work seriously. What’s at stake, in the on—going develop-
ment of her work, is to take pressure off both the moving body and the
mind so dancers remain open for movement and continue to enjoy dancing.
Countertechnique intends to make a dancer’s life, and that of students want-
ing to become professional dancers, easier. She hopes that both her research
into the efficient functioning of movement and the system she has been devel-
oping since 2002 will help future generations of dancers to enjoy a long and
healthy career.

LINK

For further information about Anouk van Dijk, her company, and
Countertechnique see: www.anoukvandijk.nl
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RESPECT AN

/Which techniques and teach
in your career? I studied at the Fo
from 1968 until 1972. The main subje
modern, and folk dance. It was importan
experienced folk classes at the start of my ¢
important that I didn’t have so much classical
for example, because I would have been too focu
on the technique. I, unfortunately, only had contact
Kurt Jooss in the entrance examination, not in classes,
as he had given up teaching by then. But I studied with
his daughter, Anna Markard, for two years, then with
Hans Ziillig, who was a lead dancer in Jooss’s ballets and
later a teacher at the Folkwang University. And I stud-
ied with Jean Cébron, who preserved the Jooss—Leeder
method. I also experienced Jean Cébron several times
when he gave classes at the Palucca Schule in Dresden as
a guest teacher. This allowed me to see the Jooss—Leeder
Technique with a fresh perspective, which was very
impressive and enriching.

An important teacher was my later husband, Michael
Diekamp, who had worked closely with Jooss. He passed
his teaching exams when I was training, and he was
my teacher from then on. He also taught the companies
in which we danced; teaching was his thing from the
start and he consistently pursued this path. We were both
involved with the Cullberg Ballet in Sweden for two
years from 1972 to 1974. Back then, I definitely wanted
to train more and Michael Diekamp wanted to teach,
so we often went into the studio and worked for a long
time after rehearsals. This meant that I developed
in—depth knowledge of the technique, even more than at
the school, I think.

We both then worked in Wuppertal with Pina. My hus-
band stayed for three years before he went to Stuttgart
to teach at the John Cranko School. I stayed for four
years and then went to the Folkwang Tanzstudio after
a study trip to New York. Even during these years,
there were times when we worked together. We also
choreographed together later in Bremen. I did not
have Kurt Jooss as a teacher myself, but my husband
taught me a lot about Jooss’s way of thinking.

The work with Pina was an essential influence. She had
a very strong, educated sense of what was authentic
and what was not. Did any of it rub off on me? I think
so: the alertness for wrong tones, sensing what is
harmonious and what isn’t, and putting oneself completely
into something. Pina was not an easy personality to
work with, but I would never have wanted to miss the
experience. I learned an enormous amount from her.

came into contact on with the Feldenkrais Method—
and I might have been able to get to know Moshé
Feldenkrais in America as I was there at the same time,
but I didn’t. Body—awareness techniques were not so

in fashion then as now, and rather coincidentally I came
across his book Awareness Through Movement. What
impressed me, among other things, was the fact that

he let the body actually perform an exercise, yet it was only
performed in the mind. I was completely fascinated by
the fact that the mental exercises gave measurable results.
I think that dancers have still not grasped the momen-
tousness of this.

/What areas do you emphasize in your educational
work? First, it is obviously about training the body,

but it is very important to me, that students start early
on to dance ‘beyond’ the technique. Technique is

only the basis, and then it starts to get interesting. I try
to teach that. I work a lot with images, as it is simply
easier to grasp some things via an image than through an
explanation of many details. Dynamics are, for me, the
primary means of expression—like the salt in the soup—
as well as the spatial orientation, both of which are
emphasized in the Jooss-Leeder Technique. I personally
get a lot of pleasure out of rhythm complexity.

And it is also about training the mind. Nurturing dancers
is a big part of it—it takes a lot to train dancers. You
actually work on this from all sides, but it is not possible
for a single teacher to cover all facets satisfactorily, so
I often tell students to take the key points from all their
teachers—the things any given teacher can really teach—
collect them, and then, at some point, it will all be there.



ZHow is\youpr'work influenced by different
experiences? One teaches what one has learned in the
course of one’s life—one’s dancing life, that is— and
what one considers valuable. There have been many
influences, and what was important to me has become a
building block in my work. My experiences with

yoga and Feldenkrais certainly flowed into my work. I
often start with yoga exercises or with dynamic yoga
positions in order to open up the body. The Feldenkrais
Method influence references a different awareness

and respect for the body. All this, along with the dance
techniques I learned, are building blocks that influence
my work, and upon which something new and very
individual emerges.

/What should training not be? I don’t necessarily
use ideals, but instead try to lead students to the place
where they recognize their limits, respect them, and
maybe push them back. I don’t think one can ask any
person to go further than his or her own limits. It is
problematic if you hold a picture in front of a student
and say, ‘you must be like that,” as it is important

that students have a positive image of their own bodies
and don’t think, ‘everything about me is wrong.’
Respect for the body, for what each one has been given,
is important. And then work with it, see what is possible.

/What is the basis for your teaching the
Jooss-Leeder Technique? First, I don’t teach the
Jooss—Leeder Technique, but my classes are based

on the principles and themes that were important in that
work—for example, labile turns, tilts, pelvis circles,
impulses, and step phrases. My work is a creative proc-
ess in which these themes are always processed in

new combinations. Then there are Jooss’s two major areas,
namely eukinetics and choreutics. Eukinetics queries

the how of a movement—the dynamics—and choreutics
asks where, namely the spatial reference. This ana-
lytical approach trains the eye enormously and opens up
infinite possibilities to invent movement. I think this is
what is really special about this work.

The Jooss—Leeder work was never a fixed technique,
it is about awareness. I know that my husband and
former Folkwang students arranged a meeting with Kurt
Jooss in order to work on an inventory, a catalogue
as it were; the meeting was due to take place the summer
Jooss died. I don’t think he wanted the meeting. When
you look at Jooss’s choreographies, one is immediately
struck by the incredibly differentiated rhythmic struc-
tures. Musicality and rhythm are very important for me
too.

The artistic aspect of the work is also important for
me. In classes, I point out that the stage is the goal—it is
the step beyond technique that brings one to the dance.
I use a lot of images because I have myself experienced
how many problems can be solved with an image. It is

BARBARA PASSOW — JOOSS-LEEDER TECHNIQUE

important for me that one handles the body carefully,
respect it, but at the same time always take risks.

/" What forms the relationship between teacher

and students, in your view? It is wonderful if there is
an open and trusting relationship between students

and teacher, when one can pass on one’s knowledge and
experience and have it land on fertile ground. The
teacher must be strict to a certain extent, draw clear limits
but deal affectionately with the students. You definitely
have to create a climate that is free from fear, in which it
is okay to make mistakes. But there is obviously a
difference if I am teaching a class of fifteen-year-old stu-
dents or adult dancers. In the first case, I am more the au-
thority figure, and intentionally so. But generally speak-
ing, I am very close to my students.

/ What relationship do you see between the

Limoén Technique and the Jooss—-Leeder work?

I think, above all, it is the play between weight and the
moment of weightlessness, giving into and resisting

it, which is present in both styles. It is certainly more
central in the Lim6n Technique with all these swings;
swinging means giving in to gravity, falling, and getting
up again, i.e., fall and recovery. I find both techniques
dramatic, both want to nurture dancing people rather than
dance technicians. Both techniques are influenced

by great musicality and have an awareness of movement
quality that I have not found in other techniques.

/" How do you prepare your classes? It varies a

great deal. My husband went into a class with three ex-
ercises...the starting exercises. I can’t do that. I prepare
myself relatively well, a whole class more or less
through to the end. But when I see that someone doesn’t
understand something at all, I go into it and, in the

best case, make an exercise out of the mistake. I go with
it. When you absorb the energy of a class, it often

goes in a completely different direction, but I often come
back to what I wanted at the beginning.

/ Has your teaching changed over time, and how?
My teaching has become much richer over time; there
are many more facets to it. I can now play with the
individual elements; I have more of an overview. And if
I discover something that is new to me, it will natu-
rally be reflected in my classes.

/ And how has class preparation changed over
the years? I no longer prepare totally different classes
for different levels, (amateur work and professional
work), but create a class that I can vary, make easier or
more complicated. I used to develop a different class
for each level, now I simply modify it, take something
away or add to it. The classes develop in totally differ-
ent directions over time, however.
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successful? It
of a movement, whi
with it. There is a quo
he talks of the rough roa
Students often don’t go ful
merely hint at it. Or they do s
energy. They should only use the
needed for a particular movement,
propriate amount. We spoke earlier a
should be respected, but one has to get ¢
its in order to experience them. Sometimes
have to almost fall over in order to see how fa
can go. I often notice that students don’t go far e
don’t immerse themselves in the movements—that
they don’t try to fathom what is in the movements.
Tasting movement...it is something very sensual to taste
a movement.

/What do you see for the future of this technique?
Where can it go, and in which contexts? This tech-
nique is not taught in many places...by a few people

at the Folkwang University, mainly Lutz Forster, who
in turn has been influenced by his work with Hans
Ziillig. There is a school in Santiago de Chile that works
with the Jooss—Leeder principles. Both the founder of
that school, Patricio Bunster, as well as its current
director, Raymond Hilbert, have worked at the Palucca
Schule for years. Bunster taught the Jooss—Leeder
principles in—depth before Michael Diekamp came to
Dresden. And there are a few choreographers who

are trained in this work, for example the ballet director
from Wiesbaden, Stephan Thoss, who was a student

of Patricio Bunster.

Simone Michelle—a former member of Ballets Jooss
and assistant of Sigurd Leeder—taught the Jooss—Leeder
Technique at the Laban Centre in London until 1991.
Nowadays, students busy themselves with Laban
Movement Analysis categories in choreological studies.
Eckard and Loni Brakel run a private school in Hanover,
both of them were at the Folkwang Tanzstudio and
worked with Kurt Jooss for a long time. They have dealt
intensively with this work and pass on their knowl-
edge in their space. I teach mainly at the Palucca Schule,
but also to amateurs, and now and again in the
theater—for example, I regularly train the Bremen
Theater dance company.

The great value of this work is, for me, in the awareness
it creates of movement qualities as well as in spatial
references, in the conscious handling of eukinetics and
choreutics. I very much hope that this reference
system will be important for future dance generations,
maybe with a new look.

it didn’t happen.

ss on to the next
generation? teful to have been able to
take this route, fi a dancer for a long time, and now
as teacher. It is a wonderful profession, a wonderfully
productive job in which one also has the chance to work
on one’s own personality. You discover a lot about
yourself. The level of technique is very high and you need
to have a good body and mind in order to be able to
earn money in this profession. Knowing what I wanted
from the start felt like I had been given a gift. When

one has a goal, and pursues it with dedication and full
concentration, really wants something, then the sac-
rifices don’t feel like sacrifice at all—what is better than
that? I think that when one can answer the question,
‘why do you want to dance?’ by saying that one has to,
then paths will open up. The will that is necessary to
follow this route appears to me to be a very important
prerequi-site, alongside all the others. And one can

only handle what is often very difficult work if one is
passionate about what one is doing.
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Wiebke Droge, Claudia Fleischle—Braun, Patricia Stockemann

INTRODUCTION

The research project investigating the Jooss—Leeder Technique' was con-
ducted at LABAN in London, with Barbara Passow, as part of the Historical
Project module. The second—year Bachelor of Arts in Dance Theater students
not only were exposed to dance history, they were also able to improve their
technique through intensive training in a selected modern dance style, as well
as being afforded the opportunity to learn repertoire by a dance—theatre pio-
neer, Reinhild Hoffmann.

Seventeen students opted for the Jooss—Leeder Technique as taught by
Barbara Passow. The fifteen teaching units were closely intertwined with
Reinhild Hoffmann’s rehearsals. Following each technique class, Hoffmann,
a choreographer and opera director, rehearsed an excerpt from the opera
Dido and Aeneas (music by Henry Purcell) that she had staged at the Bremen
Theater in 1984.

LABAN was an ideal location, not only because of its educational focus on
contemporary dance and its advantageous location; students from a number
of countries identified strongly with the project, they were highly motivated,
and showed an eagerness to work during both the training and rehearsal
phases. The great teamwork and organizational preparation, as well as the
project’s integration into the LABAN curriculum, were factors that contrib-
uted to an intense and effective working atmosphere.?

In preparation for the project, a meeting was held with Barbara Passow
and Anna Markard, Kurt Jooss’s daughter. The London project team included
Passow and Reinhild Hoffmann, as well as Wiebke Droge, Claudia Fleischle—
Braun, and Patricia Stockemann.

1 Whether this is a ‘technique’ or a ‘techno-
logy’, a knowledge—system or an elaborated
‘working method” will become clear over the
course of the essay. The term ‘dance tech-
nique’ encompasses sequences of movements
specific to dance (including partial move-
ments) and skills oriented towards overall

concepts. These can be extrapolated from
the experiences gained from teaching and
performance, and the physical laws underlying
them, as well as from an individual movement
style. See Robert Prohl/Peter Réthig et al.
(Editors): Sportwissenschaftliches Lexikon.
Schorndorf: Hofmann Verlag, 2003, pp. 588-592.

2 At this point we would like to give our
special thanks to Colin Bourne, Naomi Lefebre
Sell, Amy Knauff, Rosmary Brandt, and the
musicians James Keane, Robert Coleridge,
Gian Franco Biasiol, and Oli Newman.
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About our research working methods:

In order to get an impression of Barbara Passow’s teaching approach to
the Jooss-Leeder Technique, during the first several days we focused our
investigations on making phenomenological notes about the technique and
determining the distinguishing characteristics of Passow’s teaching methods.
After the first week of classes, we questioned students about their impressions
of the physical-kinesthetic and kinetic-awareness approaches as we wanted
to include their reactions in our analysis. We used a student questionnaire
to minimize anticipated language issues, which also encouraged students to
reflect independently.®

During our stay in London we had many opportunities to speak with
Passow and Hoffmann about their teaching experiences at LABAN, and
about the characteristics of the Jooss—Leeder Technique. The complex weave
of autobiographical influences and individual aesthetic preferences became
apparent in our discussions. Core elements in teaching content were influ-
enced and determined by Passow’s personal creative processing and handling
of the movement material, by the Jooss—-Leeder Technique’s principles, as
well as by her assessment of the student group and institution. Considering
the above variables, Passow’s methods and teaching style cannot be seen as a
simple reproduction of the Jooss—Leeder Technique that she learned as a stu-
dent at the Folkwang University of the Arts Essen and in collaborations with
Michael Diekamp in particular. We presume that her teaching is ultimately
defined by her own dance experiences as well as by experiences she had in ar-
tistic, performing, and teaching contexts. Thus the knowledge she gained and
processed as dance student, dancer, and teacher is integrated into her entire
‘body (of) knowledge’ and can be observed in her teaching style.

Modern dance classes in the Jooss—Leeder tradition taught students (tak-
ing part in the three—~week training program taught by Passow) how to achieve
good centering and differentiation in movement quality, as well as providing
them with a rhythmic-musical and motor—qualitative ‘feeling for form’. This
implicitly provided a comprehensive and balanced training.

3 The questionnaire was composed of thir-
teen questions in English. The students come
from seven countries; answers were written
in English.
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For the following report, Claudia Fleischle-Braun and Patricia Stockemann
dealt with the historical and biographical contexts. Claudia Fleischle-Braun
described the conceptual foundations of the Jooss—Leeder Technique and its
movement forms. Wiebke Droge carried out an extensive examination of
Passow’s teaching methods.
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Claudia Fleischle—Braun, Patricia Stéckemann

HISTORICAL CONTEXT

TIME, PLACE, AND
SOCIO-POLITICAL CONT

In order to put Passow’s educational background and her
teaching methods into context, the following offers a brief
summary about the historical development of new dance
in Germany and the creation of the Jooss-Leeder Tech-
nique.

After the First World War, Rudolf von Laban returned
to Germany from Switzerland. In 1920 Kurt Jooss became
Laban’s student in Stuttgart. The new German dance
(called ‘free modern dance’) they practiced was part of a
reform movement, and was driven by cultural reactions to
developing social concerns (known as the Lebensreform-
bewegung). Free modern dance was already an important
element in Expressionism’s avant-garde, and well on its
way to becoming established institutionally. For four years
Jooss worked closely with Laban—a visionary master-
mind of new German dance—both as a dancer in Laban’s
works and as a choreographic and teaching assistant.

The development of modern dance in Germany par-
alleled the body—culture (Korperkultur) movement and
Lebensreformbewegung (both of which were critical of
modern civilization); they shared a holistic vision of hu-
manity that included visionary living concepts renouncing
industrialization and the mechanization of life. Modern
dance defined itself as being the artistic avant—garde; the
practitioners not only rejected the ballet, they considered
their dance to be a countermovement.

Using systematic research and analysis of human move-
ment, Rudolf von Laban created a theoretical basis for a
new dance and gymnastics movement. Using Labanota-
tion (invented by Laban and developed further by his em-
ployees Dussia Bereska, Kurt Jooss, and Sigurd Leeder) it
was possible for dances and choreographic creations to be
analyzed and notated as a score. Laban’s notational sys-
tem and analytic approach, which differentiated between
teaching spatial ideas and specific movements, enabled the
systematic description of physical, expressive movement
by observing the spatial-temporal process as well as the
rhythmic—dynamic form. This notational system was used
not only for artistic and choreographic work and profes-

1 See Jane Winearls: Modern Dance. The
Jooss—Leeder—Method. London: Billing &
Sons, 1958, and also Grete Muller: Sigurd ment.
Leeder. Tdnzer, Pddagoge und Choreograf.

Leben und Werk. Herisau: Verlag Appenzeller
Medienhaus, 2001.

2 See Table 2: Eight Movement Qualities in
the section Understanding the Body/Move-

sional dance instruction, it also established the foundation
for future dance education, dance teaching, and dance
therapy. (Kurt Jooss and Sigurd Leeder were partners and,
together, a driving force in the development and systemiza-
tion of pedagogical concepts as a part of dance education.)

Kurt Jooss (1901-1979) and Sigurd Leeder (1902-
1981) met in Hamburg in 1924. Based upon their individ-
ual artistic experiences and insights, they developed edu-
cational concepts and methods. The Folkwang School in
Essen, which Jooss cofounded in 1927, aspired, from the
outset, to offer an interdisciplinary education that would
transcend artistic boundaries.

Jooss and Leeder’s lesson plans were based on Laban’s
teaching of choreutics and eukinetics; Laban’s principles
and concepts were transformed into etudes and move-
ment exercises. Jooss and Leeder also taught theory. They
focused (more abstractly) on historic and contemporary
dance forms and integrated gymnastics, ballroom dancing,
as well as the reading and writing of dance notation into
the teaching plan.

Laban’s theories about space assisted teachers and pu-
pils in understanding the body’s relationship to space and
in analyzing the body’s spatial orientations. The theories
divided a movement combination into time, energy, and
space components—and enabled differentiation between
specific dynamics inside the phrase.? This created a more
objective, object—oriented, and analytical approach to
teaching modern dance technique—as opposed to a sub-
jective, individualistic, or stylistic approach.

In 1933 Jooss left Germany with his dance troupe. In
1934 he and Leeder founded the Jooss—Leeder School of
Dance in Dartington Hall in Devon, England, and the
Ballets Jooss a year later. After the war, these two conge-
nial artists, teachers, and friends parted ways.

In 1947 Leeder founded his own school and a studio—
based dance troupe in London. In 1960 he went to Chile
to reorganize the Dance Department at the Universidad
de Chile in Santiago. After his return to Europe in 1964,
he and Grete Miiller ran a school in Herisau, Switzerland.
The school in London, meanwhile, continued and was run
by his students and employees, Simone Michelle and June
Kemp, until 1965. Afterwards, Michelle joined the Laban
Art of Movement Studio in Addlestone, Surrey, and taught
the Jooss—Leeder Technique at London’s Laban Centre of
Movement and Dance from 1974-1991. During the re-
search project with Passow, the center’s students were
given the unique opportunity to experience the style and

3 Quoted from: Birgit Ristroer: ‘Ein Interview
mit Michael Diekamp’. In: Gesellschaft fur
Tanzforschung (Publisher): Jahrbuch 1995,
Volume 6. Wilhelmshaven: Florian Noetzel
Verlag, 1996, pp. 62-70.



approach to dance that had played a central role in the
Laban Centre’s early history.

In 1949 Jooss responded to a call from Essen and re-
sumed his position as director of the Dance Department
(which he had originally founded) at the Folkwang School.
As before, he promoted dance education that was appro-
priate to the times: He wanted to systemize the aesthetic
and technical foundations, and envisioned an institution
wherein ballet and modern dance were taught as inde-
pendent but equal disciplines. It was also important to him
that the entire spectrum of dance culture be made acces-
sible to, and experienced by students. In 1961 the school
was finally able to get masterclasses in dance (classes
and/or courses for especially gifted students taught by ex-
perts) up and running again—from which the Folkwang
Ballet emerged. Jooss remained the Dance Department’s
director (which had, in the meantime, become accredited
as the Folkwang University), until his retirement in 1968.
He was succeeded as Dance Department director by his
long—time companion, Hans Ziillig (1914-1992).

BACKGROUND:
BIOGRAPHIES AND ENVIRONMENT

Barbara Passow describes her husband, Michael Diekamp,
who died in 2007, as her most important teacher. From him
she learned most of what now distinguishes her teaching
and educational activities at the Palucca Schule Dresden.
Diekamp completed a five-year dance and dance-teaching
program at the Folkwang School in Essen between 1956—
1961, during which time he became engrossed with the
working methods. He held Jooss in high regard because
“it [was] unthinkable for Jooss to imprint his style onto
his students. The point for him was always to awaken
and foster the dancer’s personality, not to constrain it in
any way.”® Diekamp considered Folkwang’s exceptional
strength to be its fundamental openness and flexibility in
being able to adjust instruction to individual students.
After his studies, Diekamp remained an additional two
years in Essen as a member of the masterclasses that Jooss
had founded. Diekamp eventually left Folkwang to dance
as a soloist in Mannheim and, later, in Cologne. After
two years, however, he returned to the Folkwang Tanz
Studio as a repertoire soloist and completed additional
dance—teaching training. During this time he met Barbara
Passow, whom he would later marry. After a profes-
sional stage career in Dortmund, with the Cullberg Ballet
Stockholm, and the Tanztheater Wuppertal, in 1977

4 Ibid., p. 62.

5 Quoted from: Hedwig Muller / Ralf

Stabel/ Patricia Stockemann: Krokodil im
Schwanensee. Tanz in Deutschland seit 1945.
Frankfurt: Anabas Verlag, 2003, p. 189.

Passow interview.
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Diekamp began teaching at the John Cranko School in
Stuttgart. In 1986 he became the training director at the
Bremen Theater, and in 1994 was offered a position at
the Palucca Schule Dresden. After retirement, Michael
Diekamp continued to teach movement theory in Dresden
until his sudden death in 2007.

Reinhild Hoffmann, who studied under Kurt Jooss in
Essen from 1965-1970 at the Folkwang University—and
who is considered one of the pioneers of German dance—
theater—said of Diekamp that he, “counts among one of
the very few Folkwang students who understands how to
carry Jooss’s body of thought further in teaching,” and
who made it his business “to find one’s own movement
language by coming back to the body” and not to sim-
ply “fabricate an action.” As characteristic of her time at
Folkwang, Hoffmann says that Jooss encouraged her to
be extremely detailed and analytical about dancing, and
notes that it was important, for Jooss, to awaken “the
consciousness for ‘why do I move?’” She adds, “When
that is finally clear, you are freed from all styles, and can
invent movement yourself.”®

Passow began her dance education at the Folkwang
University Essen in 1968—after Jooss’s retirement as di-
rector—under Hans Ziillig and Anna Markard. She also
completed a one-year teacher training parallel to her dance
studies, and took her final exams in 1972. (Her further
professional artistic and teaching career has been outlined
above.)® She also received a teaching appointment as lec-
turer at the Palucca Schule Dresden when Diekamp took
on the professorship in modern dance there.

Founded by Gret Palucca in 1925, the Palucca Schule
Dresden played an important role in modern dance’s de-
velopment. Patricio Bunster (1924-2006) was lecturer
for modern dance and choreography from 1979-1984. A
dancer, choreographer, and teacher, Patricio Bunster, a na-
tive of Chile, was a soloist for the Folkwang Theater Essen
from 1951-1953, and had studied with Sigurd Leeder in
London from 1953-1954. Bunster helped to spread the
Jooss—Leeder Technique in Chile and Latin America, both
as instructor for and director of the Dance Department at
the University of Santiago, Chile, from 1954-1973, and
again with numerous activities upon his return in 19835.

In 1961 Kurt Jooss brought Jean Cébron to the Folk-
wang Ballet Essen as a choreographer and soloist. Cébron
had studied with Leeder in London and worked with Jooss
in Santiago, Chile, in the years following the war. Cébron’s
duets with Pina Bausch and his group works formed the
experimental profile of the Folkwang Ballet at the time.
After teaching stints in Stockholm and Rome, he returned

6 See Passow'’s biography on the title page
of the project, as well as Edith Boxberger’s
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to the Folkwang University in 1976 where he served con-
currently as training director for the Folkwang Ballet and
the Tanztheater Wuppertal, both of which were, at the
time, under the direction of Bausch (1940-2009). Lutz
Forster—who, after completing his dance education in
Essen, began his professional career in 1975 with Bausch
at the Tanztheater Wuppertal, and now, since 1992, is
director of the Folkwang University Dance Department—
describes Cébron as a “master of movement analysis.”
Forster names both Cébron and Hans Ziillig as formative
teachers.’

RELATION TO OTHER ART FORMS

Both Jooss and Leeder considered it important for stu-
dents to have insight into other art forms; both worked
in educational environments offering students involve-
ment with a variety of artistic media beyond dance that
included music, theater, visual arts, film, design, etc. And
both Jooss and Leeder were artistically gifted and multi-
talented: Jooss began music and acting studies in Stuttgart
in 1920 before going on to study dance with Rudolf von
Laban; Leeder was active not only as a dancer, but also as
a painter, costume designer, and stage technician.

Jooss subscribed to the idea of a dramatic dance theater.
His choreographic works show human behavior and so-
cial milieus in a stylized form.® For his famous work, The
Green Table, he and his company received first prize at
the 1932 International Choreography Competition in
Paris. Jooss saw the intersecting of art forms, i.e., between
dance, drama, and opera as being important,’ and his
artistic approach was clearly linked to Expressionism. His
choreographies presented subjective impressions of the
world—using time and space abstractly, his works were
an interpretation of his impressions and transformed his
message into a narrative form.

Affinities and equivalents can be found in the visual arts.
For example, as of 1927 in Essen, Ernst Ludwig Kirchner
(1880-1938) drew sketches for paintings, among which
was the Farbentanz (‘dance of color’) that was eventually
realized in the Folkwang Museum’s ceremonial hall. Kurt
Jooss’s dance works also have a powerful expressionistic
aesthetic based in Realism, similar to Kirchner’s work
and to paintings and sculptures of other Expressionists
like Otto Dix (1891-1969), George Grosz (1893-1959),
Edvard Munch (1863-1944), and Ernst Barlach (1870-
1938).

In the 1960s and 1970s, Jooss was a pioneer in contempo-
rary dance theater in Germany. He was guided by a new
interpretation of dance through multimediality, and led
the way with his aesthetics and staging of dance.

RELEVANT THEORETICAL
DISCOURSES

Expressionist art and the German new dance movement
evolved from a renunciation of conventional notions
about art at the time, and both were closely intertwined
with the Lebensreformbewegung. Ballet’s rigid form was
burst open in a myriad of ways—by the sheer joy of ex-
perimentation. Because representatives and proponents of
the classic and modern approaches to dance all needed to
formulate and clarify their ideas, a demarcation between
the two camps was both understandable and necessary.
In retrospect, Jooss and Leeder’s integrating mindset, as
manifested in their teaching approach, was ahead of its
time and remains relevant. From a cultural and historical
point of view, further research must consider where mod-
ern dance fits into the history of art in society’s Modern
era. The understanding and relationship of ‘traditional’
versus ‘modern’ should not only be recalibrated in the
era of ‘Modernism’,”® but contemporary choreographies
should also be taken into consideration.

Jooss and Leeder, both as choreographers and teachers,
sought an interface between modern dance and ballet. For
both men, however, it was also important to maintain the
independence of both dance forms in the curriculum. The
various dance forms or techniques, as well as the charac-
teristics that define them, had to be taught separately in
order for dancers to be able to understand any specific
style(s). With this in mind, it makes sense when Passow
points out that Jooss—Leeder Technique is in no way a
synthesis of ballet and modern dance—as has often been
written elsewhere.

On the other hand, Jooss’s historic aesthetic was based
upon crossing and overstepping boundaries. When a piece
called for it, Jooss included ballet elements, ballroom
dancing, and historic dance forms. The label ‘hybrid dance
form’ applies not only to the traditional Jooss-Leeder
Technique, but also to the present-day work taught by
Passow at LABAN.

7 See Tonja Wiebracht: ““Doch eines fehlt
dem neuen Tanz in Deutschland: Die konse-
quente Systematisierung der Tanzererzie-
hung.” Die Folkwang Hochschule wird 80.
In: Ballett Intern, 4/2007, pp. 4-8, here p. 5.

8 For more about his artistic approach, see
the monograph by Patricia Stéckemann:
Etwas ganz Neues muf3 nun entstehen. Kurt
Jooss und das Tanztheater. Munich: K. Kieser
Verlag, 2001.

9 About this, see the catalog of works pub-
lished in Stéckemann 2001 (pp. 443—-461).

10 See remarks by Gabriele Klein: ‘Was ist
modern am modernen Tanz? — Zur Dekon-
struktion dualistischer Tanzverhéltnisse’. In:
Gesellschaft fur Tanzforschung (Ed.): Jahr-
buch 1993, Volume 4. Wilhelmshaven: Florian
Noetzel Verlag, 1993, pp. 61-72.



CURRENT PRACTICE

Jooss and Leeder’s enduring legacy was the introduction
of Laban’s elaborate model for movement analysis into
a comprehensive dance education curriculum. Laban’s
ideas were transformed into an efficient method in accord-
ance with dance pedagogy. The technique they developed
is well suited as company training, which explains why
Passow is a regular guest instructor at the Bremen Theater.

The Jooss-Leeder Technique remains an important in-
structional component at the Folkwang University, in par-
ticular in postgraduate studies for dance teaching. Current
instruction, by various teachers who all are closely asso-
ciated with the Tanztheater Wuppertal, sets new accents
in modern and contemporary dance. Nonetheless Lutz
Forster still finds advantages in the original Jooss—Leeder
approach and says: “Applying eukinetics helps establish
dynamic differentiation; applying choreutics leverages
plasticity and three-dimensionality.”"

New accents in pedagogical methods are in keeping
with Jooss’s approach. For him, technique was not an end
in itself, rather it existed “for the sake of the aesthetic,”
and is “determined and created by it. The aesthetic, how-
ever, changes with the zeitgeist, and thus the technique
must change, must modernize with the times.”"? Not only
was the founding generation of German dance-theater—
makers taught in this spirit; generations of well-known
contemporary dancers and choreographers developed
their technical roots and personal dance styles during
their education at the Folkwang University or during en-
gagements at the Folkwang Dance Studio—and they have
passed these basics and styles on to others.

One can assume that dancers’ and/or instructors’
knowledge is passed down in a variety of artistic and
teaching contexts, and that such knowledge is filtered
through the vying priorities of teaching institutions. An
instructor’s personal processing, integration, and choice of
focus inside a dance technique are factors in how informa-
tion is transferred generationally.

Nowadays, the Jooss—Leeder Technique is taught pri-
marily by former graduates of the Folkwang University in
private dance and ballet schools throughout Germany. One
good example is the Brakel Dance Academy in Hanover,
established in 1969. Loni Brakel-Harmssen and Eckard
Brakel, the founders, were previously associated with Kurt
Jooss’s masterclasses and, later, the Folkwang Ballet.

After Sigurd Leeder’s death in 1981, his school in
Herisau, Switzerland, continued under the direction of

11 Quoted from Wiebracht 2007, p. 5. Along
with Prof. Lutz Forster, Prof. Malou Airaudo,
and Prof. Rudolpho Leoni, today’s Folkwang
faculty also includes Stephan Brinkmann, who
studied modern dance with Jean Cébron,
Hans Zullig, and Lutz Férster, among others.
12 Quoted from Stéckemann 2001, p. 230.
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Grete Miiller (with support from Christine von Mentlen).
Even today, the school (now known as the ‘Dance Space
Herisau — Space for Dance, Movement, and Performance’,
run by Mentlen and Claudia Roemmel) offers courses and
advanced training in dance and performance based upon,
among other things, choreutics and eukinetics.

In the Dance Department at the Academy of Christian
Humanism University in Santiago, Chile, Raymond
Hilbert, as Patricio Bunster’s successor, continues teach-
ing in the Jooss-Leeder tradition. Hilbert studied with
Bunster at the Palucca Schule Dresden in the 1970s. From
2000-2004, Hilbert was a professor for modern dance at
the Palucca Schule, before following his teacher’s example
and moving to Chile.

INDIVIDUAL APPROACH

Assessing the history of the Jooss—Leeder Technique, its
approach, and how it is taught, fundamental and integra-
tive concepts are recognizable. This technique does not
rely on a fixed or formal, stylized movement vocabulary:
the exercises and movement sequences are structured, ana-
lyzed, varied, and organized around choreutics and euki-
netics. These two core disciplines provide students with a
means to systematically explore articulation and modula-
tion of the body and to incorporate these ideas into their
own work.

Barbara Passow reiterates that the Jooss—Leeder ap-
proach is not a teaching concept set in stone, rather danc-
ers and instructors educated in the Jooss—Leeder Technique
are particularly capable of realizing their own educational
ideas because they have explored, and continue to explore,
theoretical parameters that determine the shape and form
of any movement. Instructors are also able to choose their
own style, can select teaching content and methods that
set goals, and gear learning to a group’s particularities—
thus providing a teacher with options for direction and
leadership.

The Jooss—Leeder Technique is Passow’s foundation for
teaching professional modern dance classes, for training
professional dance—theater companies, and in her courses
and workshops for amateurs.

RELATION TO OTHER DANCE
AND MOVEMENT TECHNIQUES

We are able to characterize Passow’s movement style as
follows: qualitative characteristics are seen in an organic
flow, there is a preference for swinging movements and a
play between the workings of gravity, elasticity, and cush-
ioning of weight that can be found in regaining balance.
Furthermore, movement phrasing is articulated such that
gentle, flowing movements and transitions using accented
pauses can, for instance, be connected with extended
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stretches and falling momentum. Swinging and falling
movements use cushioning and rebounding to catch the
weight, for the body to re-establish balance. While find-
ing this balance, or a higher stretched position (sometimes
in conjunction with an elongated suspend), a playful-
ness might be recognized along with control. Utilizing
the torso’s plasticity is another aesthetic

feature: Arm movements away from, and

back toward the body draw clear lines

of movement and/or traces in the space.

An awareness of both form and precision

is also manifested in spatial referencing

via the use of dimensional and transverse

spatial lines. Movement combinations in-

volve all the sides of the body equally.

This allows us to draw the following
analogies and recognize the influences of
other dance and body—work techniques:

Passow’s teaching is remarkable in how i
reminiscent it is of Limén Technique—not

only by how body weight is dealt with as

well as in pronounced rhythmic articula-

tion, but also in selected exercise elements

and movement structures. Passow sees this
correspondence not only as a result of her

own intensive experience with the Limo6n

Technique, but also because both Limén

and Jooss—Leeder Techniques demand strong kinesthetic
experiences and incorporate swinging dynamics, playing
with balance, and the intermittent loss of control.

Similar to the Lim6n Technique, there are also analo-
gies to ballet training, which (to a certain extent) provide
a frame of reference. This is apparent in, among other
things, use of terminology and how the class is organized.

As mentioned, Passow was most influenced by Michael
Diekamp in regards to her teaching methods and approach
to the Jooss—Leeder Technique. His teaching was charac-
terized by a systematic ‘working—through the body’, and
by lessons that were clearly structured and focused on spe-
cific content.

Beyond this, Passow often allows elements from body—
awareness and alignment techniques (yoga and stretching,
Feldenkrais and others) to flow into the initial phase of
class, thus providing students the opportunity to prepare
themselves both mentally and physically for the complexi-
ties of the training that lie ahead.
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CONCEPT AND IDEOLOGY

IMAGINING THE BODY

The body is viewed as a sensitive and expressive instru-
ment whose articulation and transformative abilities must
be developed. This notion derives from Jooss’s basic under-
standing, expressed thusly, that “the language of formed
and inspired movement” is what raises dance to a theater
art.” Passow identifies with Jooss and Leeder in that ex-
pression, for her, is less a matter of feeling than one of a
harmonious movement. All three want(ed) to train danc-
ers comprehensively; an all-around training should help
dancers employ differentiated reactions. Dancers should
master a complete scale of movement if they are to create
art that reflects the human soul, which is why they should
learn to play their bodies like an instrument—experienc-
ing all tonal qualities and possibilities for expression, and
“achieve a unity between movement and themselves”"
while doing so. Jooss and Leeder varied between using
dancerly—tools that were unconscious and conscious so
as to avoid the danger of becoming too intellectual. Pas-
sow is also dedicated to such thinking: It is important for
her that the dancers are able to resonate in class, which
she describes as, “seeking the movement’s essence within
themselves, perceiving and being open to the experience,
to experience joy, passion, feeling, and to remain aware of
the unconscious in dancing.”

The ideal dancer is therefore able to perceive and res-
onate, to find fulfillment in dancing, is endowed with a
body that is harmoniously balanced, has well-trained co-
ordination, is willing to take risks, and is present. This
body is prepared for all the technical demands made upon
it, and can bring expressive nuance into movement.

Passow’s training aims to provide dancers with an op-
portunity to grow beyond their bodies’ capabilities and to
exude presence beyond their kinesphere. Dancers should
give the impression their bodies are able to reach into the
space and, in a certain sense, are able configure the space
using the principle of ‘counter—tension’.

When assessing a person’s potential for a career in
dance, one of Passow’s criteria is an aesthetic physique
combined with the learned skills of coordination, musical-
ity, and versatility.

13 From ‘Credo der Folkwang—Tanzbuhne’,
quoted from Stéckemann 2001, p. 171.

Because Jooss—Leeder Technique takes movement across
the spectrum of human expression, and wants as much
variety as possible in movement dynamics and qualities
along bipolar scales, Passow’s training offers a multitude
of nuances for movement execution without masculine or
feminine connotations. Her movement sequences’ aesthet-
ic radiates elegance and lightness, despite the permanent
interplay of body weight and body tension. In terms of
gender, this focus on the entire body, on all-around physi-
cal coordination, on the play with directionalities and spa-
tial levels, on big movement combinations and powerful
stops that radiate out into the space—all in combination
with rhythmic changes—make this technique equally in-
teresting for both genders. Nonetheless, the movement
vocabulary includes smooth arm gestures, swings, and
flowing movements with differentiated torso articulation
that are typically characterized as feminine—an assess-
ment that both male and female students shared in the
final discussion.

The relationship to space is based on Rudolf von
Laban’s detailed teachings about space and form. In all of
Passow’s exercises, the body has clear spatial alignment;
the exercises often accentuate an expansive physicality
through stretching, and participants aspire to a maxi-
mal movement range with proper alignment throughout.
Shapes that open and close often provide clear contrasts
in the range of the movement (narrow—wide). The body
is pliable in its three—dimensionality, and movements are
identifiable by clear lines of alignment and directionality.
There is full use of all spatial axes and directions, as well
as various levels both in the movement and in the danc-
er’s immediate environment, i.e., the kinesphere.” This
also includes systematic diagonals in the spatial and body
alignment.

Kurt Jooss defined the relationship between dance and
music in a several ways. While he understood music pri-
marily as dance’s catalyst, he also understood dance as
being equally independent from music. The correlation be-
tween movement and music plays a large role in Passow’s
training: A particular emphasis during the London project

15 For spatial references see also the corres-
ponding explanations in the following section

14 Sigurd Leeder: ‘Uber Prinzipien der techni- Understanding the Body/Movement/

schen Erziehung.” In: Mdller 2001, p. 17.
under keyword ‘space’.

Movement Characteristics and Physicality,
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was mindfully dealing with musical structures and their
congruent realization in movement, and she took pains to
ensure that the music and the exercise sequences and/or
movement combinations were in sync rhythmically. Musi-
cal accompaniment was usually live, piano or percussion,
and required a great deal of coordination from both the
musician and the dancer to achieve a nuanced dialogue
between rhythm and phrasing.

Musical parameters often provided a catalyst for mod-
ulating various qualities of a movement phrase or motif.

Occasionally Barbara Passow accompanied movement
sequences vocally, either onomatopoetically or by sing-
ing words. Introductory movement sequences that started
on the floor, however, were usually done without music,
enabling the dancers to focus on physical processes and,
more importantly, on their own breath rhythm.

The rhythmic correlation between music and move-
ment is important in the Jooss—Leeder Technique. The
movement combinations’ structures contained various
tonal qualities; changes in rhythm, meter, and tempo
occurred often. Passow targeted the use of musical accom-
paniment for the following:

- To support and strengthen the respective rhythmic
and dynamic phrasing needed for the movement’s
motif and/or exercise sequence;

- To transform musical structures into dancing, whereby
music is the configuring medium (regarding, for
example, rhythm, dynamic, and mood);

- For cooperative interaction, whereby the individual
as well as the interplay between dance and music
determined the class dynamic or general mood.

When creating movement combinations in class, Passow
also uses a variety of music styles (classical, Latin, folk,
world, jazz), played either live or prerecorded, in order for
students to become familiar with a myriad of music styles.

16 See Michael Diekamp: ‘Kurt Jooss: Seine
Padagogik und ténzerische Schulung.” In:
Gesellschaft fur Tanzforschung (Ed.): Aus-
druckstanz in Deutschland — Eine Inventur.
Mary Wigman-Tage 1993. Wilhelmshaven:
Florian Noetzel Verlag, 1994, pp. 126-131,
here p. 178.

approach.

Jooss—Leeder Technique conditions the body, trains move-
ment skills, and strengthens an individual’s will to express
emotion. In her classes, Passow wants to nurture the danc-
ing personality, to make it capable of experiencing and
creating. One of the most important things for her is that
students are lively, moving, and inspired as they dance,
and that they can perform with clear and differentiated
articulation. This reflects her psychophysical approach to
modern dance.

Anna Bergstrom, student

A movement sequence’s performance is demon-
strated by clarity in shape, precise execution, and in its
three—dimensional spatial form, as well as by lively, rhyth-
mic, and dynamic accentuation and phrasing. The same
is true of the correlation between movement and the in-
tended expression. Highly developed kinesthetic differen-
tiation is required to make a movement sequence coherent
(in regards to the respective movement approach and the
energetic momentum and/or impulse).

Making movement coherent is dependent upon inter-
pretation, which is rooted in the intention, the idea, and
thus in the movement material itself. Crucial is an ap-
propriate personal modulation of movement sequences,
‘authenticity’, and ‘believability’. For Barbara Passow this
means “dancing without empty phrases.”

These were also key elements used by Jooss and Leeder
to judge a work artistically. Their writings make multiple
references to the ‘essentiality’ that must come across at all
times, and that is vital for a dancer’s interpretation. Dur-
ing a lecture—~demonstration, Michael Diekamp described
a central tenet of the Jooss—Leeder Technique as follows:
According to Kurt Jooss, the dancer’s and choreographer’s
task is to “to continually find the real, the essential move-
ment through rigorous self—critique and uncompromising
discipline...to search for the essence.”’® Passow remains
committed to the same ideal and goal.

17 According to the ‘Grounded Theory’



Exceptional in this technique, as taught by Passow, is
the individual ‘qualitative’ (usually energetic potential)
that is created and expressed in performance—one that
must come from the dancers themselves. LABAN students
also rated this component as important. They provided
the following written answers to questions as to when a
person, as dancer and observer, can speak of successfully
executing this dance technique (see table 1).

Table 1: Students’ answers to ‘This is it’

BARBARA PASSOW — JOOSS-LEEDER TECHNIQUE

Passow’s concerns also include the dancer’s presence.
Presence emerges when authenticity and liveliness config-
ure, when a dancer concentrates on the task at hand, is in
the moment, has an inner focus. These affect how a move-
ment is executed and can be seen by an audience. Further-
more, ‘extending to the periphery’ gives the impression of
a dancer being connected to the space beyond the body’s
limits. This creates an immediate energy and communica-
tion between the dancers as well as between the dancers
and the audience—which is further strengthened by focus
and/or direct eye contact.

‘MEMO’ CATEGORIES GENERATED "7

STUDENTS’ ANSWERS

Dancer—Subject:
Inward—Outward
Believability

“It’s about the soul, like everything in dance.”
“Believing in what you and we are doing.”

Individual movement expression about qualitative
implementation

“For me, the rhythm that she asks us to emulate gives us the sense of the move-
ment and the energy that we can put into it.”

“To set accents and make individual decisions.”

Movement precision and movement control
(calculated risk):

“Precision, playing with body weight, and having the capacity to drop and catch
weight at any point.”

Balance “To be controlled in ‘letting go’ and being alive.”

Stability “Connection to gravity (weight) and center.”
“To be grounded and strong in the lower body.”
“Relaxed limbs, strong core.”

Movement qualities

“Released quality, mainly a fluid flow with some contrasting rhythmic moments.”

“The use of dynamic elements, particularly swings.”

“Swings incorporated in various ways, somehow almost in every movement.”
“To go with the rhythm of the movement.”

“An organically moving body, movement that works along with the breath.”
“Suspend and release.”

“Release of weight.”

Coordination of body parts and the whole body

“The coordination between arms and legs.”

“To connect the upper body to the arms.”

Torso maneuverability

“Curves, moving released weight through space.”

“Curves./The curved, rounded back.”

Relationship to music

“Music is really important in this technique. It provides the impulse; movement and

music are very closely related.”

The body'’s relationship to space

“Clear arm directions and gestures.”

“Peripheral and transversal pathways.”
“Intelligent spatial awareness and use of the kinesphere and planes.”
“Seeing other dancers find the planes and the curve of the upper back.”
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UNDERSTANDING

THE BODY/MOVEMENT

PREREQUISITES

The Jooss—Leeder Technique is suitable for dancers with
varying degrees of experience and can thus be taught at
every instructional level. The level of difficulty can be
adjusted, allowing a teacher to respond to a group’s par-
ticular circumstances and requirements. Passow is expe-
rienced in teaching a variety of proficiency levels, from
students on their way to becoming professional dancers or
teachers, to novices interested in dance with varying levels
of experience (or none at all). The Jooss—Leeder Technique
is also appropriate training for professional dance-theater
companies as it encourages better movement interpreta-
tion and compositional possibilities.

A longer period of study is necessary to learn and phys-
ically incorporate the Jooss—Leeder Technique’s basic prin-
ciples and differentiated movement approach. The com-
pact fifteen—day course at LABAN, for example, with two
hours of training daily, provided the second—year dance
students with an overview. Thanks to their previous train-
ing in Laban movement analysis and daily ballet and/or
modern or contemporary dance training, they were able
to quickly pick up the occasionally complex movement
combinations. These combinations required whole-body
coordination, an aptitude for motor learning, and good
movement recall. Execution was relatively good; that said,
long—term training is necessary if students are to develop
awareness of and sensibility for the breadth of qualita-
tive—dynamic execution and expressive means that the
technique offers. According to Passow, four years of train-
ing are necessary for a basic education.

In Passow’s opinion, professional dance training should
incorporate good awareness of alignment and body con-
sciousness, along with good physical and constitutional
conditioning. Furthermore, strength should be trained
sufficiently, for example, and include holding—power and
elasticity. Good flexibility, especially in the torso, is an-
other prerequisite. Further prerequisites include whole—
body coordination trained in a variety of ways, as well as

18 For the movement sequences’ structur-
ing and description, the following were of
assistance (among others): Claudia Jeschke's
suggested categories in ‘Inventarisierung

von Bewegung’; see also Cary Rick: Tanzthe-
rapie. Eine Einfihrung in die Grundlagen. In
cooperation with Claudia Jeschke. Stuttgart/

New York: Gustav Fischer Verlag, 1989, as
well as Claudia Jeschke: Tanz als Bewegungs-
Text. Analysen zum Verhdltnis von Tanz-
theater und Gesellschaftstanz (1910-1965).
Tubingen: Max Niemeyer Verlag, 1999.

a feeling for rhythm, the ability to orient oneself in space,
and balance. The ability to pick—up and recall material is
also important. Thus knowledge acquired in basic ballet
training (for example, about class structure, awareness of
body placement, and balance) are as helpful as are spatial
orientation and technical dexterity—all of which can also
be acquired through analytical movement training (for ex-
ample, Laban). Other skills include being able to modulate
movement by using basic elements such as strength, time,
and space, as well as being able to consciously mold subtle
dynamic and rhythmic nuances.

The chances of injury are low because of the class struc-
ture and the attention given to individual participants’
physical conditions. Mindful and appropriate functional—
physical movement execution is strongly emphasized.

Al

Movement quality characteristics that define the technique
are presented in the following structural analysis. The
movement repertoire’s basic technical structure, as taught
by Barbara Passow in the Jooss—Leeder style, will also be
presented by way of example.

Movement sequences in standing or in other positions
(i.e., sitting) contain the following whole-body activities:

- Rising and lowering (high—deep);

- Leaning forward and pulling back (forward—backward);

> Weight-shifting and leaning to the sides (left-right);

- Contracting and expanding;

-> Widening and narrowing;

- Torsion;

- Strew circles (scattering) away from and scoop circles
(gathering) toward the body, performed by the ex-
tremities.

Changing shapes while standing, with weight on one
or both legs, happens in various ways. Observed move-
ment organization reveals that whole-body movement
sequences dominate, whereby movements of individual
body parts can be simultaneously executed (for instance,
steps and/or weight—shifting (back—and—forth) in combi-
nation with arm movements on the various spatial levels).

Movements include bending and stretching in the verti-
cal, shifting the center of gravity; with resultant steps and
large falls, the center of gravity changes and locomotion
is initiated.

19 See Winearls 1958, p. 27.



Barbara Passow’s exercises and movement combinations
are characterized by a clear relationship to the space. The
following features are found in the spatial relationships:

- Dimensional planes:
Movement sequences are executed with a clear spatial
alignment in both the dancer’s positioning and the
direction of the dancer’s body inside the kinesphere or
in the space. Diagonals, along with the laterals
(the high—-deep dimension), sagittals (the backward-
forward dimension), and the horizontals (the side-side
dimension) are used systematically. Changes in frontal
positioning using torsion and turns are an important
part of the exercises.

- Preferred spatial level:
Most of the class takes place in standing. Elevated
positions (for instance, standing—leg elevated onto ball
of the foot with the gesture leg in attitude) and jumps
are also common elements; lower levels and floorwork
are seldom used.

- Extent and/or range of movement in space:
The spatial range (narrow—wide) is a distinguishing
feature because extensions and stretching often occur
at the end of fall- and swinging—elements, or might
be used as a transition to torso bends or waves.
Large peripheral movements performed by the extrem-
ities with clear directional alignment (trace forms)
and that incorporate the full kinesphere also belong
to the movement repertoire (i.e., eight swings, scoop
spirals, and strew spirals).

> Use of spatial levels:
Exercise sequences incorporate all spatial levels
(i.e., sagittal, lateral, and horizontal).

- Spatial diagonals:
The spatial diagonals (i.e., diagonals drawn from
corner—to—corner within the Laban cube) are impor-
tant orientation points for falling and balance, labile
(off—center) turns, and tilts. These demand more
balance since the body is taken off the vertical axis
and away from its normal level.

- Movement design and/or patterns in the space:
Movement of the extremities and the torso trace either
straight, open half-circle, round, or S—shaped gestural
paths (i.e., trace forms) in the space.

These trace forms are found, for example, in forward—
moving arm circles performed by both arms, in a fall-
ing movement with centrally aligned scooping eight
swings, in a stretched-out starting position with both
arms executing downward scoop swings followed by
a torso bend that leads the body into a stretched high—

BARBARA PASSOW — JOOSS-LEEDER TECHNIQUE

diagonal, and lateral torso swings with and without
torsion.

These basic forms were also used as patterns for spa-
tial pathways while moving through the space (for
instance, walking with and without frontal changes,
walking forwards and backwards along small half-
circles).

> Symmetry and balance in the form:
These movement sequences take body symmetry into
account either by using mirror—inverted repetition of
the series or repeating the sequence on the other side.

Furthermore, other types of spatial reference appear
in movement sequences and are described as ‘free flow’,
‘bound flow’, and ‘guided movement’ in the Jooss—Leeder
Technique.™

In relation to the body’s architecture and movements
within the kinesphere, a movement’s point of origin can be
either ‘central’ or ‘peripheral’, which will affect the shape:

- Central movements originate either at the body’s
center or in a joint at an extremity (pelvis or shoul-
der), and flow outward towards the periphery.
Examples: Forward impulse movements that corre-
spond to a gymnastic ‘body wave’; central arm move-
ments like eight swings in front of, or close to, the
body; guiding the pelvis and arm on the central level
when walking backwards along a circular path.
Movement flow is swaying or wave—shaped.

- Peripheral movements originate in the limbs
(i.e., extremities), or in regions of the body at a
distance from the center.
Examples: A flexible torso with arm gestures on
various levels (partner exercise); curling and
uncurling the spine in all directions; inward and out-
ward rotation of the arms at pelvis level; arms
per-forming frontal strew circle and a transition to
torso circles. Movement flow is generally direct
and continuous.

The relationship between the initiation of any given move-
ment and its qualitative character should occur by using a
wave movement of the entire body and/or torso, and an
impulse movement originating in the pelvis:

- Wave movements are created with a shifting of the
pelvis or part of the spine (forward, backward, or to the
side), and are characterized by a successive, flowing pro-
gression along the torso through the spine, as well as in
the movement’s continuation through the arms and legs.
Wave movements can also be executed as isolated
movements, such as wave movements of the arms.
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- Impulse movements originate with energy that has
been collected in the body’s centers: for example, in
the pelvis with a strong contraction of the abdominal
side muscles, and then released explosively. This might
trigger a sudden and vehement wave movement that
seizes the entire body and continues with reduced in-
tensity, velocity, and energy out into the limbs.
Impulse movements can also be initiated by a limb
(i.e., arms and legs).

The end points of the extremities (i.e., fingertips, the
hands’ edges, and tops of the feet), as well as the inner and
outer sides of arms or legs can lead a movement, just as
certain parts of the torso and/or sections of the spine can
also serve as pivot and fulcrum points. Frequently used
pivot points for torso bends are the sternum (for example,
when curling forward), and, for bending backwards, near
the vertebrae’s spinous processes at the lower part of the
scapula. Overall, other fulcrum points can also be imag-
ined, for example, around the waist or the lumbar region.

Articulation and mobilization of the upper body and/or
torso happens in distinct ways:

- Facing forward and with weight-shifts;*

- Twists: rotation around the body’s longitudinal axis,
inward and outward;

- Curves: forwards, to the side, backwards;

- Tilts: flexible and stable upper-body tilts;

20 Shifts can be initiated from other body
parts besides the torso (from the pelvis,

chest, head, or legs, for instance). tion and mobilization.

:
!

i\

- Rounded: arching and contracting movements;

- With dynamic variations, for instance successive
swinging with elastic rebound, or stopping and falling
(drop).

Torso curving and tilting, as well as contractions, can ba-
sically be executed in all directions while in a deep knee
bend, standing on the balls of one’s feet, or while standing
on one or both legs.

Particular emphasis was placed on bending the chest
during the technique training at LABAN. Bending and/or
tilting of the torso can be partially executed and may only
involve the upper or lower torso, for instance, or alterna-
tively may include the whole torso (for instance, in a large
trunk bend). The pivot point in this case is at the intersec-
tion of the sacrum and lumbar spine. This movement can
progress successively either rolling up or down, or as an
intra-corporeal coordinated movement with a multitude
of energy influences and dynamic shadings.

Movement combinations are designed with regard to
the joints’ anatomical differences and to the elastic char-
acteristics of the muscular system (which includes connec-
tive tissues, tendons, and ligaments). Efforts are made to
improve overall flexibility in order to optimize the range
of harmonious movement. The training has a special ef-
fect on movement elasticity, as well as on neuromuscular
interaction and the elasticity of muscles, tendons, and liga-
ments. It promotes inter- and intramuscular coordination,

21 See also further above in this section
about the topic of the upper—body’s articula-



and, additionally, regulates muscle tonus and can correct
muscular imbalances.

Much emphasis is placed on the respective inner and
outer strength in the dynamic execution of a movement’s
shape. Muscular strength is only one factor with respect to
this: One must also include gravity and other kinetic mo-
ments of force. Regulation of muscular tension happens
in relation to gravity, for the most part. Dancers strive to
use these forces as economically as possible when dancing,
and with a minimum of muscular strength so movement
looks as effortless as possible. Movement is initiated by
carefully measured cha