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. theatre dance, social dance, therapeutic
dancing, choreography, performance, etc.
- Each of these categories is part of the

concept of dance, but none is paradigm-
et ichor The Dance itself.

nportant in any discussion that the
identify the functions or purposes of
h which they are specifically concerned.
s have been attributed to the dance.
from its social function, which is
» enable people to engage in some form of
ith each other through dancing (e.g. folk
llroom dancing, disco dancing, etc.) to
-ic value, created by the opportunities
lancing to expel emotional tension
or to objectify emotions in symbolic form,
them susceptible to conscious analysis.
~seen as an instrument of communication,
social, personal, political 'messages'
in the expressive form; it may be used as
perpetuating socio-cultural attitudes,
beliefs; as a means of influencing the
" thinking of individuals and groups; or
1 ugh which one might protest against
-ure. It might have a pragmatic value,
mpractical', having little relation
rld; it might function as a means of
iousness, directly or indirectly; it
O initiate a process of self-extension in
L, or to confirm their current self-image
. Any or all these functions may be
7arious categories of dance, although
ly that only a small number of needs
ﬁ'i n any one form.

as been written within a specific con-
1Cl a consideration of the arts is

- to take Contemporary Dance in the
. I have chosen to concentrate on
 specifically because, due to its
ual expression, it is able to ful-
eds (psychological, social and

ich I have identified above. It is
entify several styles within

Wwhich are distinguishable in terms
ical characteristics and presentation.
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cial origin has such an instrument, then
‘dance must be a shared language in the
1 sense. 'Movement', it is said, 'speaks
his implies that translation and inter-
ot only unnecessary but also spurious.
11d like to suggest that the language of
iversal, that various forms of dance

he same culture and tradition (especially
its emphasis on individual expression)
ent languages which must be 'learned' if
ces are to be understood.

icle of communication is movement, and
rently expressive. To accept this
necessarily to accept that the

nts of the movements are understood
rceive them. The misapprehension that
siveness' in dance movements is

a one to one correspondence between
eaning is a common one and seems to be
ailure to recognise logical differences
ional expressive movement forms' and
sive movement forms'. In the first
ht include spontaneous gestures,
ations and facial expressions, which
des and reactions to phenomena and
ed environment. Such movement tends
~conscious control of the individual,
stereotyped responses which were
but which have now become habitual.
those gestures which have acquired
‘a culture. (E.g. the handshake,

, etc.) Such gestures communicate
to those familiar with that

>sive movement forms' however,

to be vehicles of communication,
fferent kind of language form. They
ly expressive', but of subtle
ner feelings, of un-named and perhaps
Llses. They are deliberately formed,
LCit and explicit structural

Ajgheﬂresult of reflective responses
{the‘environment rather than

BReu B, It is in this sense
are logically different from



> latter might
srial from which
L necessarily

Lniversally
lon would be
inicances of

) t‘they are part
characteristics

of these structures
understood, either
ngs inherent in the
e ences, etc) are

' affects
cations and
tterns. Other
onsequently on
lie in the

ignificances of
siveness' of
al and social
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~rent in movement are not necessarily
culturally determined. Any move-
ierates from a culture contains
significances which might not be
ons from different cultures. Such

. revealed in subtle qualitative and
which form the deep structures of
vement, the inarticulable elements

, susceptible to analysis, and which

upon which we base our interpretations
ovement.

res of the language of dance are

- They are the 'grosser' physical
the movement patterns, (for
aracteristics, rhythmic structures,
phrasing, choreographic principles,
etc.). The form these patterns
affected to some degree by their
structures, especially in the choice
predominate in any one movement form
ersonal and socio-cultural elements
" a dancer or choreographer towards
, made from the range of material
olour the surface of the language, or

. in the Dance can be learned, their

tively explicit. Deep structures
learned by immersing oneself in

ltural milieu from which they were

the implicit meanings and significances

ulture's perception of the world

fabric of the understanding of the

the language of dance is to be

in organising principles, which
ying expressiveness, must be
principles are obviously different
iined in the 'languages' of other art
vape, or sound, volume and substance).
inant perceptual mode is the
though the subsidiary modes of aural
tion are also engaged. Development
. kinaesthetic perception enables

e meanings and significances to be
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ic perception, for it is the

. Qn-gg and reaction-to which

cial character, and incidentally
of emotionality or intellectual-

of the aesthetic response in

g ses U AS ‘the art . object is
d in the 'time-space’ arts, the

in this case, must to some

cess of decision-making taken by

:the‘making of the dance. S/he
es, inclusions, progressions,

-he development of the movement

e' a line of development from

ities revealed by the events just

wally 'imagine' new forms or

kinetic line, and be prepared for

oe realised and for new possibili-
. The imaginal response is the
ception in the temporal arts. For
nent it must build on the

al responses which precede it.

'in dance then might be tentatively
lity to percieve the uniquely

S in a dance and to predict or

ines of development in the kinetic

s made available by this perceptual
st also include in our criteria the
cend the impressionistic (sensuous)
responses evoked by the surface

: ‘ Such an ability might be more
in dance than it is in the other

an individual, and these may or may not
1 to do with the expressive form which
‘would suggest that aesthetic maturity
‘recognised by the ability to
ssponses and then, with these as a
d to the aesthetic qualities which
text', the delicate fluctuations of
. of the expressive form rather than

= of the choreographer.
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he physical skills of which I speak are
ily those one normally associates with
r not all dance styles demand the high
astic skill which accompanies a dance
ough such skills might prove to be help-
dition to this the aesthetically mature
the ability to perceive the relevance
ies and movement patterns they are asked

'meaning is contained as much in tpe
ents as in their presence. S/he is
plications inherent in the movement

lines of development in the kinetic

> performance must imply that the choice
cticular line was a choice; is committed
of the movement itself, to serving the
choreographer. Personal expression

ed to the requirements of the dance form,
ner once begins to display his or her
ancing, the integrity of the movement
h it the real significance of the dance.
the dance form has been created to
ncer’'s self then the problem does not

like the performer, must be able to
esthetic qualities of the dance, to
subtleties in quality and form, and to
expressiveness. S/he must be able to
mificance of the elements present in
form and the significance of the
- choreographer has chosen to make. The
mature spectator will be aware of the
Vast range of elements and qualities
'active participant' in the event itself.
active participation (i.e. not just
perceiving of the dance) to some extent
e depth of the aesthetic experience
The extent of the familiarity with the
the Dance determines the extent of the
scend the associative/impressionistic
ttain the insights contained in the
oonse itself. The aesthetlcally mature
t, then, be experienced in the dance, and
]about the dance. Evidence of aesthetic
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e r ysical and emotional environment, and to

.te them in coherent expressive forms (assuming

a 'dance environment' is available to them) .
later increasing pleasure is obtained from ‘
ement in dance activity in and for itself, rather
as a means of expressing oneself in a personal

-

gevelopment in aesthetic maturity is not

cterised by the nature of the predominant thematic
al used, or by the nature of the benefits seen
ccrue from engagement in dance as an aesthetic

vity (although one's attitude towards them

sbtedly changes as one develops aesthetically) .
‘characterised by the degree of refinement one

es in one's aesthetic responses to the material
dance, and in the nature of the insights one

. If engagement in dance begins at an age when
vidual has attained relatively high levels of

y in other spheres of human development the

of a chronological progression through the

es' may become redundant, for aesthetic maturity
achieved through processes more suited to the
of understanding, the modes of operation employed

mature human being.

i

tht conclude, then, that there are identifiable
lours which display aesthetic maturity in dance,
t such behaviours can be developed through
ent in dance as an aesthetic activity, either
B ;- as choreographer, or as spectator. Amongst
ehaviours are the ability to reach beneath the
t elements of a dance in order to perceive the

t expressiveness of the aesthetic qualities of
nce form; the ability to appreciate and under-
the significances of works in the various styles
e, including ballet, which form the fabric of
form in our culture; and the ability to
nd one's immediate personal needs and concerns
interpreting the meaning of dance. Also,
letic development may take place on several fronts
caneously feg . dancer, choreographer, spectator)
ugh not necessarily at equal rates in each sphere.
desthetic behaviours in dance can be identified it
1d seem probable that development of such
aviours could be facilitated through an educational

‘amme. Such a programme would need to take
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