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The SocioKinetic-bodymAPP: An Improvisation Tool for a Dance and 
Movement Practice. 
 

by Chris Jannides 
 
The SocioKinetic-bodymAPP, an Improvisation Tool for a Dance and Movement Practice 
applies a practice-as-research fieldwork methodology, framed by a sociokinetic form of 
analysis, to an interrogation of the negative influence of familiarity and habit in the 
choreographic workplace and practices of contemporary dance. The bodymAPP is an 
innovative system that offers a uniquely embodied method for exploring and experiencing 
human movement that is targeted to students, professionals and educators in the dance and 
performing arts who wish to uniquely enhance and expand their creative skills, expertise and 
understanding of improvisational techniques and possibilities. The need for such a ‘tool’ arose 
from my awareness, as a contemporary dance choreographer and educator of over 30 years 
standing, of the difficulty to avoid ingrained work patterns and practices when attempting to 
innovate or produce radically different ideas and directions in one’s daily routines as an artist. 
This thesis demonstrates a structured method and system for re-routing habitual work 
tendencies towards enterprising new areas of insight and surprise.   

Through applied concepts and holistic techniques, this research’s devised movement 
application tool and system, the bodymAPP (a ‘movement APP’ for the body), is formed and 
informed by a cross-disciplinary triangulation and integration of three key areas: sociology, 
everyday life and dance. From everyday life, an analytical deconstruction of walking and other 
pedestrian activities in public space supplies sociokinetic principles of movement that form the 
backbone of the bodymAPP system. Sociologists of the everyday provide a catalogue of 
techniques and ‘lenses’ for re-perceiving and re-engaging familiar territories of daily practice. 
Three in particular, accredited separately to 20th century Surrealism, Georges Perec’s notion of 
the ‘infraordinary’, and Husserl’s ‘phenomenological reduction’ – oblique, minutiae, epoché - 
were utilised in the bodymAPP’s development and are ingrained into its processes. 

Influenced by the legacies and precedents of Rudolf Laban, William Forsythe and Judson 
Dance Theatre in the areas of improvisational dance and movement analysis, this thesis is 
predominantly a practical manual containing the many tasks and strategies devised and tested 
in the studio with the assistance of a team of semi-professional and professional contemporary 
dancers. These exercises are used to learn the bodymAPP and apply it as an embodied tool to 
the exploration and invention of new movement experiences and possibilities. Cross-
pollinating Madeline Gins and Arakawa’s notion of ‘architectural body’ and Drew Leder’s 
‘phenomenological anatomy’, the SocioKinetic-bodymAPP can be described as an 
‘architected phenomenological anatomy’ whose purpose is to create, in the words of Michel 
Serres, ‘an exquisite proprioception’. This research centrally contributes to improvisational 
practices and creativity in the fields of dance and performance. 
 

*** 
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Definitions and abbreviations 

 
SKP  SocioKinetic-Principle 

These are each of the following eleven everyday movement principles extracted 

from the research project’s empirical analysis of pedestrian activity: positional-

primacy (p-p), ratios-of-control (r-c), space-against (s-a), sanctified-touch 

 (s-t), cut-slice (c-s), avoid-detour (a-d), common-ground (c-g), make-space 

(m-s), balance-order (b-o), cross-flux (c-f), same-not-same (s-n-s). 

 

BM  bodymAPP 

 This is the movement improvisation tool/system devised by the practical research. 

Its full title is SocioKinetic-bodymAPP. 
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C  H  A  P  T  E  R       1    
I  N T R O D U C T I  O N 

 
 

…creators owe their discoveries to an exquisite proprioception. 

       (Serres, 2011, p. 146) 

 
 
preliminary statement 
Familiarity and habit in a dancer are often impediments to invention, particularly when pre-

programmed movement patterns block access to new ways of moving and thinking. My own 

desire as a choreographer is not to regurgitate the same movement vocabulary and dance-

making methods over and over again. Yet I do not find this easy to achieve. New movement 

outcomes that bypass the trap of the familiar, both in my personal methods of dance creation 

and in the responses from dancers who are contributing to the choreographic process, I have 

often found frustratingly elusive. 

This then was the central goal of my research, a focus on the invention of a method or ‘tool’ for 

exploring and creating movement that would thwart familiar practices and habits, and elicit 

fresh and less accustomed outcomes. Thus, with a target to devise radically new ways to 

explore and create movement, relative to my usual practices, the hope also was that if I came 

up with something successful in this regard, it may be of value to other dance practitioners 

who similarly wish to expand their dance-making skills and directions, or bypass familiar 

working methods. 

Ultimately, what I was looking for was a kinetic system based on well-founded principles that 

stimulated new ways of working with movement and dance that could potentially be used by 

anyone – novices and advanced practitioners alike - and that could be adapted to various 

styles, uses and creative/investigative needs. As a possible starting point from which to seed 

and construct this envisaged system, I decided to look for a movement source that may be 

considered ‘natural’. For this, I found that everyday pedestrian activity suitably fulfilled the 

‘naturalness’ requirement. I then proceeded to closely examine and deconstruct the kinetic 
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patterns and processes of people moving in public places. An underpinning hypothesis behind 

this research was that an exploration tool/system whose kinetic spectrum and foundation 

extended from everyday, pragmatic movement at one end to the far reaches of stylistic dance 

at the other would conceivably service not only my own bias in contemporary dance, but 

possibly extend to the interests of movement-based practitioners and practices more widely.  

The product of this investigation is a movement improvisation tool labelled a SocioKinetic-

bodymAPP (the formatting is a play on the idea of an ‘app’ for movement, that is: a body-

m(ovement)-APP). This tool, which will be referred to under its simpler working title of 

bodymAPP (also abbreviated to: BM) successfully fulfils my personal objectives and desires as 

a choreographer in terms of my previous battles and queries regarding familiarity and habit. 

The bodymAPP provides me with an exploration tool/system that, by working with movement 

‘sociokinetically’, productively disrupts my established dance methods and practices.  

Due to its origins in everyday pedestrian movement, the BM, for its users, possesses an 

intuitively organic and cohesive feel. It combines a range of kinetic principles that were 

observed during the research to form the basis of everyday pedestrian locomotion and activity, 

and applies techniques that uniquely and effectively integrate the tensions between invention 

and familiarity in mutually enhancing ways. The result is an embodied tool/system for dancers 

and other movement artists to utilise, develop and tailor to their needs, one that can be added 

to their personal arsenal of improvisational methods and techniques. 

Central to this project is the notion and framework of sociokinesis, which is a method of 

analysis adopted by this research to examine everyday pedestrian activity. A definition of the 

function of sociokinesis provided by the sociologist, Constance Adams, describes it as “a tool 

for identifying social interaction patterns in the context of built environments” (2002, online). 

However, in spite of the employment of sociokinetic analysis, the primary objective of this 

investigation is not to further understanding of the interaction between public environments 

and social movement patterns per se. Rather, the goal points solely towards the creating and 

testing of a robust and distinct dance and movement-making tool, and to draw sufficient data 

from public movement in order to construct the proposed/devised bodymAPP system. 

Finally, two threads cross and weave throughout this thesis. The first is that of academic 

research, rooted in a sociology of the everyday that pursues and examines methods to re-

perceive a phenomenon of everydayness. The central focus here is on the formulation of a 

sociokinetic framework derived from a study of pedestrian activity. The second thread 

concerns an artistic practice involving movement and performance work that aims to lift ‘the 

mundane’ out of its normal inconspicuousness in order to investigate and enhance its wider 

significance, value and potentiality for dance and movement invention and exploration. This 

perspective reflects the circumstance and concerns of a practice-based enquiry. These 

threads produce two quite different voices. Attempts are made to thread both voices equally, 



   CHAPTER    1: INTRODUCTION 

 3 

which is a bit harder with the second – the dance voice – which is not so well designed for the 

page. In this regard, italicised quotations from the participant dancers involved in this project 

are regularly interspersed through the text. These are positioned so as to loosely juxtapose and 

support the surrounding text and themes of a chapter, but without necessarily having to be 

embedded more tightly into the analysis and discussion.  
 

 

 

biographical foundations 

My background in professional contemporary dance in Australia and New Zealand over a 

period of approximately 30 years has enabled me to undertake this emergent research project 

with the confidence that long experience would increase the likelihood of the evaluative 

choices I make, analytically and artistically, being the right ones. Through my dance career I 

have been a dancer and choreographer, a founder and director of two professional dance 

companies, as well as a dance teacher. I commenced academic studies during a period of 

employment as a head of dance in a tertiary institution. Academically, my progression led from 

a masters degree, whose research examined the beliefs of leading dance practitioners 

regarding what makes a ‘great’ performer (Jannides, 2005), to this doctoral research and its 

analysis of everyday pedestrian movement as a springboard to a new dance improvisation 

tool. 

As a choreographer, my output and interests have been wide-ranging. I have created works for 

professional dancers in both contemporary and classical companies, as well as for non-

dancers, people with disabilities, trainee dancers, and children and youth of all ages and 

backgrounds. I have also choreographed, performed and collaborated in areas as diverse as 

puppet theatre, opera, light entertainment, music video, the fashion industry, burlesque, film, 

television, singing groups and choirs, as well as for conventional and experimental theatre, the 

latter involving practitioners from different performance and visual art disciplines. 

While the first of my companies specialised in public performances (Limbs, New Zealand), the 

second focused on dance-in-education (Darc Swan, Australia). It was during this time that I 

acquired a large amount of expertise as a dance teacher in every sector of the community, 

conducting public and professional classes, working in primary and secondary schools, 

institutes of higher learning, as well as taking workshops for teachers and trainee teachers to 

up-skill their dance knowledge. 

Over the years, I have kept abreast of developments in contemporary dance as it incorporated 

new influences such as release technique, contact improvisation, somatic practices, capoiera, 

etc. However, my initial ‘modern dance’ training was in Graham and Cunningham techniques, 

supplemented by classical ballet. There was also an early interest in European ‘creative dance’, 
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based on the principles and theories of Rudolf Laban, as well as in the non-modern dance 

areas of jazz ballet and folk dance.  

From the start an interest in the structural or formal principles of movement - line, shape, 

dynamic, structure and design - has remained strongly with me, and is an important aspect of 

this project’s devised Kinetic-bodymAPP. My earlier exposure to Laban’s movement principles 

was significantly developed by a module undertaken as part of my Master’s degree where I 

was introduced to his movement analysis system known as LMA, with its diagrammatic 

notation, kinesphere and kinetic scales - all of which have impacted on the formulation of my 

own bodymAPP’ing method. However, what can be noted is a wind-shift in direction. My past 

has predominantly involved codified dance techniques and set choreography as goals and 

endeavours. In opposition to this, this research project has improvisation as its central focus 

and outcome, which radically challenges my previous approach to dance and performance, 

and takes me in important new growth areas, artistically and personally. 

This brief overview of my background as a dance practitioner indicates the range of influences 

and experiences that underpin and directly or indirectly inform this project. The summary also 

clarifies my credibility and suitability, in terms of professional and academic achievements, to 

undertake a dance research project that is practice-based in its methodology. Finally, two 

further influences from my past are significant of mention: geographical isolation and 60s 

counterculture. 

My initial exposure to dance as a form of contemporary theatre was derived from expatriates 

returning home and teaching or showing what they had learnt in their travels. In New Zealand, 

visits from pioneering figures or leading dance companies from Europe, the UK or America 

were rare and mostly non-existent. Without the direct influence and inspiration of major dance 

innovators in my seminal years as an aspiring practitioner, and with only peers for comparison 

and stimulation, I and my New Zealand colleagues had to devise much of our choreographic 

practice and learning for ourselves. Nevertheless, geographical isolation led to levels of 

invention and resourcefulness that were highly productive, culminating in wide interest and 

support from the New Zealand public for the enterprising nature and originality of our newly 

evolving dance community and its efforts. This foundational experience has had a long-lasting 

affect on the way I work and, 30 years on, remains an important underlying factor in my dance 

psyche. As a consequence, I have sought to retain a uniquely independent outlook and line of 

enquiry in this project’s conceptual and methodological dimensions. 

Also highly influential in the seminal period of my dance education and development was the 

radical effect of 1960s counterculture and the ethos of pop. What this engendered in me and 

other practitioners with whom I was associating was a choreographic mindset attracted to a 

kind of contemporaneous eclecticism: old and new were mashed together in a superficially 

gung-ho manner, and without regard for the boundaries that might traditionally separate 
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performance genres and styles, whether within dance or outside it. Hence everything was grist 

to the choreographic mill and to learning, including, alongside dance: acting, speech, everyday 

movement, poetry, slapstick, martial arts, yoga, cross-art collaboration, alternative 

performance sites/situations, audience interaction and multi-media experimentation. In 

retrospect, a post-modern pastiche of performing, making and learning practices driven by an 

artistic curiosity that was in tandem with, but mostly, at the time, unaware of concurrent global 

trends and resonances being pursued and established elsewhere, particularly among avant-

garde artists in the US. 

Having become a permanent aspect of my creative imagination and persona, the sociocultural 

thread from all of the above that has woven itself innately into this research is an attraction to 

eclecticism and an openness and readiness to incorporate diverse stimuli and subject matter in 

my work from any source whatsoever, dance and non-dance alike. A belated alignment and 

affinity for the experimentation undertaken in New York by the Judson Dance Theatre in the 

1960s and 1970s has been of considerable research value to this project, particularly their 

work in the areas of pedestrianism, everyday movement and somatic practices, all of which 

have been of particular benefit and importance to the bodymAPP’s conceptualisation and 

embodied application.  

Significantly, however, the 5-year duration of this research was an experience where a good 

proportion of the past was sidelined or avoided by a forward-looking present. Layers of buried 

biographical dance data were intentionally obscured or put on hold by questions and 

investigations foregrounded as ‘new territory’. Consequently, while post-research analysis that 

looks back to earlier times in my history reveals clear currents of influence, these were given 

less value and consideration in the studio-based areas of the project at a conscious level. This 

was due to my desire to wrestle with practical questions whose resolutions lay outside and 

beyond what I already knew. Nevertheless, for the purposes of foundational 

bearings/resonances and cultural nesting, this brief outline of my biographical landscape and 

its salient features offers relevant insights and grounds for research credibility. 

 

 

foundational analyses of everyday movement 

My particular interest in everyday movement initially derived not from a dance circumstance, 

but from the experience of teaching student actors in various drama schools and courses in 

Australia and New Zealand. From the basis of what is commonly referred to as nonverbal 

communication, I had devised a simple way of analysing and dividing ordinary human 

movement into categories that allowed student actors to better understand how to use 

physical language as subtext in their acting work. The behavioural principles this analysis took 

into account looked at such issues as physical distances between people in social 

environments, and how these inform psychological feelings of familiarity and intimacy. Also 
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examined was the question of verticality, and how high or low people physically and posturally 

make themselves in relation to others projects themes of power play and status. Attention was 

also given to the way the direction of a person’s body, head and eyes indicates attraction and 

interest in surrounding phenomena and situations, while the use of the arms, legs and torso 

produce shapes and movements to reflect feelings of either comfort or tension. This well-

known physical language was given greater artistic interest and relevance in the context of 

actor training when used as a way of colouring what was being spoken in either 

complementary or contradictory ways. Different physical decisions in this regard radically 

altered the same dialogue. This simple exercise and analysis of everyday movement devised 

for actor training now sits as the forerunner and basic foundation of the in-depth sociokinetic 

analysis undertaken by this current project; the bodymAPP is a more elaborate amplification of 

the same body language themes. 

At the time of developing the teaching system outlined above, I had not encountered other 

movement-training methods for actors that used nonverbal themes in a similar fashion, nor had 

I read literature in great depth concerning this theoretical territory more generally. The 

pedagogy was rather a product of my practiced eye as a choreographer and dance teacher, 

combined with populist knowledge widely available concerning ‘body language’. Since 

commencing this project I have become aware of pioneering figures in the social sciences who 

were researching and theorising the various behavioural characteristics outlined above, such 

as E. T. Hall with proxemics (1966), Albert Mehrabian in the areas of kinetics and body 

orientation (Hickson and Stacks, 1985, p. 113), and Michael Argyle with postural configurations 

(Argyle, 1975, pp. 272-285). In the performing arts, I also found parallels to what I was teaching 

in Patrice Pavis’s (2003) semiological analysis of the relationship between gesture and subtext, 

which he refers to as ‘underscoring’ in his theoretical writings on acting, dance and theatre, as 

well as with Valerie Preston-Dunlop’s (2002) choreological development of Rudolf Laban’s 

theories and her focus on dance’s choreographic and performative manipulations of everyday 

movement. 

In practice, the model I devised proved to be highly effective in teaching situations and gave 

the student actors a clear and readily-available way of layering their vocal and characterisation 

work with a physical subtext that drew on observations of human behavioural patterns of a 

semi-unconscious nature. I also employed this body language system with dancers when 

teaching choreography classes and found that it produced equally strong but different results. 

With the dancers, the focus shifted to the more choreographic aspects of space, line, form, 

dynamic, etc., and they responded less to notions of human behaviour and psychology, 

whereas the actors were in need of developing awareness of physical structures and 

movement design. My interest in nonverbal communication increased with this relatively simple 

pedagogical experimentation, and over time I became more and more intrigued by what the 

micro-movements of everyday life reveal, and what they might offer my own artistic interests 
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and movement exploration methods. The SocioKinetic-bodymAPP revisits this earlier focus on 

body language and takes it to greater levels of complexity and investigative analysis.  

 

 

practice-as-research 

This project follows a research model that Brad Haseman describes, in Estelle Barrett and 

Barbara Bolt’s book Practice as Research: Context, Method, Knowledge (2007), as a third 

investigative paradigm, alongside traditional qualitative and quantitative methodologies. He 

labels this alternative paradigm ‘performative research’ (Haseman, in Barrett and Bolt, 2007, p. 

148). Barrett distinguishes performative and practice-based/led research from the aforesaid 

models by stating that it “employs its own distinctive research approach with its own strategies 

and methods”, adding that for artists and practitioners, these are “drawn from [their] long-

standing and accepted working methods and practices” (Haseman, in Barrett and Bolt, 2007, 

p. 148). He further clarifies that, crucially, “practitioner researchers do not merely “think” their 

way through or out of a problem, they “practise” to a resolution” (Haseman, in Barrett and Bolt, 

2007, p. 147). Thus, outputs in performative research use “symbolic language and forms 

specific to [the] practice” (Haseman, in Barrett and Bolt, 2007, p. 148), which in my case 

involves the languages of movement and dance. 

While practice-as-research may be perceived as a stand-alone model, Haseman further states 

that it can also be subsumed under the qualitative/social science paradigm, in which case it 

then uses strategies derived from this latter tradition, citing, as examples, the frequent use of 

such methods as “reflective practice, grounded theory and participant-observation” (Haseman, 

in Barrett and Bolt, 2007, p. 147). The straddling and combining of both qualitative and 

performative methodologies has been the case with this project. At the start, participant-

observation was the primary source of data collection, followed later by the explorative use of 

movement in the studio-lab, accompanied by reflective and interrogative processes of 

analysis. The framework embracing all of the above has been a Grounded Theory/Action 

Research model involving a spiral-like basis in emergent principles and unfolding processes of 

development, direction and theorisation. In this way, the Kinetic-bodymAPP materialised in 

response to the practical questions, discoveries and insights that arose as the project 

progressed, rather than having been set up at its inception as a hypothetical model for testing 

and substantiation. 

As stated earlier, the area of practice in the performing arts within which this research is 

specifically located is contemporary dance, whose roots are in 20th century European/American 

modernist and postmodernist theatre-dance traditions. As a practitioner, this has been my 

chosen dance style and area of proficiency. The dancers that participated in this project, some 

of whom were professional and others tertiary based, were also exponents of this style. 
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Challenges to the status quo and to established modes of practice in contemporary dance, 

resulting in radical developments and changes in the art form, not only dot its history but are 

integral to its ongoing development and evolution. This is what keeps this form of art dance 

contemporaneous, and hence relevant to the changing aesthetics and interests of newer 

generations of dancers. Contemporary dancers therefore acquire an interrogative attitude 

towards movement and their art form as a normal part of their training and skill base. It is this 

skill that choreographers rely on when dancers are asked, as they regularly are within 

contemporary dance, to contribute practical ideas and movement material to the creation and 

production processes. This inherent capacity in contemporary dancers for rigorous, 

kinaesthetic analysis, resulting in insightful movement responses, was a major resource in the 

practical areas and phases of this project. As such, it constitutes one of the discipline-specific 

methodologies of key importance to the practice-as-research focus employed herein. 

All in all, the methodology for this project combines empirical field observation (a combination 

of video and participation); sociokinetic analysis of the fieldwork data; workshop laboratories 

involving both myself (solo practice/exploration) and dancers; and investigation of relevant 

theoretical information from the areas of philosophy, dance and sociology to assist and guide 

the research. Situated within the premise that “all social science research begins and ends with 

empirical observations” (Frankfort-Nachmias and Nachmias, 1996, p. 206), this project’s use of 

observation and practical application blends two methods – distanced and participant – both in 

the non-controlled field setting of the public street, the source of the original kinetic data, and 

in the controlled dance-laboratory, the setting for the eventual emergence of the bodymAPP. 

These separate methods of analysis, also termed exteroceptive and proprioceptive (Schmidt, 

1991), highlight differences, sometimes referred to as oppositions, between so-called 

Cartesian/objective and embodied/subjective perspectives. Rather than pit these two 

philosophical frameworks against each other, as is often done, and choosing between them, 

the approach herein has been to utilise each of these for their separate values and insights. 

This decision finds inspiration in Drew Leder’s book, The Absent Body (1990), where he 

creates a model for analysing the human condition that blends a Cartesian emphasis on 

external perception with a phenomenological focus on the internal sensations of the ‘lived 

body’. He calls this model ‘ecstatic/recessive’, making it the basis for defining a 

phenomenological anatomy characterised by varying extremes of corporeal awareness ranging 

from acute to invisible (Leder, 1990, p. 56). The sociokinetic strategy of this research is 

therefore one which, following Leder, combines both observational/environmental and 

kinaesthetic/embodied methods within one framework, turning the bodymAPP practitioner-

researcher into what Leder would describe as a “hermeneut of the body” (Leder, 1990, p. 37). 

The phenomenological anatomy produced in the dancer by the BM’s application and use, 

heightens corporeal and environmental awareness by stimulating, borrowing a term from the 

philosopher Michel Serres, “an exquisite proprioception” (Serres, 2011, p. 146). This then 
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stipulates the overriding research goal: for the bodymAPP to be a tool for movement 

exploration and invention that creates new movement possibilities as a result of an enhanced 

psycho-sensorial condition. 

As mentioned above, along with an emphasis on observation and processes of an 

empirical/participatory nature, the project centralised emergent and inductive methods. 

Assisted by stimuli from theoretical readings, the practical work devised exercises and 

improvisation tasks that evolved one from another, with subsequent analyses giving rise to 

new directions and strategies of conceptual and artistic interest. This approach incorporated a 

continual interweaving of theory and practice with each informing the other as the research 

progressed. With its inter-circular procedures situated within Grounded Theory/Action 

Research (Frankfort-Nachmias & Nachmias, 1996; Valach, Young, & Lynam, 2002), the project 

made primary use of dance improvisation accompanied by verbal discourse and analysis, all of 

which, alongside observations of public activity, deepened cognitive and kinetic understanding 

of my investigative themes and enabled me to isolate movement material that met my research 

needs. 

Sequentially, the practical side of the project evolved in three stages: 

• observation 

• exploration 

• application  

The first stage led from the observation and filming of pedestrian activity in the town of 

Chichester in the United Kingdom, to the extraction of a range of sociokinetic movement 

principles from the observed activity. In the second stage, workshops in the studio with 

contemporary dancers provided improvised movement responses to the different kinetic 

principles extracted from everyday movement, and explored questions concerning different 

ways to manipulate and interpret this data. The studio-lab workshops were filmed and 

analysed for their potential to resolve and further the directions and challenges of the project. 

The dancers were also interviewed for feedback and appraisal on the viability and creative 

potential of the everyday movement data and the efficacy of the studio methods and exercises 

employed. The final stage of the research involved devising a movement and dance 

improvisation tool from the original pedestrian data. The subsequent Kinetic-bodymAPP was 

then tested with a number of dancers over a period of time, culminating in its refinement, the 

accumulation of a wide range of pedagogical strategies for learning it and working with it, and 

performance experimentation that intermixed improvisational and choreographic approaches.  

In summary, the performative research model embracing this project, whereby directions, 

understandings, solutions and eventual conceptual/artistic outcomes evolved principally out of 

the dance and studio practice itself, were strengthened by considerations of social science 
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frameworks regarding problem and action-based enquiry (Barrett & Bolt, 2007, p. 5). Parallels 

can be observed between Grounded Theory/Action Research and dance-making that draw 

attention to practices in dance that are often innate. For instance, Action Research’s analysis 

of human action in terms of its “reflective, communicative, symbolic, [and] practical” content, 

and its use of “hermeneutical processes [involving] dialogic exchange” (Valach, Young, and 

Lynam, 2002, p. xi), is essentially an accurate description of the studio processes that were not 

only involved in this project, but are inherently common to dance and choreographic practice 

generally.  

When questioning and manipulating the potentialities for exchange between everyday 

movement and dance through devising and testing new improvisation exercises and 

techniques, the studio-lab method utilised by this project intermixed danced and spoken forms 

of interrogation, hermeneutically bringing innate kinaesthetic/interpretive understandings of 

movement to the surface for conscious clarification, analysis and decision-making purposes. 

Hence, the embodied, kinetic language of dance, and in particular improvisational dance, 

accompanied by an abundance of verbal reflection and feedback, were the principal means of 

dialogic exchange in this project. These practices, as part of the studio research, directly 

contributed to a refined understanding of how the bodymAPP can best be articulated both 

experientially and conceptually. 

 

 

sociokinetic foundations 

Our proposed definition of sociokinesis is that it is an applied method for exploring movement 

in everyday life. Many situations, behaviours, actions, circumstances, phenomena, etc., 

pertaining to everyday pedestrian movement, fall under the banner ‘sociokinetic’. However, in 

terms of a method, a number of questions can be clarified that relate to this investigation, such 

as: What exactly is this method? How does it work? How may it be applied? What makes it 

suitable for exploring movement in both daily life and dance? 

Firstly, however, a quick comparison can be made between the definition provided above and 

the only other explanation encountered by this research for the term ‘sociokinetic’. Constance 

Adams (2002), a sociologist working for NASA at the time that she penned her own definition of 

sociokinesis as an investigative method,1 did so in an online article that has the title: 

Sociokinetic Analysis as a Tool for Optimization of Environmental Design. Immediately 

recognising the value of Adam’s research to this project, examination of her article, followed by 

email correspondence, was not only profitable to my empirical study of pedestrianism, but 

                                       
1 Namely, “a tool for identifying social interaction patterns in the context of built environments” (Adams, 

2002, online). 
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assisted me to better clarify my own practical application of the method and concept. As a 

form of analysis, the focus of a sociokinetic method “is the study of the patterns in which a 

group of individuals within a given environment make use of that environment” (Adams, 2002, 

online). Where Adams’ and my own use of the term and concept sociokinetic align are in three 

areas: as an analytical tool, a focus on social interactive patterns, and built environments. After 

this, however, our respective positions start to diverge.  

Adams’ article documents research she was undertaking for NASA in their designing of craft 

for long distance space travel, whereas my project concerns pedestrians in a busy public 

street. These two scenarios are at opposite ends of a spectrum, which extends also to other 

areas of our respective projects. While my use of sociokinetic analysis is qualitative, Adams’ 

uses it as a quantitative tool, which she summarises as involving “a) the capture of hard data 

on the use of volumes within a hermetic habitat and b) the application of statistical analysis to 

their use by a resident group” (Adams, 2002, online). Although Adams’ use of cameras is a 

point of similarity between us, her analysis of the recorded material is turned into statistical 

data that is evaluated in order to create optimal living conditions for space travel. This stands 

in contrast to my non-statistical use of filmed data and to my designing of a spatio-anatomical 

movement system that focuses more on the body, rather than the built environment. 

Putting Adams’ contrasting perspectives to one side, our different circumstances, purposes 

and ways of implementing sociokinetic analysis still find agreement in its overriding definition. 

Email correspondence that I had with Adams helps consolidate our mutual understanding of 

the concept, as well as provides some background to how the word originated. Prior to 

discovering Adams’ work, I had not come across the term ‘sociokinetic’ before adopting it, and 

it was in fact a word I composed myself. It was interesting to read that Adams did exactly the 

same thing, as she recounts: 

I am pretty sure the term ‘sociokinesis’ is of my own invention (and 
your research results seem further to confirm this belief). It was 
coined in order to encapsulate the activity between ‘choreography’ 
and ‘herd instinct’ in the sociological realm of environmental studies. 
 

             (Adams, email correspondence, 9/12/2010) 

Another overlap between our respective positions is found in Adams’ use of the word 

‘choreography’, in the above email, and her pairing of it with the notion of ‘herd instincts’. Both 

of these are directly applicable to this research with its study of pedestrians and their 

coordinated shifts and changes of interaction and patterning. Alongside the obvious relevance 

of the word ‘choreography’ to dance, Adams’ mention of environmental studies also coincides 

with the importance that ‘environments’ will later be shown to have when introducing this 
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project’s SocioKinetic-bodymAPP and its incorporation of what architectural theorists have 

described as “the social logic of space”2 (Hillier & Hanson, 1984).  

Settling on a decision that emphasises movement (‘stasis/kinesis’), Adams’ email goes into 

greater depth concerning the reasons for choosing to name her method ‘sociokinetic’ that is in 

agreement with my own understanding and application of the term:  

I started with ‘socioergonomics' but rapidly determined that the 
physiological aspect of ergonomics really does not apply to this field. 
We are talking about something both more voluntary and more 
complex in terms of the factors influencing its patterns: psychological, 
physical, environmental, social/cohesive, identity oriented; you name 
it. Because the factors vary so enormously, the field should be named 
exclusively on the basis of the phenomenon, not any of its potential 
drivers. And stasis/kinesis of groups is what we are seeking to 
understand. 
 

            (Adams, email correspondence, 9/12/2010) 
 

Now that Adams has laid out some important preliminary foundations with which I concur, it is 

left to me to add the focus that is specific to this project, namely the application of a 

sociokinetic perspective that has dance as its agenda. 

At the start of this research, I did not have a pre-established, fully developed understanding of 

the concept sociokinesis. While basic defining elements, similar in many ways to Adams’ 

version, were early in place, its application as an analytical tool is also a product of this project. 

Adams’ self-initiative provided an example and precedent that reinforced a sense of validation 

for deciding to adopt an analytical framework of the project’s own devising. This had been a 

radical decision because what sociokinetic analysis was and how it could be used for practice-

based research of this nature was unknown to me and left to the project to determine, meaning 

that it also became an object of study as well as the means by which the movement data was 

itself being studied. 

Nevertheless, what this project discovered and established as a method and tool of 

observation and analysis that would be called sociokinetic can now be formalised. Combining 

key features established by Adams with others that are unique to this project’s applied 

perspective, elicits the following characteristics regarding sociokinetic analysis, as it pertains to 

this particular investigative study. 
 

                                       
2 This is both the title and theme of Hillier and Hanson’s 1984 book, The Social Logic of Space. Hillier 

elsewhere argues that the ‘social logic of space’ is established by and dependent on movement. He 
states: “The social forces working through […] spatial laws create both […] differences and […] 
invariants in settlement forms. The link between the two is […] movement, but whereas the ‘space-
to-function’ mechanism was driven by the effect of spatial configuration on movement, the space-
creating mechanism is driven by the influence of movement on space, and so can be considered a 
‘function-to-space’ mechanism” (Hillier, 2001, 02.2). 
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sociokinetic analysis  

Applied to a dance agenda with movement exploration and invention as its outcome, 

sociokinetic analysis/method involves a series of steps in which the practitioner-researcher: 

• analyses interaction between individuals, groups and environments and 
identifies component kinetic features, patterns, processes and principles  
(the project calls these SocioKinetic-Principles) 

• devises investigative strategies to deepen and extend understanding of 
component kinetic features (studio-lab investigations) 

• designs a holistic system/tool for movement exploration and invention 
that integrates component features (Kinetic-bodymAPP) 

The points above correspond with the three phases mentioned earlier regarding the divisions in 

the project’s practical research:  observation / exploration / application.  

The sociokinetic method devised and implemented in this project follows the three-stage 

process as outlined. Details of the numerous techniques, challenges, solutions, considerations, 

and so on, that were part of each of the three stages listed above are contained in the chapters 

that follow. 

I turn now to a summary of the structure of the thesis. 

 

*** 

 

thesis structure 

The thesis chapters are organised as follows: 

 

Chapter  2  E M P I R I C A L   D A T A 

This chapter is predominantly descriptive. It covers the first stage of the sociokinetic 

analysis: observation. It introduces the eleven SocioKinetic-Principles (SKPs) found in 

the empirical observation of pedestrian activity in the UK town of Chichester. The SKPs 

are aspects of everyday movement that form the back-bone of the research and the 

component parts of the bodymAPP. They have been given specific names that identify 

each of their key features and functions. There is an attempt in the naming of the SKPs 

to make them self-explanatory as movement terms, for example: avoid-detour, cut-

slice, balance-order. Accompanied by diagrammatic photographs, each SKP is 

explained in detail. To learn to use the bodymAPP requires the SKPs to be fully 
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understood first. They are the raw data from everyday movement taken into the studio-

lab for rigorous investigation with dancers in the second phase of the research project’s 

analytical process. 

Collectively the SKPs deconstruct everyday movement and offer insight into its 

composite nature. While it would not be essential to read this chapter if one were 

wishing to physically learn the bodymAPP, it acts as a preliminary source of information 

in preparation for the practical learning process that follows. 

 

Chapter  3 S T U D I O  -  L A B    1 

This is the first of the ‘how to’ chapters, the focus shifts from the street to the dance 

studio/lab and covers the practice-based investigation of six of the eleven SKPs (the 

remaining five are the subject of Chapter 5). It outlines exercises and tasks that were 

devised and given to the project’s participant dancers for them to provide feedback and 

produce movement responses that would assist the development and formation of the 

bodymAPP. Although the chapter goes into considerable depth of analysis and reflection 

with regard to the studio work, it remains technical rather than academic. Its central 

purpose is to speak about the practice. Its target audience are other dance and 

movement specialists/practitioners for whom the various exercises and approaches that 

are outlined offer new territory in terms of improvisational tasks and concepts.  

This chapter, along with Chapters 5 and 6, form a basic manual that outlines the process 

by which the bodymAPP can be learnt and utilised, as per the manner in which it was 

done so in this project. The SKP’s that Chapter 3 covers are: avoid-detour, cut-slice, 

make-space, positional-primacy, common-ground, space-against. 

 

Chapter  4 A P P L I E D   T H E O R Y 

In contrast to the practice-based chapters, this chapter discusses the integration of 

theoretical components derived from literary sources. It describes the manner in which 

the research project created a cross-disciplinary relationship between the practical 

investigation and literary theorists from sociology who specialise in the study and 

analysis of everyday life, also simply known in their field as ‘the everyday’. The main 

writers in this area who influenced the research are Michel de Certeau (1984), Michael 

Sheringham (2006), Ben Highmore (2002), Michael Gardiner (2000) and Georges Perec 

(2010). Concepts of oblique/slanted perspectives and attention to the details and 

minutiae of daily life and to notions of the infraordinary derive from these sources and 

exerted a key influence on the empirical research as well as the studio practice. 
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Philosophy, and more particularly phenomenology, was also part of the cross-

disciplinary experiment. From Edmund Husserl (1983), Renaud Barbaras (2006), as well 

as dance phenomenologists Sondra Fraleigh (1987, 1991) and Susan Kozel (2007) I was 

able to apply an understanding of ‘phenomenological reduction’, also known as epoché, 

that had a critically important impact on my observational abilities and in extracting the 

SKPs from the blur of pedestrian activity. 

This chapter shows how a sociological analysis of everyday life was able to help resolve 

central issues concerning my desire to re-perceive dance and dance practice in ways 

that avoided the traps of familiarity and habit. 

 

Chapter  5 S T U D I O  -  L A B   2 

This chapter is the second part of the ‘how to’ manual, started in chapter 3, and covers 

the studio’s practical investigation of the remaining five SKPs: ratios-of-control, 

sanctified-touch, balance-order, cross-flux, same-not-same. 

 

Chapter  6 b o d y  -  m A P P 

The subject of this chapter is the Kinetic–bodymAPP. With the aid of diagrammes, it 

shows the construction of the BM, and how the SKPs are arranged on, around and 

through it. Based on the work undertaken with dancers in the studio-lab, details of how 

the BM can be used are provided, commencing with kinetic-scales, then how to mix 

them in different pair combinations, and finishing with kinetic-chords, which looks at 

combining the SKPs in various groups of three and four. 

This the last section of the instruction manual and completes the material in the thesis 

relating to the practical research. 

 

Chapter  7 C O N C L U S I O N 

The concluding chapter rounds off the practical/dance-based aspects of this research 

by acknowledging other movement technologies and systems that contextual and have 

influenced the project. Three sources in particular that were important to the devising of 

the Kinetic-bodymAPP are isolated for brief discussion; these are the work of Rudolf 

Laban, William Forsythe and Judson Dance Theatre. The specific nature of each of their 

respective influences is clarified and comparisons made to the bodymAPP. There is also 

discussion of the central role and importance of movement improvisation to this project, 
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and of the potential values that the bodymAPP has to offer improvisation-based dance 

and movement artists/performers in general. 

As well as the above, the chapter provides a summary look at what has been achieved 

by the research in terms of its initial goals and propositions concerning the themes of 

familiarity and habit. The project’s overall trajectory as a cross-disciplinary exercise 

involving sociological discourse, pedestrian movement and studio practice is also 

reviewed. I conclude by reflecting on the effects of this research on my own dance 

practice and what my hopes and expectations are for the Kinetic-bodymAPP’s future.  

 

*** 

 

The goal of this practice-based research was to deconstruct pedestrian movement and then 

re-systematise it into a workable tool for dance exploration and invention. The wish also was 

for this devised tool/system to have a level of accessibility that made it easy and logical to use, 

while, at the same time, possessing a capacity for more progressive and complex demands. 

As noted earlier, the initial motivation for selecting this task was primarily for my own 

development and benefit as a dance practitioner, choreographer and teacher. Around 30 

dancers have engaged with this research at various stages of the kinetic-bodymAPP’s genesis, 

and it became evident to me from their reactions that the principles and methods employed, 

and the basic conceptual and practical framework around which the bodymAPP is 

constructed, has significant value to other practitioners, not just for myself. Workshop 

responses from fellow dancers confirm the wider practical worth of the research. 

During the project’s duration, the only change that was made from its initial intentions 

concerned the notion that the improvisation tool might be a choreographic tool also. This idea 

was discarded when it was realised (rather obviously) that movement exploration and 

choreography are separate stages and processes in the development and making of a formally 

structured dance work. If the project had attempted to develop the kinetic-bodymAPP to the 

point that it might act as a choreographic system, not just a movement improvisation tool, then 

the boundaries of what the project could manageably cope with would have been exceeded. 

Such an objective, regarding choreography, is a different research path from the one 

undertaken herein. Crucially, the bodymAPP does not produce choreography, instead it helps 

to generate movement that may then be used choreographically. Therefore, it is reiterated that 

what this research has devised is a movement improvisation tool with a capacity for complex 

and advanced levels of application and development. It is to this that we now turn, 

commencing with the sociokinetic analysis of pedestrianism and public space. 
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NOTE CONCERNING NON-INCLUSION OF VIDEO MATERIAL 

Although all the practical work in this research project was videoed, after a great deal of 

thought on the matter I have not included a DVD with this thesis containing examples and 

excerpts of the studio work. At this point in time I am not resolved to a point of satisfaction as 

to the value of adding visual material such as this. My reservations are based on two things: 

firstly, I do not wish the system outlined in detail in this research to be prematurely evaluated 

from a cursory glance at a DVD; and secondly, in keeping with the thesis’s secondary function 

as an instruction manual, the central purpose of the Kinetic-bodymAPP is to enable an 

individual to find their own responses to the tasks and challenges outlined herein. Hence, it 

would go counter to this goal if visual examples accompanying this document mistakenly 

accrued precedence value, even subliminally.  

Imitation in dance, involving the bulk learning in dance studios of movement styles and 

vocabularies, is an important core practice in its education regimes and training techniques 

and processes. The bodymAPP deliberately, therefore, offers the movement and dance 

practitioner an opportunity to connect with and find competency, joy and surprise in their 

personal resources and self-directed capacities. A video caters to a dependency on inspiration 

from others, of which dancers in their daily life are already blessed with more than they need, 

possibly to the detriment of a confidence, at times, in their own powers of originality and 

discovery. However, I do not wish this unresolved area of my thinking to create the impression 

that video representation of this research is not capable of fulfilling a valuable role and 

function. These are only my considered thoughts at the present, this opinion may change with 

further reflection and distance from the relative new-ness of this project.  

 

 

____________________________________ 
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C  H  A  P  T  E  R       2    
E M P I  R I  C A L   D A T A 
 

 

 
 
 

sociokinetic analysis of everyday pedestrian movement 

The outcome of the period of time spent observing, filming and experiencing pedestrian 

activity in the streets of metropolitan Chichester isolated eleven sociokinetic principles that 

were evident in everyday movement. The resulting list relates to Adams’ sociokinetic injunction, 

mentioned at the start of this thesis, concerning the deconstruction and identification of “social 

interaction patterns within built environments” (Adams, 2002, online). The selected movement 

themes, however, do not encompass the complete range of kinetic features to be found in a 

pedestrian terrain. The creation of a fully embracive analysis if this kind was never the goal of 

the research exercise, such an attempt lies outside the scope of the project’s artistic and 

dance-focused needs and agenda. Therefore, no effort has been made to find further kinetic 

principles in everyday movement beyond the eleven that are featured in the chapters that 

follow.  

The project’s explicit focus concerning ‘social interaction patterns’ is on patterns of movement, 

as opposed to patterns of psychological or cultural behaviour. In other words, the emphasis is 

on movement’s structural trajectories, relationships, strategies, dynamics, etc., and on the 

kinetic surface-layer of pedestrianism rather than on any deeper analyses of a socio-cultural 

nature. In this regard, an important, defining contrast is captured by the two words sociokinetic 

and socio-cultural; the former, a sub-category of the latter, accurately delimits and establishes 

the scope, boundaries and specific nature of this project and its territory. What has been 

avoided is an overt examination of the wider, embracing ethnographic framework, ‘Anglo-

Saxon’. This research is explicitly not a sociological investigation, in spite of the fact that it has 

accessed knowledge from that field and, in an overall sense, contributes to a deeper 

understanding of behavioural patterns found in urban locations, such as that of Chichester and 

its shopping milieu and other similar locations. Nevertheless, irrespective of the project’s 

narrower focus, a unique sociological exposé can be said to have emerged from the following 

analysis of pedestrian movement. As will be seen, the sociokinetic is not limited by its sub-

status in its ability to elicit insightful socio-cultural data. 
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The everyday movement principles (the naming convention herein also italicises, hyphenates 

and refers to these as SocioKinetic-Principles or SKPs) that were selected from Chichester’s 

pedestrian activity, investigated with dancers in the studio, and then used to form the Kinetic-

bodymAPP, have been given the following titles: 
 

� avoid-detour  

� cut-slice  

� make-space  

� space-against  

� ratios-of-control  

� positional-primacy  

� common-ground  

� sanctified-touch  

� balance-order  

� cross-flux  

� same-not-same  
 

At the start of the participant-observation phase in the streets of Chichester there were no pre-

established guidelines to aid the empirical research other than the sweepingly vague, 

introductory notion of ‘things kinetic’. There seemed to be nothing that I could find or draw on 

in terms of criteria or measures to even help me determine the size of the proposed kinetic 

sample. True to the methodological processes adopted from Grounded Theory, the task that I 

necessarily followed was simply to enter the field of investigation and allow the desired data to 

emerge of its own accord and in its own time. How big or small the quantity of SocioKinetic-

Principles should or could be, in relation to my practical goals, would be determined by the 

emergent processes and strategies towards which I was committed, regardless of any ongoing 

anxieties I had concerning the blind nature of this manner of making progress. Naturally, such 

processes are not alien to those that serve me as a choreographer when gauging when dance 

work that I am making is ‘right’ or is finished. Consequently, I eventually compiled this 

collection of everyday movement principles following instinctive courses of action and a clear 

intuitive recognition that informed me when the sample was complete. 

Finally, as was mentioned in the introduction, this chapter is predominantly descriptive. Each of 

the SocioKinetic-Principles is introduced and their specific movement characteristics, with the 

assistance of diagrammatic images, is outlined. Occasional theoretical perspectives from the 
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social sciences and philosophy have been included to expand understanding of the SKP under 

discussion beyond its literal description. These additional analytical/theoretical perspectives 

nourished the project’s practical investigations and studio work with dancers by opening up 

new avenues and nuances of artistic interpretation and exploration. 

 
 

 

 

 

 
In the following pages, this image, taken from a symbol stencilled 
onto the ground by the local council in various parts of Chichester to 
designate pedestrian-only footpaths, will occasionally crop up and be 
accompanied by a short poetic text. These are of no intellectual 
importance. In their small way they create territorial spillage between 
the artistic/practical and theoretical/academic components of this 
research and provide another opportunity for their integration. 
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Fig. 1: avoid-detour  gap-hunting 

 
 
 
The first SocioKinetic-Principle – avoid-detour – refers to the natural ability that people in 

crowds have to steer themselves into empty spaces. This could be described as an affinity for 

gaps. It is the capacity to avoid and detour objects, obstacles and others. Figure 1 provides an 

example of an avoidance/detour situation from Chichester's pedestrian mall. The trajectory of 

the person on the right initially points towards the phalanx of people moving towards him. As 

the action progresses, a readjustment is made and the solo pedestrian alters his initial pathway 

to avoid and bypass the entire group. 

 

 

legs 
narrowly 

avoid each other  
in a crisscrossing 

economy  
of motion 
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Everyday pedestrian movement, improvisational by nature, deals with what is unfolding as it 

occurs. A micro-level of prediction allows us to read the subtle shifts of direction in the bodies 

of others coming towards us, as they in turn respond to our own trajectorial signals. Practice, 

and an innate understanding of the rules of public space, make improvised pedestrian 

choreographies a well-coordinated, collision-free activity. The weave of avoidance, on which 

the kinetic fabric of pedestrian movement depends, is also a finely calibrated chaos of un-

impacted deflections. As can be seen in Figure 1 where the solo figure is deflected by the on-

coming group, public mobility involves bodies politely nudging each other aside without any 

impact or collision having actually occurred. 

Ongoing transactions in the realm of public movement, arising from negotiated adjustments 

and counter-adjustments, reveal a shared sociokinetic knowledge and contract. If accidents 

occur, they are usually a product of lapses of awareness, often involving miscalculated spatial 

or timing issues. In extreme circumstances, ‘civil’ protocols can be ignored, resulting in 

confrontational or violent encounters between people. Also, natural disasters and ‘acts of God’ 

are always an ever-present possibility, which add further challenges to the ability to ‘get out of 

harm’s way’. 

If the ability to target gaps is a necessary skill when negotiating the movement trajectories of 

others, it is also essential when manoeuvring through architectural and environmental layouts 

whose closures and openings are designed to control sociokinetic flow. Hence, the spatial 

manoeuvres of people, whether in crowds or architectural environments, fluctuate between 

ever-changing constraints, on the one hand, and freedoms, on the other.  

In the realm of mundane, everyday activity, the art of avoidance and detour, a mastered, yet 

taken-for-granted skill, is dependent on our capacity to self-manoeuvre. In this regard, the self-

steering of bodies through gaps and ‘space’ is equivalent, on a gestural or task-based level, to 

limbs targeting specific objects in the everyday activities of reaching, touching and handling 

things. So, for instance, when hands grasp what they reach for, they avoid, in the process, 

what they do not intend to touch. Daily actions are therefore reliant on our ability to unerringly 

target kinetic attention on the tasks at hand. Self-manoeuvrability, where success is measured 

in terms of ease and efficiency, has a subliminal agenda that seeks to control and avoid 

clumsiness and accident.  

Examples of ‘avoiding’ movements in pedestrian repertoires include swerving, sidestepping, 

ducking, leaning, twisting, angling, all of which have a de-centred effect when they involve 

manoeuvring around people or objects. Overtaking can also be added to this list. In situations 

where pedestrians walking at a faster pace are obstructed by those travelling less quickly, an 

initial slowing down to avoid impact is inevitably followed by a circumnavigational burst of 

speed. Art historian, Wilhelm Worringer, in his analysis of Gothic art and architecture, offers a 
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description that could aptly be transferred to the overtaking example just described, he states: 

“[F]orces that are suddenly arrested in their natural course ... move on ... with an intensity that 

has been increased by the obstacle...” (Worringer, in Cache, 1995, p. 84). Highlighted here is 

an effect exerted by obstacles, whether in art or human locomotion, resulting in variable 

fluctuations of kinetic momentum and intensity. 

Three sociokinetic scenarios are apparent in the avoid-detour everyday movement principle 

discussed so far:  

• avoidance produced by opposing trajectories, this is movement on a collision course 

with other movement;  

• avoidance caused by architectural/environmental circumstances where momentum is 

directed towards fixed gaps and openings, and around places, structures and objects;  

• avoidance affected by an obstacle whereby kinetic momentum acquires a fluctuation 

and/or amplification of energy.  

On this last note, the use of obstacles to produce dynamic surges and changes in movement is 

familiar to the common practice in dance of imposing constructive limitations on work as a 

stimuli for invention and artistic initiative. Contact Improvisation, a partner-based dance form, 

is a case in point. The limitation/objective here is that practitioners must always stay in physical 

contact with each other. Use of counterbalance, weight-bearing, gravitational momentum and 

other give-and-take principles and techniques enlivens creative kinetic interaction and 

produces elaborate, often exhilarating, circumnavigational trajectories. Stepping outside of 

dance, sport itself is full of examples of kinetic landscapes designed around the elaborate 

exploitation of limitations, obstacles and gaps. Movement patterns and strategies of opposing 

sports teams often involve an object being put into some kind of hole/opening as the game’s 

central objective and ‘goal’.  

Another example of gaps built into a movement structure are those that exist between 

footsteps in the act of walking, an action whose footfalls rhythmically 'perforate' paths. The 

repeated movement of the legs to produce 'steps’ includes awareness, mostly peripheral, of 

things not to be stepped on. Such a regulated gap also finds its imitation in the familiar form of 

the broken centreline down the middle of roads. For vehicle traffic, these indicate that 'passing 

and overtaking' is permitted. Conversely, unbroken centrelines signify that passing is 

disallowed. Fundamentally, the gaps in road markings give drivers permission to use the 

breaks in oncoming traffic for overtaking purposes. Hence, road markings such as these are 

styled on the innate/obvious understanding that we re-route ourselves around what is solid by 

means of that which is not.  
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Social analyst and writer, Georges Perec, summarises these fiats of common-sense regarding 

our embodied, everyday understanding of the interface between gaps, solids and movement 

when he states that “[t]o live is to go from one space to another, while trying not to bump into 

anything” (Perec, in Sheringham, 2006, p. 50). Hence, sociokinetically, in everyday life, one of 

our key skills as ‘manoeuvrability maestros’ is the ability to master gaps in both their fixed and 

mobile forms. Hence, avoid-detour facilitates the physical negotiation of architectures of 

movement and mass. 

 
 

 

 

  



  CHAPTER    2:  EMPIRICAL DATA 

 25 

 
 

 

 

 

 

 

avoid-detour 

cut-slice  an ability to separate 

make-space  
space-against  
ratios-of-control  
positional-primacy  
common-ground  
sanctified-touch  
balance-order  
cross-flux  
same-not-same 

 

 

 

 

 

 

 

 

   

Fig. 2: cut-slice     vectorial trajectories of movement 

  
The SocioKinetic-Principle - cut-slice - refers to movement trajectories and their ‘cutting’ 

through space, much like the prow of a ship through water, or the marks left by skaters on ice, 

or the streaks of light from vehicle headlights captured by time-lapse photography at night. In 

Figure 2, the paths of an observed group of people have been mapped to show this principle. 

Their locomotion creates incisions through space, which offers no resistance to the pressure of 

the pedestrians’ momentum. Unlike the examples above of water, ice and light, walkers leave 

no visible streaks or trace in the medium of air. 

a bladed profile  
and scissor legs  

that cut  
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Of significance to the cutting and slicing nature of movement is the human figure's 'edge', as 

highlighted, for instance, by a silhouette. The delineating agency of the ‘outline’, whether of the 

human form or, for that matter, of material object’s per se, sets them apart from surroundings. 

This is the basis of the foreground/background distinction and phenomenon. Merleau-Ponty, 

stating that "every visible is cut out in the tangible" (Merleau-Ponty, 1968, p. 134), echoes 

Henri Bergson (1907, 2005) from half a century earlier whose ‘scissors’ metaphor, below, 

bolsters use of the title, cut-slice, for this SocioKinetic-Principle, with its emphasis on space-

cutting trajectories and ‘bladed’ silhouettes:    

The bodies we perceive are, so to speak, cut out of the stuff of 
nature by our perception, and the scissors follow, in some way, 
the marking of lines along which action might be taken. 

(Bergson, 1907, 2005, p. 8) 

Cut-slice is an aspect of the previous category, avoid-detour, whose weaving, collision-

dodging tactics are space-piercing. Vectors, trajectories, spatial incisions, momentum 

pathways are all interchangeable terms used in this sociokinetic category, cut-slice, to refer to 

its actions. Objectively, the trajectorial ‘cutting’ of space allows us to acquire and achieve 

objects and goals, arrive at destinations and traverse distances. 

In a busy crowded street, the collective weave of public movement produces tangled vectorial 

threads that have no physical materiality and leave no trace. In the typical flow of a moving 

crowd, individual trajectories - sweeping, swerving, rotating, reversing, jagged, erratic, 

tangential, unpredictable - follow vectorial-compasses that are multi-directional and free-

flowing, constrained only by architectures, ‘traffic’, sociocultural protocols, and the 

biomechanics of the body. With regard to physical layouts and architectures, public spaces are 

designed to channel movement flows, pedestrian and otherwise.  

The conjunction of human movement and environmental design leads architectural theorist 

Bernard Cache to observe that: “Vectors seek vectors”, and, in doing so, have "some sort of 

application as their aim" (Cache, 1995, p. 102). Hence, roads, footpaths, corridors, stairs, 

elevators, escalators, bridges, tunnels, etc. - some fixed, others mobile and provided with 

limited, mechanised trajectories of their own - are all intended to enhance and facilitate the 

everyday flow and traffic of human movement. This constitutes a form of vector-overlap 

whereby mobile, human trajectories are assisted by fixed or semi-automated ones. The kinetic 

emphasis in this vector-driven category - cut-slice - is summarised by the words ‘thorough-

fare’ and ‘through’. 

The understanding signified by the preposition ‘through’, which is central to this cut-slice 

movement principle, has two key differentiating features: the actions of toward and divide. 
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When the words ‘toward’, ‘through’ and ‘trajectory’ are applied to the previous category, 

avoid-detour, they are given in the context of people negotiating gaps. The ‘miss’ and/or 

‘near-miss’ dimension of crowded movement, as mentioned earlier, is one of un-impacted 

deflections. These safely divert destructive energies that are innately part of trajectorial 

momentum and force in conformance with sociokinetic protocols and injunctions to do with 

communal and personal safety. If the ‘toward’ momentum of an action is unimpeded, then 

arms travel smoothly through space when reaching for things, and bodies pass safely through 

environments and structures to arrive at destinations. However, when there are misjudgments 

and accidents, then the degree of force contained in the trajectorial momentum will have 

consequences in the objects or entities concerned, resulting in various types and degrees of 

physical effect and/or damage.  

All in all, the theme of this category focuses on two orientations and understandings regarding 

cut-slice, one is about movement and other is about matter. The first looks at kinetic 

trajectories, and the second at material divisions. Both of these cut and divide space. Yet, in 

ordinary everyday life, kinetic and spatial incisions facilitate constructive outcomes. De Certeau 

notes, for instance, that “it is the partition of space that structures it” (de Certeau, 1984, p. 

123). In relation to movement, implicit in geographer Yi-Fu Tuan’s statement that: “Attachment 

... is seldom acquired in passing” (Tuan, 1977, p.184), is that regardless of whether it is to go 

to the shop or on some grander scale, attachment lies at the journey’s end, having been made 

possible by the trajectorial passage.  

As noted earlier, productive and destructive tendencies are inherent in the everyday movement 

principle, cut-slice, yet, in the realm of urban civility and protocol, bias is weighted in the 

constructive/cooperative direction. What is collectively achieved in terms of pedestrian traffic, 

when it is working well, is that lines of passage are smooth and disruption minimised. The 

dominance of cut-slice’s constructive implementation in everyday existence corresponds to a 

broader, bio-cultural maxim noted by Bergson when he states: “Life does not proceed by the 

association and addition of elements, but by dissociation and division” (Bergson, 1907, 2005, 

p. 59). The accumulated mass and congestion of a busy crowd requires the lubricant of slivers 

of space (gaps as gashes) for people to slip and slice past each other in their vectorial incisions 

and manoeuvres. 
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 Fig. 3: make-space   frames and enclosures 

 

The category make-space initially emerged from observing people moving to one side to allow 

others to pass by, in effect offering them the space they had just occupied or were about to 

occupy. For example, in Figure 3, a group of people on the left of the picture who are walking 

in close proximity, separate a moment later to make room for the person with the pram coming 

towards them. By doing so, the group open their space to make a clearing for the pram to pass 

through. Avoiding a collision, they in turn free up an area that was not available to the pram-

pusher when their close formation blocked his passage. Furthermore, on his side of the 

equation, the pram-pusher is also a ‘space-maker’: by causing the group to change its spatial 

configuration, allowing him to pass between them, he is clearing his own path, and making 

space for him and his child.  
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This example also points to the fact that many of the SocioKinetic-Principles overlap, 

depending on the perspective taken. Thus, the man with the pram, using it like a cutting tool, 

has effectively sliced his way through the group’s shared territory, as an instance of the cut-

slice category mentioned previously. And the group, along with the make-space action of 

billowing out their trajectories to make a clearing, also exemplifies the avoid-detour principle 

mentioned at the start. 

The priority on the word ‘make’ in the title of this SocioKinetic-Principle (make-space) draws 

attention to the ‘making’, ‘producing’, ‘forming’ characteristics and properties that are 

attributed to it. In the example provided by the above image, what is created by the shifting 

pedestrian trajectories is an empty space that accrues delineation and volume, formed by the 

width of the group’s circumnavigation. Significantly, however, what they are also creating is 

another pair of attributes that are important to the SKP, make-space, namely, that of 

inside/outside. Therefore, the pram-pusher, taking the inside path, is embraced by the splitting 

of the group who establish an outside zone and perimeter. 

Furthermore, sociokinetic transactions can involve shifting polarities between people in terms 

of positive and negative aspects of an unfolding action/situation. Referring once more to the 

pedestrian example in Figure 3; at first, available space is blocked by both parties, which 

imbues it with an inaccessible or ‘negative’ quality. To the members of the group who go 

around the outside, the public space to which they initially had equal transit rights remains 

negatively charged by continuing to deny them access. For the pram-pusher, the situation is 

reversed, the blocked space now becomes ‘positive’ and accommodating. Accordingly, a 

further trait can be added to make-space and its kinetic application, that of polarisation, 

involving notions of inclusion and exclusion and their associated connotations.  

These last criteria, inside and outside, like the word through in the previous category, cut-slice, 

are central features of the SocioKinetic-Principle, make-space, which can now be more fully 

defined as the making of any circumscribing movement or space that generates internal and 

external aspects. Thus polarised, make-space refers to kinetic enclosures that embrace and 

'house' things. Furthermore, in the way that movement trajectories in the cut-slice category 

find imitation in architectural forms such as roads, footpaths, elevators, etc., all of which are 

designed to attract and channel the flow of human movement, so too does this SocioKinetic-

Principle, make-space, find its architectural equivalence. Buildings, domes, rooms and 

enclosures of all kinds, similarly imitate, in static form, the circumscribing or enclosing nature 

of the everyday movement principle, make-space. 
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  Fig. 4: space-against   acts of pressure 

 

 

The focus of space-against is pressure. The key word for this SocioKinetic-Principle is 

‘against’, with attention primarily centred on physical force. Like the pram-pusher in the 

previous section (see Figure 3), the space-against example in Figure 4, above, shows an 

object being pushed through the mall. This time it is a person in a wheelchair, the seated adult 

requiring considerably more force than would the toddler in the earlier image. Space-against 

adjusts force to circumstance, ranging from less pressure to more as required. Pushing against 

and being pushed against are the flip sides of this SKP. 
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The earlier SocioKinetic-Principle, cut-slice, was described as trajectories that pierce space, 

however, their forward momentum falls under this category, space-against. The air, in calm 

weather, offers negligible resistance to the pedestrian’s body, in contrast to the ground where 

the pressure in the act of walking requires full resistance underfoot for locomotion to effectively 

proceed. Architectural environments are structured to reduce force-factors on the human body 

and to minimise the effects of gravity, which is space-against’s overarching meta-force. 

Hence, ground surfaces are flattened and smoothed, while stairs, escalators and elevators 

make climbing easier by streamlining, reducing or removing human energy and effort (as do 

other forms of vehicular motion such as cars, bikes, mobility scooters, etc.).  

Prior to any kinetic interaction with external reality and material objects, however, space-

against firstly involves the body activating muscular force within itself, this involves the 

presence of latent energy similar to that of a charged battery. This is the way that pressure 

adds grip to the function of the hand. In her book Relationscapes: Movement, Art, Philosophy 

(2009), Erin Manning, introduces the notion of ‘preacceleration’, which she  describes as an 

initiating intensity or ‘incipiency’ at the heart of movement. For Manning, "preacceleration 

forces movement to take form" (Manning, 2009, p. 16). Cache refers to the presence of the 

same phenomenon in environments and architecture when he speaks of the process of 

“seeking the force ... contained in matter” by finding “the vector buried in the mass” (Cache, 

1995, p. 83). Hence, space-against may be described as a capacity to directionally ‘self-

extend’ by activating incipient energy, thus enabling bodies, limbs and gestures to reach for 

objects, engage with physical tasks and traverse and negotiate surrounding space.  

Another facet of space-against is when it enables a transference of movement between two 

points. In this sense, in the architecture of the everyday, bridges, ramps, walk-overs, 

pedestrian crossings, etc., act as space-against link-points to facilitate the flow of human 

traffic across otherwise disconnected gaps. In this regard, de Certeau observes that a “bridge 

… opens the inside to its other" (de Certeau, 1984, p. 129). So, while space-against can be 

observed as the agency of force, pressure and resistance, it also functions as a link or bridge 

for the transference of kinetic flow and affect. Even human touch, which falls under its own 

SocioKinetic-Principle discussed later, makes use of this transference aspect of space-

against when it conveys the simple affects of physical sensation and feeling. 

Space-against refers also to the enforcing of ‘no-go’ areas in public space. Restricted areas, 

places that are ‘out of bounds’, what is produced here is an alliance between space-against 

and the enclosing nature of make-space, which involves adding force to the latter’s 

boundaries and embrace.  

An interesting but slightly more ‘imaginative’ perspective on space-against can be applied to 

the notion of personal space, the territorial ‘bubble’ that surrounds a person. Un-impacted 
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deflections, created when pedestrians alter their trajectories for fear of collision, which is a 

concept introduced in the avoid-detour section, act like virtual force fields around people to 

create space-against buffer-zones. This offers another description of personal space. In this 

way, these virtual buffer zones around individuals and groups act as respected non-

transgression areas in the pedestrian world of sociokinetic protocol. Another image for this 

spatial cushioning comes from observing the flow of water over submerged rocks, and how the 

latter make hills and hollows in the liquid surface (Schwenk, 1965). The affect on kinetic motion 

of personal space in crowds is to fill it with virtual airbags (like submerged rocks) that dent and 

divert the flow of movement continuously. Such diversions and spatial deflections impede 

momentum until, in the instance of very large crowds, kinetic impulse stalls and space-against 

factors become impenetrable. 
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  Fig. 5: ratios-of-control      trajectory manipulations 

 

The SocioKinetic-Principle - ratios-of-control - focuses on two 'control' factors: one located 

in the individual and the other in environments and external circumstances. The first refers to 

the ability to self-direct/control our actions and behaviour. The second refers to the control that 

external circumstances exert over us, and how the movements of others and the nature of 

surroundings require us to continually modify, alter or compromise our initial courses of action 

and intention. The use of the word 'ratios’ in this category indicates a tug-of-war relationship 

between these two separate control centres - that of the individual and that of the environment 

- with each side exerting varying degrees of dominance. 
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The image above (Figure 5) features a ratios-of-control moment in which a cluster of 

individuals, all going in the same direction, force the woman heading towards them to weave 

her way through their mobile architecture. Despite the two people closest to the lone 

pedestrian opening slightly to create a wider passage, dominance is weighted towards the 

group who compels the solo figure to make the biggest diversion, thereby controlling her 

kinetic trajectory.  

The rerouting interplay depicted above between an individual and others is repeated when 

architectural and environmental layouts are involved. In these situations, with their structural 

givens and fixed nature, there is less opportunity for negotiation and transaction. Therefore, 

footpaths, corners, bends, intersections, roundabouts, etc., all take control of kinetic 

cartography by steering pedestrians along them and facilitating changes of direction in human 

movement. The expression ‘negotiating space’ means to master one’s passage through it by 

successfully dealing with whatever encumbrances and structures occur along the way, be they 

mobile or fixed.  

Along with the architectural factors mentioned above, urban environments are full of regulatory 

paraphernalia whose purpose, likewise, is to control human movement. These take the form of 

signs, signals, symbols, instructions, markings, images and other means that dictate who may 

go where, for what purpose, in what way or manner, at what times, and for how long. 

Examples are abundant, and all act as governing mechanisms for sociokinetic choreographies 

of control. We may choose not to comply with such regulatory injunctions, yet efforts by civic 

authorities and/or others to impose public safety and guidance protocols and laws are 

overridden or transgressed at personal risk and repercussion. Generally, the give-and-take 

manoeuvres of people interacting with civic forces and regulations have narrow margins of 

flexibility and negotiation. 

Figure 6, below, is a further example of a regulatory dynamic in public space. An ostensibly 

‘disturbed’ young man, walking up the street talking to himself and waving his arms 

chaotically, elicits a surreptitious, over-the-shoulder look from a young couple as he passes 

them. The couple seem not to be able to help but glance at the young man and his ‘odd’ 

gestural antics. Eccentric or unusual expressions of behaviour, such as this, trigger 

apprehensive responses in others. People in public space, ever watchful of such behavioural 

digressions, contribute to a wider, psycho-social surveillance that ‘measures’ conduct in order 

to keep it within accepted, implicitly determined bounds. Thus, ratios-of-control, beyond the 

mobility of pedestrian traffic and the immobility of architectural configurations, reveals itself 

here as a sociokinetic enforcer of public behaviour, in terms of widely-held strictures and 

understandings concerning human conduct.  
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 Fig. 6: ratios-of-control     social monitoring 

Kinetically, in both examples above (Figures 5 and 6), what is of primary interest to this 

research is the moment of deviation involving a twist or break in the course and shape of an 

action. These are ‘hinge’ moments in kinetic flow caused by pressure (space-against) or 

control factors (ratios-of-control), that elicit a change of direction. Such a change and 

deviation is witnessed by the small action of the twisting of the young man’s head at the ATM 

to check out the arm-flapping person passing by (Figure 6). In this instance, various ‘control’ 

elements converge in such a way as to subtly alter the relational lines and configurations 

between the moment’s respective protagonists.  

Movement’s ability to change direction - its manoeuvrability factor - as per the head-twisting 

example just given, is dependent on the kinds of structural mechanics found at juncture and 

hinge points, which, in human anatomy, is the responsibility of the joints. In the earlier space-

against category, if I make use of anatomical imagery, ‘force’ factors  (such as escalators, 

automatic doors, the surging of bodies across an intersection when given the pedestrian ‘walk’ 

signal) may be thought of as a ‘muscularising’ of public space. In a similar fashion, ratios-of-

control, and its responsibility for sociokinetic manoeuvrability and manipulation through such 

things as intersections, roundabouts, corners, etc., may be perceived as the ‘knuckles and 

joints’ of the urban environment.   

Such ‘anatomical’ analogies recognise and express ways in which the fluid elasticity and 

changeableness of human movement is assisted and replicated by architecture’s own 

structural twists, bends, passages and configurations. While architecture typically materialises 

and solidifies its forms, it does so with the same purpose as movement, namely: to organise 

and channel the pliancy of a flow, which, in terms of urban or pedestrian space, is the function 

of the SocioKinetic-Principle, ratios-of-control. 
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 Fig. 7: positional-primacy   self-enthroning spatial locations 

This sociokinetic category stemmed from the observation that people’s specific trajectorial 

pathways, or the places they choose to locate themselves in a spatial area, as opposed to 

another spot or a different trajectory, gives these choices a level of priority I have labelled 

positional-primacy. The act of ‘positioning’ gives specificity and significance to occupied 

locations and selected kinetic pathways, irrespective of whether these are the ‘best’ routes or 

places to be. Anchoring objects and persons to their spatial and vectorial circumstance, 

positional-primacy places emphasis on the experiential differences and relationships between 

a ‘here’ and a ‘there’, imbuing the ‘here’ with an excess of embodied amplitude for a subject 

that a ‘there’ lacks. 
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The image above of a woman seated on a street bench (Figure 7) has been chosen to 

demonstrate the spatial primacy of a ‘here’ situation. In my imagination I see her enthroning 

this location, even gesturing her hand regally to the elsewhere of the out-there. In much the 

same way, the everyday, and its innumerable people and objects, can be seen to be full of 

such self-enthronements, with everything in its own state of spatial self-occupancy. The leaf, 

the piece of litter, the street sign, the passer-by, me observing the scene as a co-occupant, we 

all enthrone our spatial/existential locations in equal measures. 

Nevertheless, in spite of dominance over our own embodied space, the same does not apply 

to the ‘out-there’. Externally, pedestrian activity involves manoeuvring, competition and 

compromise. These processes are functions of the SocioKinetic-Principle, positional-primacy, 

which encompasses spatio-kinetic negotiations between people for occupancy and use of the 

surrounding environment. Hence, positional-primacy entails an innate capacity in pedestrians 

to seek prime space, which, in turn, involves a state of opportunistic endeavour and an overlap 

with the spatial contestations of the previous SKP, ratios-of-control. 

The pram-pushing scenario, discussed earlier, is instructive in this regard (Figure 8). It 

highlights the contested side of positional-primacy, as well as its deployment and use of the 

ratios-of-control principle. In this sociokinetic narrative, the pram-pusher blithely walks into 

the oncoming group and so, by not departing from his original trajectory, asserts positional 

dominance. This causes the group’s spatial interconnection and cohesion as a family unit to 

be, for safety reasons, temporarily disrupted. However, the pram-pusher, whose head is turned 

to the right, is distracted by the tomato stand, which is exercising its own strategies of 

positional-primacy through such things as its locational prominence, its orientation towards 

the pedestrian traffic and the carefully arranged positioning of its products. 

 
 

 

 

 

 

 

  
 Fig. 8: positional-primacy  placement and distraction 

Another feature linking the SocioKinetic-Principles positional-primacy and ratios-of-control 

can be seen in the indexical nature of signage, also discussed previously. For instance, a 

‘walking’ figure stencilled onto the pavement indicates pedestrian spaces, while a bicycle 
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painted on its own lane creates a pathway for cyclists (Figure 9). The urban/metropolitan 

environment has many such signs whose task is to position and confine all manner of activity 

to specific locations. In public space, nothing is placed without consideration as to how its 

position best serves an intended purpose. Of necessity, metropolitan/urban cartography 

requires copious signage for ‘way-finding’ through its maze, its responsibility being to organise 

sociokinetic scenarios. Only that which has been discarded, made obsolete or handled ineptly 

suffers from positional confusion or neglect. 

 
 
 
 
 

  Fig. 9: positional-primacy    a place for everything 
 

So while signage labels the functions of urban areas and helps organise kinetic flow and 

activity, there is also the question, relating to the positional focus of this category, of what 

keeps a thing in its place. An overlap here with make-space emerges, with its emphasis on 

enclosure. Skin is the barrier that keeps internal organs and anatomical parts in their place 

inside the body. Walls, floors, ceilings, etc., in architectural environments, do the same for their 

contents and occupants. But while peripheral structures embrace and contain their interiors, 

their volumetric mass is also positioned around axial centres, which in the body, is the spine, 

and in its movement, the centre of gravity and the joints.  

The significance of axial centre points is that they produce nodes of intensity and orientation 

that are indispensable to both the structures of things and the nature of movement. A curve 

automatically creates a centre at its geometrical point of convergence and emanation. The 

revolving of movement around axial centres (in the body the joints are the axial centres of 

human movement) gives functional primacy to their positioning (as mid-points). Hence, the 

category positional-primacy splits its focus between sociokinetic transactions in public space 

involving the best pathways and locations, and also the positioning of subjects around their 

own bio-axial centre points. 

Basically, we could not travel to different spatial locations if we did not already possess an 

innate comprehension of the capacities and sensation of being self-located, a concept that 

Husserl calls ‘to hold sway’ in one’s own body (Sheets-Johnstone, 1999, p. 57). The two 

conditions - self located-ness and spatial located-ness - involve overlapping understandings 

that are intrinsic to the everyday movement principle, positional-primacy. 
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  Fig. 10: common-ground   molecular clusters 

The SocioKinetic-Principle - common-ground - derives initially from observations of people in 

public forming groups and clusters (Figure 10). Its theme is a state of connected-ness achieved 

not only through physical contact, but through a shared sense of space. The combining of 

people into clusters creates the same sense of ownership of the space they are occupying as 

any single person typically feels with regard to the area close to and immediately surrounding 

their body. Hence, the spatial aura that ordinarily surrounds an individual (in the field of ‘body 

language’ this is called ‘personal space’), expands in common-ground scenarios to 

encompass couples as well as entire groups. These cluster formations are molecular, with 

individuals ‘magnetically’ polarised towards others with whom they are in company.  
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The example above (Figure 10), illustrates this SocioKinetic-Principle’s focus on ‘attraction’. 

The people at the tomato stand are in a state of common-ground not only with one another, 

but also with the kiosk and its produce, which has ‘attracted’ their interest. Similarly, on a 

purely object-oriented level, the same common-ground principle applies to the tomatoes, 

which are arranged and packed together in separate groups according to their species and 

colour. This SKP broadly applies, therefore, to people, objects, locations and circumstances in 

any combination with each other. 

Hence, common-ground forms the basis of communal identities and pursuits and its 

fundamental principle is kinetic attraction. Key words and concepts that clarify this everyday 

movement principle and its application are near/far and towards/away. Common-ground’s 

underpinning force is ‘magnetic’, it categorises the things towards which we gravitate as part 

of our everyday lives. As the product of actions that lead people towards desired objects, 

objectives and others, its dominating vector might therefore be said to be linear, as 

represented by the straight line between two points, also known colloquially as a ‘beeline’.  

This SKP, when filtered down to its distinct identity in everyday movement as a gravitational 

gel, can also be described as a kind of lure of the ‘out-there’. What it establishes are 

‘magnetic’ lines of force that are projected by a person to destination points (Gins and 

Arakawa (2002) would call these ‘landing sites’), be these locations at a distance or ones close 

at hand. Hence, alongside dissecting space, pedestrian trajectories are given another 

sociokinetic dimension/persona by the common-ground principle, that of ‘magnetic lines of 

attraction’. This is the primary activity going on in the pedestrian milieu: kinetic lines stretch out 

in innumerable directions connecting friends, colleagues, family, circumstances, needs, 

communities, and so on, in an elaborate magnetic web. Like spiders’ threads or fishing lines, 

destinations reel in their ‘catch’. Public signage and all manner of advertising come into play 

here as well by helping guide and draw people to what they seek, need, desire, incline or find 

themselves distracted.  

Much of the interplay between pedestrians and their environment is to do with their role as 

shoppers. Shopping, deconstructed, is about ‘finding’ and ‘procuring’. In sociokinetic terms, 

common-ground is a form of applied magnetism that enables people to traverse spatial 

distances for the purposes of acquisition, which, in itself can take numerous forms, such as 

obtaining objects, interaction, task completion, or simply to satisfy and fulfill an understanding. 

In its broadest sense, ‘acquisition’ includes material objects, human connection, and cognition, 

as in the ‘grasping’ of something. In terms of its operational focus and function, common-

ground’s language of towards/away, and being drawn to things with acquisition in mind, 

involves closing material and cognitive distances in order to establish spatial/proximal 

intimacies and ‘clustering’.  
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As an aside, it is interesting to note the ‘negative’ connotations that collective and communal 

tendencies have attracted from social analysts and philosophers. For instance, In Heidegger’s 

Being and Time (1962), the effect of the collective ‘other’ is to trap people in ‘inauthenticity’ by 

seducing them into common trends and behaviours. In a more extreme fashion, Belgian 

philosopher and member of the Situationist International, Raoul Vaneigem, denigrates “the 

reality of the lived everyday” by comparing urban subjects to “Walt Disney characters who rush 

madly over the edge of a cliff without seeing it” (Vaneigem, 1983, p. 21). Vaneigem’s bleak 

prognosis finds cause and blame in the sociological forces of general conditioning whereby 

“the individual is [made] subordinate to the many” (Sheringham, 2006, p. 173). Heidegger’s and 

Vaneigem’s attacks on the everyday add a critical dimension that does not concern the 

sociokinetic nature of this study. However, stripped of its negative aspersions, their references 

to a ‘herd-like mentality’ also help to qualify the SKP, common-ground, and its ‘binding’ 

forces and attractions. 
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 Fig. 11: sanctified-touch    physical contact 

 

The everyday movement principle - sanctified-touch - takes the ‘near’ component of 

common-ground’s near/far focus and closes the gap between people and objects to the point 

of physical contact. The initial inspiration for this ‘touch’ category came from noting couples 

linking arms and parents holding hands with children as they moved through the street. This 

was combined with such things as the physical handling of shopping bags and the contact that 

comes from pushing moving objects such as wheelchairs and prams. Examples of physically 

‘connected’ modes of movement in Chichester’s pedestrian mall can be seen in Figure 11. 
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When comparing close proximity to physical contact, their ‘affective’ dimensions are vastly 

different; ‘touch’ adds factors that are absent from ‘near-ness’ and indicates a connection 

between individuals that is not the same as simply being in close proximity. The difference 

alluded to has been given a qualitative emphasis by the decision to use ‘sanctified’ in this 

SocioKinetic-Principle’s title. ‘Sanctified’ hybridises concepts embraced by the words: 

sanctioned / sacred / sanctuary, all of which imbue touch with qualities that can be recognised 

as fundamental to the research subjects’ sociocultural environment (Anglo-Saxon/British). 

Culturally, any form of touch or physical contact that is not sanctioned violates tacit laws 

relating to the body and its politics. Under normal circumstances, such violation is invasive, 

due in part to the body, in a secular sense, being considered ‘sacred’. The colloquial phrase - 

‘the body is a temple’ - recognises its sanctuary-like uniqueness and status. 

While physical contact is the initial phenomenon that defined the SKP, sanctified-touch, it has 

also been expanded by the research to embrace feeling states of all kinds. This category, 

therefore, now covers ‘human sensation’ per se, which includes moods, feelings and all the 

physical senses in the context of their presence and influence in and on movement. From the 

simple linking of hands, which produces an aligned coordination of activity and motion, to the 

sensations and dynamics caused by emotionally-charged states of mind on bodily expression 

and action, to the sounds, tastes, sights, etc., that ‘touch’ consciousness through the body’s 

neuro-physiological sensors, all now fall within the sphere of sanctified-touch. Added to this 

is the way emotions and movement (via the argued presence of mirror neurons) can affect us 

at a distance. When we become emotionally affected by various circumstances that are being 

observed or witnessed involving such contrasts and extremes, amongst others, as hardship, 

sorrow, triumph and joy, these indicate the empathetic manner by which we are ‘touched’ by 

the emotions and actions of others. 

Expanding this SKP to include ‘sensation’ in all its various forms also brings in a repertoire of 

physical states that are associated with everyday bodily existence, such as aches, pains, 

changes in body temperature, ticks and twitches, frustrations, tensions, anxieties, fears, 

apprehensions, and so on, all of which have their own distinctive kinetic signatures. Ordinary, 

mundane existence is generally experienced as falling within a very specific range of qualities. 

A list of synonyms for the phrase ‘pedestrian lives’ typically elicits the following: 

dull, boring, tedious, monotonous, uneventful, tiresome, repetitive, 
routine, commonplace, workaday, humdrum. 

(computer’s dictionary/thesaurus) 

From excitation at one end of the sensation scale to ‘niggly’ physical states and monotonous 

moods and conditions at the other, all have a place in sanctified-touch’s ‘feeling’/kinaesthesic 

landscape and catalogue.  
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On this last point, American dance pioneer, Anna Halprin, created ‘urban dance rituals’ based 

on the “little truths about one's body, one's daily actions, and one's social interactions” (Ross, 

2004, p. 60). Such ritualising of the everyday’s social dimension and its countless chores, tasks 

and handling of familiar objects endows them with an aura of reverential value. In Halprin’s 

hands and creative processes, the pervasive realm of routine mundanity is put on a pedestal 

and ‘sanctified’ through performance and dance-based veneration and attention, lending 

further justification for the choice of phrase. 

On another note, my attention to links between the act of ‘touch’ and notions of ‘public’ and 

‘private/personal’ produced further insights into the function of sanctified-touch in pedestrian 

environments and movement. The nature of public space is both impersonal and interpersonal, 

the latter noted for mediating the divide between ‘personal’ and ‘public’ by facilitating 

“meaningful face-to-face social encounters” (Madanipour, 2003, p. 110). However, it is the 

former - the impersonal - that is public space’s dominant mode; pedestrians possess 

anonymity, this maintains a distanced protocol, even when people are forced into very close 

proximity involving crowded circumstances and unavoidable physical contact. The term 

interpersonal, on the other hand, softens and temporarily drops the mask and shield of public 

anonymity and psycho-physical distance, allowing such things as handshakes, or the passing 

of objects, products, money, cards, etc., thereby making touch-boundaries between the 

personal and the public less rigid. 

Clear understandings of private/public borderlines in everyday life and pedestrian activity make 

the avoiding of physical contact with strangers, unless this cannot be helped, a mandatory and 

implicit task and preoccupation. This last point establishes a strong overlap between 

sanctified-touch and the sociokinetic category avoid-detour, which derives its central 

impetus from the sacrosanct ‘touch’ cautions and impersonal/interpersonal transactions 

discussed above. However, sanctified-touch also indicates emotional connections and 

attachments that are established when physical contact involves familial bonds. Such 

interactions remove social barriers in public space and include the freedom for those 

concerned to display physical warmth and affection.  

In summary, sanctified-touch, is demarcated by all ‘feeling’ states: as can be seen above, this 

is a broad kinetic mandate that covers physical and emotional links and interactions between 

people, their relationship to places and circumstances, as well as to the presence of moods 

and bodily sensations involving all the human senses and their receptors.  

 
 

 

 



  CHAPTER    2:  EMPIRICAL DATA 

 45 

  
 
 
 
 
 
avoid-detour 
cut-slice  
make-space  
space-against  
ratios-of-control  
positional-primacy  
common-ground  
sanctified-touch 

balance-order  an affinity for equilibrium 

cross-flux  
same-not-same 

 

 

 
  Fig. 12: balance-order    kinetic stability  
 

Balance-order refers to qualities and factors in public environments and human movement 

that point to and establish equilibrium and stability. In the mayhem and chaos of people 

randomly crisscrossing and weaving round and through each other, trajectorial shifts and 

changes rely on a balanced mix of spontaneity and skill to ensure that kinetic decisions and 

negotiations are made reliably. At times of the day when pedestrians and commuters are in 

more of a collective hurry than usual, the swift pace and dynamic of the busy street loses none 

of its interactive cohesion and underlying efficiency. Hence the random, improvised chaos of a 

crowded public thoroughfare, which can accurately be described as an ordered-disorder, 

amounts to a sociokinetically organised equilibrium.  
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In the photograph above (Figure 12), the elderly gentleman with the walking stick has been 

selected to illustrate the category balance-order. He highlights the kinetic stability and control 

that innately underpins all human movement, whether in the street or generally. The stick, an 

implement of stability, aside from amending an impairment of balance and locomotion, 

symbolically keeps the ground and gravity in their place (underfoot). Physical balance is the 

foundation on which pedestrian movement and its sociokinetic complexities and organisation 

depends, and from where analysis of this particular everyday movement principle - balance-

order - commences.  

The general sociokinetic organisation and ordered cohesion of pedestrian activity revolves 

around established patterns and protocols of public movement. When these break down, the 

public movement ‘system’ attempts to reestablish itself once again. Harmonising or subduing 

conflicting energies in order to establish a sense of stability, links balance-order to the earlier 

category ratios-of-control. The latter’s presence in public environments as signs, layouts, 

regulations, codes, etc., couples it to balance-order’s focus on kinetic cohesion. From an 

overview perspective, the sum effect of the eleven SocioKinetic-Principles is a leaning towards 

organisation and order; in pedestrian movement this is their collective purpose. For kinetic 

cohesion to rule the public terrain, and for physical balance to dominate human movement, the 

SKPs are collectively on the side of equilibrium, and their ruler in this area is one of their own: 

balance-order. 

Movement’s inherent instability (on the premise that movement is change, and all change is, on 

some level, destabilising) requires its opposite, stability (and its associates: balance, centre, 

solidity, fixity, etc.), for its needs and objectives to be met. Hence, in the street, walking’s 

reliance on grip and traction means that the foot’s action against the footpath depends on an 

immovable surface relative to the kinetic pressure placed on it. Architectural structures and 

fixed environmental features can be seen to play a similar function for the eyes, their static 

nature provides visual traction for people to find their bearings and directional orientation. As 

well as maintain security in the pragmatic trustworthiness of solid-ness and fixity per se, the 

SocioKinetic-Principle, balance-order, also finds a core component in stillness, whose 

function is inseparable from movement when it acts as its ground, launch pad and resting 

place. 

From a participant-observer perspective, when I am a pedestrian in a busy public street, I 

perceive how I am attuned to the bustle and activity going on around me in a clearly visceral 

and kinaesthetic way - this is an innate knowledge. My body knows this sociokinetic scenario 

well. Numerous interactions and signals - architectural and behavioural - ensure efficient levels 

of coordination and cooperation between myself and the surrounding activity. The phrase 

‘negotiable synchronicity’ comes to mind: spatial transactions of the street are part of a 

seamless, coordinated momentum, effortlessly undertaken by pedestrians ‘on the move’. It 
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occurs to me that negotiable synchronicity is a balance-order attribute. 

I continue my walk: I find myself frequently doing a manoeuvre that reminds me of the ‘en 

passant’ move made by pawns in chess. Innumerable interruptions and re-routings in 

pedestrian traffic make a straight line through public space impossible. I note that when 

pedestrians travelling in opposite directions are on a collision course, the person that swerves 

will often move into the space behind the person they have just passed, thereby resuming their 

original trajectory. This is ‘en passant’, it produces curved alterations in people’s pathways that 

match the shape of encountered obstacles. In this way, pedestrian movement may be said to 

absorb a great deal of what waylays or disturbs it.  

Inspired by Schwenk (2008), I earlier drew on analogies between pedestrian movement and the 

flow of water. As Schwenk points out, when water travels over submerged rocks, a swelling is 

created on its surface. Similarly, deviations produced in the shape of pedestrian trajectories 

momentarily make them ‘swollen with obstacle’. In a pedestrian world, what is produced or 

‘birthed’ from such kinetic swellings is a freedom to move on. In the weave of pedestrian 

trajectories, the ability for movement to absorb what opposes it is another distinct feature of 

the SocioKinetic-Principle, balance-order. Movement’s malleable adaptability to the contours 

of circumstance comes to the fore as the primary stabilising feature of this SKP in terms of its 

ability to create wider organisational cohesion.  

With regard to interconnections between the various SocioKinetic-Principles, balance-order 

shares territory with avoid-detour in their mutual use of weaving and swerving actions, as well 

as with cut-slice from the point of view of the emphasis of its key word ‘through’. In its own 

right, the key word that I believe defines balance-order is ‘between’; this word has two 

applications that are central to this kinetic category: the first is the act of going between things, 

and the second is the point of balance between opposing forces, which in the body are its ‘left 

and right’ sides. Both of these meanings coalesce in pedestrian locomotion in terms of the 

motional balance and coordination that is required between the left and right sides of the body, 

as well as in the spatial ability to judge and balance the margins needed to safely pass 

between other people, structures and objects.  

Reflecting on my experiences of negotiating my way through a moving crowd, the phrase 

‘tunnel-scoping’ emerges as a descriptor; this draws reference to the winding, tube-like quality 

of my passage, as well as my constant scanning for gaps. In this regard, my pedestrian 

progress through a dense throng of moving bodies has a burrowing feel to it. ‘Tunnel-scoping’ 

involves the act of passing between people and structural elements in the environment, and 

the quality of this sensation increases awareness of the presence of ‘sides’. Peripheral 

awareness of left and right is a constant feature of my pedestrian movement, along with a 

primary focus of what is ‘in front’. Little to no attention is given to the back area, however, with 
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the vertical dimension, I am attentive to the nature of the ground surface and will peruse higher 

places if these are part of my destination, or simply out of curiosity.  

Created here is a spatial orientation frame, emanating from the body, that locomotion uses to 

evaluate environmental parameters of right/left, top/bottom and front/back. The sides of the 

body, by and of themselves, are important to an understanding of balance-order’s 

kinetic/locomotive capacities. As a defining and central aspect of balance-order, the spatial 

body frame encloses and informs our capacity for orientation and equilibrium, and is crucial to 

the pragmatics of everyday functionality and spatial motion. Balance-order is therefore 

signified by a between-state located at the centre of the body’s anatomical frame, which, in its 

spatial projection, allows us to travel through (cut-slice) environments with calculable ease. 

Finally, an analogy relating to equilibrium helps summarise the SocioKinetic-Principle, 

balance-order. Serres points out that in vaccination, “poison can be a cure”, with the result 

that the organism “reinforces its resistance and increases its adaptability”, notably concluding 

that by being “moved a bit away from its equilibrium […] it is even more strongly at equilibrium” 

(Serres, 1980, p. 193). In relation to balance-order, its ‘poison’ is disequilibrium and disorder, 

which, if they do not completely destroy it, will provide it with greater strength, flexibility and 

functional stability. Like two threads tightly intertwined, balance-order is inextricably bound to 

its opposite condition. So while chaos and order are an antithetical pairing that may be 

separable, they arise out of each other, which also makes them inseparable. In reality, 

everyday movement is in constant interrelationship with that which destabilises it, hence 

balance-order’s definition of pedestrian movement as an ‘ordered-disorder’. Therefore 

disequilibrium - which, I have called cross-flux – is the SocioKinetic-Principle I turn to next. 
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The SocioKinetic-Principle - cross-flux - is the opposite of the previous category, balance-

order. If the latter represents equilibrium, then cross-flux is disequilibrium. Similarly, themes 

such as organisation and harmony find their opposites - disorganisation and disharmony - 

here. Further states that fall under the cross-flux banner are disruption, chaos, change, 

accident, disorder, collision, conflict, instability and so on. Cross-flux is depicted by crossing 

or dissecting lines of force and the creation of impact points that interfere with and ‘sideswipe’ 

initial trajectories and momentum. The emphasis on flux incorporates spontaneity, 

unpremeditated fluctuations, unforeseen diversions and improvised alterations in courses of 

action and events. Much has been spoken in earlier categories about blockages to a 

movement flow, such as when pedestrians find themselves detouring others who get in their 

way, the name now for these circumstantial contingencies in everyday life is cross-flux. 
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Fig. 13: cross-flux   spontaneous disruption 

A cross-flux moment has been captured in the image above (Figure 13). This is the same 

scene used previously to represent balance-order where attention was drawn to the elderly 

gentleman with the walking stick. The action here that is of interest with regard to cross-flux is 

the interaction between the woman and the young girl. As the family are passing the tomato 

stall (seen earlier in other images, but out of camera shot here), the girl indicates a desire to go 

over to it, only to be stopped by the woman making a barricade with her open jacket. This 

turns into a playful game with the woman skipping side to side to frustrate the girl’s attempts. 

Cross-flux is not confined to outside sources of interference alone. The action in this instance 

is self-disruptive, the girl from within the group interferes with its trajectory and kinetic flow.  

The image above captures and juxtaposes the coexistence and interplay of opposing kinetic 

tendencies: that of the methodical stability of the man and his walking stick (balance-order), 

alongside the spontaneous play/clash of the woman and child (cross-flux), with the latter 

attempting to divert and ‘sideswipe’ the group from its original pathway. Cross-flux is an 

assault on an existing state of affairs, it thwarts or alters intentions and circumstances. Such 

discord can be on any scale or level of intensity, from a slight interference to a major 

catastrophe. In the everyday pedestrian arena, the response to cross-fluxual interference is to 

block or absorb it, when possible, by not letting it get in the way of goals and objectives. As 

the woman has done with her jacket in the chosen scenario, the antidote here to is to counter 

cross-flux with more of the same. 

Typically, cross-flux is unexpected. While never exceeding the bounds of cause and effect, 

and evading certainty, its ruling horizon/dictum is that, potentially, anything can happen. At its 

level of application in real-time, this SKP is the foundation and cause of the everyday’s 

impromptu nature. The relevant truism for this last statement would be that the ‘now moment’ 

is permanently in a state of improvisation because the ‘next moment’ can never be revealed 
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before its time. Therefore, as a deeply ingrained ripple or, at times, ‘torrent’ of uncertainty in 

the structure and flow of the here and now, cross-flux is inseparable from the experiential 

fabric of everyday existence and contributes directly to the intensities and vivacity of its 

‘aliveness’. 

On this last point, Bergson, observing that “a tendency achieves all that it aims at only if it is 

not thwarted by another tendency”, draws attention to the enigma, in the everyday world, of 

the ‘naturalness’ of conflicting impulses by asking, with regard to tendencies achieving their 

goals: "How, then, could this occur in the domain of life, where [...] the interaction of 

antagonistic tendencies is always implied?” (Bergson, 2005, p. 9). Pedestrian activity, whose 

movement landscape consists of twists and tangles of cross-cutting trajectories, employs 

ingrained movement principles, such as those described herein, to achieve kinetic objectives. 

Sociokinetic understanding masters the constant presence of partial cross-flux; this concerns 

ongoing low-level interference that can be absorbed, usually by being circumnavigated (avoid-

detour).  

In is extreme forms, cross-flux is life threatening. Road accidents or a pedestrian getting 

knocked over are examples of trajectories that unexpectedly cut across and impact other 

trajectories with destructive consequences. On the other hand, non-destructive applications of 

cross-fluxual sideswiping are going on all the time. Sidestepping is the pedestrian outcome. 

Such lateral displacements also extend to any circumstance of spatial relocation whatsoever: 

leaves blown by wind, shopping carried by pedestrians, passengers ferried in vehicles are all 

examples of spatial dislodgements of an ordinary, everyday cross-fluxual kind.  

Comparing cross-flux’s gentler, everyday interventions to its destructive forms, what is found 

in the latter is not just an altered curvature in the shape of a self-extending flow (like water 

gliding over rocks), but a complete break and tear in the fabric of unfolding events (the water 

crashes onto rocks). The dynamic spread of cross-flux’s everyday kinetic spectrum, therefore, 

links the imperceptible changes of mild-flow at one end to cataclysm at the other. Whether 

people are simply walking down the footpath negotiating obstacles, or engaging in some 

threatening dramatic event that is unfolding around them, cross-flux, in everyday life, is 

familiar both as a norm and an extreme. 

In the street, pedestrians do not weave to get to their goals, unless circumstances and 

obstacles force it, they prefer the straight line, the cut corner and the shortest route. This 

research has deconstructed pedestrian interaction into various everyday movement principles, 

of which cross-flux plays an antagonistic role, it interferes with the straight line. Collectively, in 

terms of negotiating obstacles, pedestrians are able to assert functional cohesion and efficacy. 

So while ‘antagonistic tendencies’ are always on the verge of frustrating and thwarting 

achievement, the presence of well applied sociokinetic understandings in pedestrian 
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movement ensures the collective dominance of successful outcomes. The key factor here 

relates to the medium of space as a movement pre-requisite: space allows passage, blockages 

restrict it. Kinetically, pedestrians orchestrate an interplay between space and blockages in a 

moving crowd that aims to reduce the latter’s friction, or cross-flux. 
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avoid-detour  
cut-slice  
make-space  
space-against  
ratios-of-control  
positional-primacy  
common-ground  
sanctified-touch  
balance-order  
cross-flux 

same-not-same  a capacity to repeat 

 

 

 

 
Fig.14: same-not-same   converging differences 

The point of departure for the SocioKinetic-Principle - same-not-same - derives from the 

observation that everything that occurs in daily life is predominantly cyclical and repetitive. 

Even the most basic pedestrian action - walking - which lies at the heart of this research, 

involves the repetitiveness of alternating footsteps. Therefore, repetition, which is integral to all 

human activity, not to mention, in one way or another, all natural events and phenomena, is a 

key signifying word for this everyday movement principle.  

legs mirror  
in-difference to 

each other by going 
their separate ways 

one forward 
one back 
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The image above (Figure 14), illustrates the distinction just outlined regarding the repetitive 

nature of the everyday movement principle, same-not-same. A young man and woman are 

walking arm-in-arm through the mall in perfect synchronisation. They have merged their 

separate individualities to create the unity of ‘a couple’. Same-ness is conveyed through the 

interlocked mirroring of their locomotion with their matching postures, gait, rhythm and length 

of stride. Yet this connected and coordinated result does not erase their obvious differences, 

their not-same-ness. 

The pedestrian zone is full of instances of kinetic commonality; there is a sameness of 

travelling, a sameness of shopping, a sameness of browsing, a sameness of eating, a 

sameness of talking, and so on. Specifically, there is the sameness of the different 

SocioKinetic-Principles outlined in this research. Weaving through pedestrian traffic and 

avoiding collisions (avoid-detour), applying force to the pushing or carrying of objects (space-

against), creating close spatial or physically connected relationships with others while walking 

along the street (common-ground and sanctified-touch), or any of the attributes associated 

with the other SKPs, these are everyday movement principles that are readily identifiable by 

their generic nature. Contrastingly, all these common actions are equally marked by the 

individuality of the subject who is executing them, which makes them distinct and unique both 

to that person and consequently to the actions themselves.  

Same-not-same can therefore be further defined as a form of imitation that creates endless 

variations on a theme, this is the sociokinetic feature that stands out in pedestrian repetition. 

While this SKP does not have a distinct kinetic action of its own in the way that each of the 

others do, the quality of sameness in any movement, combined with uniqueness, is 

signification enough in terms of this project’s investigative interests and goals. In this regard, 

same-not-same identifies a characteristic component of dance itself, with its highly codified 

vocabularies and practices, these are in turn worked with by practitioners to create new and 

original forms of choreography and performance. A renewed study of difference within 

sameness, observed in the street, re-stimulates this investigation’s efforts at casting a fresh 

outlook over familiar issues and challenges in dance. 

A theme that has emerged from this study’s analysis of public and pedestrian space, 

particularly in the descriptions of the two SocioKinetic-Principles preceding this one, balance-

order and cross-flux, is the notion of contradictory or opposing states arising out of each 

other. This would also apply to the themes of sameness and difference, which, in this SKP, are 

seen to exist in equal measure in everyday movement, and, as the couple in the image above 

‘figuratively’ suggest, on equal footing. Such a proposition is the reason for the structural 

formation of the title, same-not-same, where the naming makes its oppositional themes flow 

together as part of the same continuum.  
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Nevertheless, a continuum is not the only structure that this movement principle emphasises; 

the two halves, same- / not-same, are also divided by an inbuilt ‘fork in the road’, which, as in 

the example of the young couple, means that at any moment common goals and spatial 

trajectories can split and ‘go their separate ways’. This sets up two incompatible directions, 

one pointing to change and the other to the absence of change. A related notion here is that 

concerning a ‘standard’ and a ‘deviance’; the onus on the first is in its having to be fixed, while 

the second, resisting standardisation, slides along a scale between slight and extreme. 

Therefore, while the couple in the image have not ‘split’, the possibility is latent, and so it is this 

dynamic fracture that further clarifies same-not-same’s potency and kinetic in-tensions. Once, 

or when, the split occurs, however, then the category dissolves. It is only when difference is 

connected to a lack of change that same-not-same becomes discernible as a SocioKinetic-

Principle ‘at work’. 

The most important aspect of this category, therefore, resides in the dualism of its name - 

same-not-same. Looking at an even-paced walk, the measured pulse of feet hitting the 

surface of the ground mark out both space and time. These may be spoken of as ‘lateral’ and 

‘longitudinal’ dimensions, respectively; space spreading out (‘laterally’) on all sides, while time 

remains confined to a linear and forward-facing direction (‘the long march of time’). In the 

dualistic context of same-not-same, space, as a material continuum, is conceived as ‘same-

ness’, whereas time, due to the irreversibility and hence ‘one-off’ nature of each moment, 

would be perceived as the ‘not-same’. Alternatively, space, as that which is pre-given, is offset 

by time as that which is ever-new. The young couple symbolise these philosophical 

speculations regarding same-not-same; like fold-out paper figures, they repeat and imitate 

each other to illustrate ‘connected’ lateral spatiality and a kind of reinforced security, while their 

forward momentum inevitably takes them into temporal zones that contain no ongoing 

guarantees or certainties. The unrepeatable singularity of each of their steps propels their 

bodies forward on the timeline of progressive repetition and change. 

A specific philosophical influence and perspective is implicit in much of the above and 

throughout this research. The interface between sameness and difference in this SocioKinetic-

Principle was introduced in terms of a dualistic structure. However, this does not refer to the 

kind espoused by Descartes in which contrasting states of being, notably ‘mind’ and ‘body’, 

are posited as different, stand-alone substances. Rather, the argument put forward by Spinoza 

and adopted by phenomenologists and anti-Cartesian philosophers, who view ‘mind’ and 

‘body’ as inseparable aspects of the same ‘embodied’ phenomenon, is the model that frames 

the relationship of sameness and difference in this research. Same-not-same, highlights the 

inherent paradox in movement itself, that of its ever-shifting façade as both change and 

repetition. 
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 Fig.15: same-not-same    notice on a bus stop 

As an amusing appendage to this everyday movement category, in my walks around 

Chichester I came across the notice above (Figure 15) taken from one of its bus-stops. The 

notice advises young people to carry IDs when they travel on public transport so that they do 

not get charged full fares. The female model in the picture is the same person photographed 

twice, but she is wearing a school uniform on the left and street clothes on the right. After the 

main heading: ‘the same, but different’, the caption in smaller print (which unfortunately, the 

photograph only dimly captures) reads: ‘no wonder we get confused’. 

 
 

 

 
 
This ends the description of the empirical data collected from an analysis and deconstruction 

of pedestrian activity. The next chapter moves to the practical work undertaken in the studio in 

which the sociokinetic data is investigated through improvisational tasks and analytical 

discussion between myself and a number of participant dancers. The objective in this next 

phase of the research was to examine the potential for the data to contribute to the creation of 

a movement improvisation tool. The following chapter outlines the steps and methods that lead 

to the creation of the research project’s SocioKinetic-bodymAPP. 
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C H A P T E R    3 
S O C I  O K I  N E T I  C  -  P R I  N C I  P L E S 
   

 

 

The practical research undertaken with dancers in the studio was divided into two stages; 

Stage One – the exploration of the pedestrian data - has been spread across this chapter as 

well as Chapter 5, and Stage Two – the construction and investigation of the SocioKinetic-

bodymAPP (BM) – is the subject of Chapter 6. What the studio exploration produced was a 

more intricate movement palette that expanded the eleven SocioKinetic-Principles (see 

previous chapter) beyond their purely literal application and existence in everyday pedestrian 

activity. It is this fuller kinetic palette that the bodymAPP provides access to through the way 

its spatio-anatomical structure arranges the SKPs for their individual and collective use. 

Stage One of the studio work analysed each of the SocioKinetic-Principles separately. A wide 

range of methods and movement improvisation tasks were devised and used to investigate the 

individual SKPs and their interpretive scope in terms of their values and potential to dance and 

movement art. This stage constitutes the bulk and ‘guts’ of the research’s practical work. It 

was in the studio with assistance from a group of volunteer contemporary dance participants 

that most of the investigative energy and effort was focused. Hence, this stage contains and 

covers a large amount of data and information that is vital to a dancer’s introductory 

understanding of the bodymAPP prior to working with it more intricately in the later stage. 

Stage Two, in Chapter 6, describes, with the help of diagrammes, the construction and content 

of the bodymAPP and how it can be used by dancers as a movement exploration tool. This 

second stage works directly with the bodymAPP in a hands-on way, commencing with a very 

basic level of exploration, and then advancing to progressively more complex approaches and 

ways of using it. The bodymAPP positions the SKPs in proximity to each other in, on and 

around the body, which allows them to be operated like piano keys on a virtual, spatio-

anatomical keyboard. Single movement themes, or kinetic ‘notes’, are open to being played in 

any number of sequences, and ‘chord’ structures can be formed involving the simultaneous 

activation of different SKPs. All of this is explained in fuller detail in the Chapter 6, with 

examples provided of a selected range of methods and exercises, devised and employed by 

the studio work, for ‘putting on’ the BM and setting it in motion. 

 

*** 
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For readers with a more general interest in the research, this current chapter can be skimmed. 

However, for those who wish to test the BM and its methods for themselves, it should be read 

in detail. The quantity of information that follows is included purely for those wanting a deeper 

practical engagement with this research and its outcomes.  

The three chapters on the studio/practical work (Chapters 3, 5 and 6), therefore, have enough 

information in them to act as the basis for an introductory manual on how to learn about and 

use the project’s bodymAPP as a tool for movement exploration and invention. Furthermore, 

these chapters intentionally make little reference to theoretical material, or to any existing 

dance and movement analysis methods, in order to maintain the focus on the studio work and 

its practical content. Positioning this research in the context of similar practices and systems in 

the field of dance, or in theoretical frameworks and other relevant sources of inspiration, forms 

the content of Chapter 7. 

The format of this chapter follows that of the last, each SocioKinetic-Principle is discussed one 

at a time. Four strategies from the wide range of approaches that were devised and tried out in 

the studio have been selected for inclusion here; it is believed that these should be part of any 

process of learning and exploring the SKPs. The four learning/investigative approaches are: 

 

� introductory movement tasks 

� pictorial and metaphorical themes 

� movement-as-landscape 

� movement-as-paradox 

 

Between them, the above progress from a basic level up to more complex practical and 

conceptual understandings of the everyday movement data. This enables the SKPs to get to 

be known individually in their widest possible range of interpretations and qualitative colours, 

both conceptually and experientially. During Stage One, mention is also made of where the 

SKPs have been spatio-anatomically positioned on the bodymAPP, and the rationale behind 

these decisions. 

 

*** 

 
A method in the studio work that opened up valuable sources of insight involved the use of 

visual images from graphic artists and photographers. Their value is in the introductory phase 

of a dancer’s exposure to the work, particularly to those who identify themselves, as many in 

this project did, as ‘visual’ people (as per Kayleigh’s following quotation).  

 
 

I work visually, I'm a visual person‚ I always have been, I learn 
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visually‚ so the pictures help me to understand your ideas, even 
though I'm taking in what you're telling me‚ the images add to 

what you're saying … so having a visual point of reference 
makes it a lot easier for me to understand. 

 
(Kayleigh Crouch, studio session, 28/11/2009) 

 
 

Verbal explanation allows each of the SKPs to be described in terms of their form and function 

in pedestrian activity. But explanations offered verbally must be retained in the memory of the 

listener, which is harder the more the amount of information increases. Contrastingly, a diverse 

range of visual images can be presented that simultaneously provide different variations and 

understandings of a theme, and, by comparison to verbal explanations, are found to be much 

easier to recall.  

In the studio work, both of the techniques described above were used for introducing the SKPs 

and their related tasks. The use of each of the methods, either verbal description or pictorial 

stimuli, varied according to the task. Lucy expresses their contrasting merits below:   

 
Having an image in my mind helps me be more in the moment 
with the movement … words lead to me thinking: ‘is this right? 

Is this wrong?’… they make me over-analyse what I’m doing … 
with images, my brain just concentrates on the actual image 
itself, so I can focus solely on that, and that helped me to let 

go, and really just think about the one idea, instead of thinking 
about what I was actually doing.  

 
I hadn’t realised until doing the comparison between words and 

images that using words is what I’m more used to doing … 
because I analyse and think about my movement too much, I 

don’t just get lost in it, and don’t experiment enough. So I think 
all the images were really useful because they stopped my mind 

from analysing my movement material. 
 

(Lucy Jarvis, studio session, 3/10/2009) 
 

The acquisition and devising of investigative tools and methods that unlock different kinds of 

movement responses and insights is a central focus of this project. The use of pictorial images 

is valuable in this regard. It was found that they were best used at the beginning of the studio 

process as a means of rapidly expanding the interpretive and practical understandings of each 

of the SKPs in all their ‘non-kinetic’ forms; psychological, sociocultural, behavioural and 

otherwise.  

 

*** 

 

 

Before looking at the studio work, it is to be re-iterated that a central goal and theme in this 
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research is to seek new ways of producing movement that thwart and short-circuit a dancer’s 

‘programmed’ practices and habits. Therefore the improvisation tasks attempt to find ways to 

take dancers out of their comfort zone so that they cannot fall back on familiar vocabulary or 

methods. Along with increased complexity, therefore, the progression through the different 

exercises for each SKP also has this ‘disruptive’ aim in mind. 

The central method used to create physical and mental confusion and disruption in the 

participant dancers who helped with this project was the category listed earlier called 

movement-as-paradox. What became of central interest to me in the studio work was to 

provide exaggerated, paradoxical instructions that were kinetically impossible to resolve. Yet, it 

was when the participants worked in this way that I found they produced the more intriguing 

and engaging movement responses. As intended, the dancers were not able to rely on familiar 

movement habits. Hence, the direction that the studio sessions took was to progress rapidly 

from a basic introductory level, with its emphasis on literal translation and pictorial imagery, to 

more confusing, paradoxical tasks that were physically and mentally illogical and impossible to 

fulfill in movement.  

Finally, it is also important to keep in mind that the destination the SKPs are heading to in 

Stage One of the learning process is not towards choreographic outcomes, but to becoming 

kinetic ‘notes’ on a spatio-anatomical keyboard called the bodymAPP. Therefore the goal is for 

the dancer to explore a wide range of movement colours and meanings for each SKP so that 

when they come to learn how to use the bodymAPP in the second stage, they have a lot more 

movement information in their bodies and minds to work with. 

 

*** 

 

We now turn to the studio work and the practical investigation of the eleven SocioKinetic-

Principles. To capture the insights and vital contributions made by the dance participants in 

this research, their ‘voices’ have been liberally included. These are formatted throughout this 

chapter as right-aligned, italicized quotations. The astute levels of reflective analysis and 

feedback provided by these dance colleagues were paramount to the project’s overall 

development and outcomes. Without them and their movement skills and intelligences the 

bodymAPP would not have materialised in the form that it has, if at all. 

 

*** 
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Chris 
Do you think that even though there's all that freedom and 

there is that openness in the work we’re doing here‚ do you get 
a sense that there is a kind of system or a consistency between 

all the different tasks I’m giving you? 
 

Kayleigh 
Yes, definitely … it's open but as a dancer you don't feel 

completely free, because many of them are impossible tasks … 
like a lot of them are things you can't actually achieve … it's a 

struggle … so you have to find new ways of doing it … nothing 
you've done before fits the concepts you're working with here 

because they're quite abstract. 
 

Chris 
Actually that's interesting, because that's the thing I'm trying to 

do, I'm trying to find ways where people just can't fall easily 
into what they normally do … the whole idea is to try and find 

new ways of putting movement together, so the struggle for me 
is provide instructions where people can use what they do and 

know as dancers, but not easily, not without being frustrated. 
 

Kayleigh 
Yes. The tasks are difficult ones, and with some of them I felt 

pushed to the point of not knowing what to do, but then that's 
interesting, because you try to find ways of completing the task 

and dealing with that challenge … 
 

(Kayleigh Crouch, studio session, 28/11/2009) 
 
 
 

_______________________ 
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avoid-detour  
gaps, emptiness, space 

 

 
 

Hannily 
It felt like I was sort of trying to avoid my shadow … 

so I could see the movement’s imprint … 
and I was moving away from it. 

 
Chris 

Ok … it's quite energetic isn't it! 
 

Hannily 
Yes, I sound like I've smoked about 40 cigarettes. 

 
(Hannily Bendell, studio session, 11/8/2009) 

 
 
 

… because you have to think about avoiding yourself  
… but I'm in myself, how do I get out of that? 

 
(Sara Licher, studio session, March 2008) 

 

 

everyday movement source 

The movement source in pedestrian activity for the SKP - avoid-detour - is the act of swerving 

around obstacles and people to avoid collisions. This involves the ability to weave one’s way 

through available gaps and open spaces. 

 

 

introductory movement tasks 

 

avoid-detour … is really just the emptiness of space … so what 
you're trying to do is feel the quality of being able to avoid and go 

between things and find gaps …  so you're in a kind of big gap, it's 
just a matter of exploring the ability to swim in gap … 

 
(introductory instruction from studio session) 
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The first task is to work with this category’s basic, literal application. The instruction given at 

the start is simply to explore movements of an ‘avoiding’ kind. An introductory exercise is to 

use the imagination to visualise the empty studio as an obstacle course that is full of different 

things, both fixed and moving, that have to be physically negotiated and detoured. From an 

exercise such as this, the repertoire of common avoiding tactics are quickly accessed, many of 

which involve rolling, twisting actions that make a lot of use of the torso, ducking and dropping 

of the head and quick changes of level, under, over and around movements, a perpetual state 

of alert tentativeness, self-protective gestures and sudden actions of retreat with the whole or 

individual parts of the body. The energy level, reflective of a state of urgency and panic, is 

typically very high and is often speed driven. 

 

 spatio-anatomical/kinetic focus 

 

� an increased awareness of the nature and feeling of space 

� heightened access to the body’s more complex, sinuous movement range, 
particularly of a short, sharp kind 

� avoidance as an instinct for staying alive through opportunistic, spur-of-the-
moment, freedom impulses 

� enhanced sensitivity to the tangible nature of spatial emptiness/non-
resistance as movement’s primary medium  

� the quality of spatial emptiness/non-resistance as an energy source for 
kinetic sensation and momentum 

� the nature of empty space as possessing dual extremes - monotony and 
liberation 

 

 

 pictorial and metaphorical themes 
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The range and types of images that broaden the notion of ‘avoidance’ beyond the simple, 

physical act of detouring obstacles and objects include such instances as walking away from 

an unwanted situation; avoiding problematic issues or onerous tasks; procrastination; time out; 

shying away from attention; non-committance; escapism - all these, and other examples, 

involve physical expression and movement that is of interest to a choreographic and 

performance palette wishing to tackle the theme of ‘avoidance’ in these broader behavioural 

aspects.  

 

Chris 
Were there any images that stood out that you felt yourself 

dealing with or working with more? 
 

Lucy 
The image of the person curled up with the arrows, that one kept 
coming back to mind … and the image of the road diversion sign 

going round and through … I was reminded of walking in the 
street and avoiding people and trying to step past them, when 

you're quite frustrated and you need to get somewhere. 
 

Chris 
And when you were improvising, were there any moments that 

stood out for you where you thought 'that was an interesting 
sensation' or 'that produced an interesting result'? 

 
Lucy 

I quite like the moment where I managed to sort of move on my 
head because at that point I was thinking of the buried head in 

the sand image, and how your head would be the lowest point … 
kind of in the sense that if your thinking was the lowest thing, and 
you were trying to avoid problems, and so you were switching off 
your mind by keeping it lowest to the ground and out of the way. 

 
Chris 

Can you tell me a little more about what attracted you to that 
moment as a physical sensation, or as a dancer, or whatever? 

 
Lucy 

It's not something usual …  if you're on your feet or on your 
hands or using your body, your head tends not to be the lowest 

point, that usually tends to be the bit that lifts up … but 
personally if I'm avoiding a problem, my mind switches off and I 
just stop thinking full-stop, and I’m in a little world of my own … 
so I think having your head at the lowest point represents that in 

a way. 
 

(Lucy Jarvis, studio session, 3/10/2009) 
 
 
 

*** 
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 movement-as-landscape 

To take the investigation and the studio work beyond the introductory level and the one-

dimensionality of literal applications and/or metaphorical interpretations, a radical approach 

conceives of movement as its own landscape and environment. In this situation, the actual 

surroundings are ignored and what the dancer produces and transcribes in the space in 

movement becomes the sole object of attention and interaction. As noted elsewhere, this 

approach was developed by Forsythe (2000), whose improvisation technologies work with the 

principles and conceptions of movement as a mobile architecture containing volumes, 

structures and contours. An unfolding movement environment is constructed that the dancer 

inhabits in their imagination, constantly adding to and manipulating its kinetic contents. 

 

� In line with the explanation just given, a movement-as-landscape task relating to avoid-

detour invites the dancer to ‘avoid their own movement’.  

 

This can be interpreted in different ways. Unless explained more explicitly, a first response will 

be to avoid movements that are familiar and highly preferred, in the sense of avoiding one’s 

own chosen movement language and style. Avoiding habitual movement inevitably leads the 

dancer into less explored territory, inevitably one that is less comfortable. As a tool for quickly 

taking a dancer out of their comfort zone into more challenging areas, and for bypassing the 

sometimes stale and clichéd nature of movement that is overused, this ‘avoid your own 

movement’ instruction is effective. 

 

Chris 
 So how did you approach that, what  

were you thinking about? 
 

Hannily 
I think about the things I least like doing.  

I'm quite like a 'dancer', so I don't like using the floor  
very much‚ I'm not that grounded. 

 
Chris 

So the way you interpreted that was  
to avoid your normal way of moving? 

 
Hannily 

 
Yes … I chose the things that don't feel nice for me, I guess  

… that made me feel awkward because I didn’t move  
in the way that I would like to move… 

 
(Hannily Bendell, studio session, 11/8/2009) 
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… and Rebecca was asked: 

 
Chris 

This time can you try avoiding the movement that you normally do, 
see what that produces? It's like the movement that you normally do 
is there‚ you can feel yourself slipping into it, but before you commit 

yourself to it, you've got to try and avoid it. 
 

Chris 
How did that feel? 

 
Rebecca 

Different … it's really interesting to see how my body actually does 
move in different ways …  I wouldn't have thought of doing that at all 

if I was just improvising and trying to work things out for my own 
dance, I wouldn't have done that at all. I would have reverted back to 
my old movement, and my normal stuff, so it's really interesting to go 

through this process, and see that I actually can come up with 
movement that's completely different. 

 
 

(Rebecca Stewart, studio session, 3/10/2009) 
 

 

To take the task more specifically into the direction and application of movement-as-

landscape, the next aim is to avoid the movement that is being generated as though it were a 

physical object in space. This leads directly to a Forsythean outcome, discussed above, where 

movement leaves virtual traces, forms and inscriptions in space that are remembered and then 

re-visited in the dancer’s imagination. As per the requirement of this SKP, interaction with 

these imaginary movement constructions brings in actions that duck and weave around and 

through the growing kinetic playing field.  

The key element for this exercise is memory, and the ability to relocate previous movement 

content and the whereabouts and coordinates of its contours and trajectories. A kinetic 

environment such as this expands very rapidly and complexly, and older movement sculptures 

and shapes fade quickly from memory. Therefore, the most easily visited movement structures 

are usually the most recently completed. The challenge that makes this task demanding is the 

constant need to memorise and recall spatio-kinetic inscriptions, rather than simply leaving 

them behind in the momentum of an engaged, improvisational flow. The dancer is continually 

in the moment of creation in a more attentive way because they have to take note of a 

movement’s spatial location and contour, as well as keeping ‘tabs’ on the past through having 

to simultaneously recall and be aware of its expanding virtual architecture. Consequently, the 

concentration and absorption levels are very high. It is also difficult for the practitioner to use 

familiar dance vocabularies, particularly when discarded movement structures start to literally 

(in the mind at least) get in the way, often requiring a genuine, rather than a pre-manufactured 

‘dance-like’ manoeuvre to avoid them.  
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movement-as-paradox 

• movement avoids itself in the moment of its making 
 

In keeping with the objective of this movement-as-paradox category, which is to try and disrupt 

a dancer’s normal movement processes, a more difficult task, which is a development of the 

previous ones given above, is to ask the dancer to avoid their movement in the act and 

moment of making it. In this exercise there is no attempt to leave virtual movement behind, and 

then recall it, rather the object is to try to squeeze oneself out of the skin of the movement itself 

as it is happening. This creates a paradoxical situation and an impossibility that is well 

expressed in the opening quotation from Sara when she exclaims “but I'm in myself, how do I 

get out of that?” Hannily’s analogy, from doing this exercise, was that the movement task 

made her feel like she was trying to get out of her own shadow.  

Although abstract and unresolvable as a task and concept, the effort to do the impossible –  to 

simultaneously get out of the way of one’s movement while in the middle of doing it – produces 

an elaborate, almost existential struggle where the body tries to loose itself from the straight-

jacketed of its own existence. Inflictee and inflicted compressed to the point of kinetic short-

circuiting, this is an ‘avoid’ dilemma refined to a highly raw state of transparent self-exposure.  

Hence, in the above task, there is no external object for movement to avoid, either imaginative 

or memorised, only movement trying to avoid its own ontological emergence, but never being 

able to do so, yet in the process defining and activating a pure movement-as-landscape 

scenario. The focus for this situation is that of being right up against oneself, self-absorbed 

and myopic to the point of trying to capture the ungraspable moment of ‘now’ through 

engaging with it kinetically and bodily. Awareness of anything beyond heightened physical self-

absorption is impossible. There is no ‘outside’ or externality beyond the horizon of skin and its 

movement turbulence. The compressed intensity of such an insular movement state is a 

method for amplifying kinaesthetic and proprioceptive immersion. 

 
Rebecca 

… that feels very peculiar. You are using so much more of your 
body to try and pull yourself in different directions. It felt more 

movement based … and new ideas were coming out because I 
was trying to get away from the movement. Also, it's like 

someone's pulling you … your movement's pulling in that 
direction but you're pulling yourself in the other direction, so 

it’s a massive tug of war. 
 

(Rebecca Stewart, studio session, 3/10/2009) 
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Further challenges that take this category into more abstract territory, but still following a line 

of questioning that uses paradox and enigmatic stimuli as provocation, make use of two 

techniques: exaggeration and role reversal: 

 

I want you to imagine that empty space around you, which I'm 
connecting with avoid-detour, is a vacuum, and, like a 

vacuum, everything gets sucked into it … but also I want you 
to make that empty space, that vacuum‚ you … and as you 

move, you are sucking everything into you, so you are a 
vacuum sucking and absorbing the outside world into yourself 
… this is a space-devouring exercise … the world is devouring 
you, while at the same time, you are devouring the world … it 

is a devouring clash of mighty and small vacuums …  
 
 

… in the way that pedestrians pour into gaps in an ocean of 
people … if you look at a river pouring into the ocean … the 

ocean is just there and the river is just pouring into it, the 
ocean doesn't have to do anything … so imagine you are the 
ocean, and everything around you is the river, so just reverse 

the scale … so you don't have to do much except allow the 
river of everything just to pour into you of its own accord … 
and the thing to add is the awareness that when you move, 

and when you don't move, neither of those things stop or 
restrict the little river of everything pouring into the ocean of 

you anyway … 
 
 

Instructions such as those above are very effective for leading the work into kinetic territory 

that makes familiar movement languages inadequate. Although consisting of an overload of 

logistical abstraction, the concepts are accessible and produce increased levels of sensation 

and receptivity. Notions of being filled up by outside forces, or being devoured by them, 

establish a movement turbulence that is immediate. Even stillness, where the perceived in- and 

out-going torrent does not subside, only contributes to kinaesthetic intensity. 

 

 
spatio-anatomical placement in Kinetic-bodymAPP 

 
In the cartography of the Kinetic-bodymAPP, avoid-detour is mapped onto the empty space 

immediately surrounding the body. 

 

 

_________________________________ 
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… what one generally calls “cutting the cord” is the introduction of the 
child into the sphere of ego-forming clarity. To cut means to state 
individuality with the knife. The one who performs the cut is the first 
separation-giver in the subject’s history: through the gift of separation, he 
[sic] provides the child with the stimulus for existence in the external 
media.  

(Sloterdijk, 2011, p. 388) 

 

 

… it’s this sense of being something quite sharp and carving 
the space … and in creating these slices … 

 
(Tamar Daly, studio session, 24/5/2012) 

 
 

… it really makes me think of the space around the body‚ and 
how large the organ of skin is‚ how many million particles of air 

and skin must be meeting‚ and how if you want to move 
anything, it wafts air particles out of the way, so in that sense 

everything in the body becomes a force to be able to divide 
and rearrange … it also makes me think of the 3-dimensionality 

of the body as not just a blade that way and a blade that way … 
 

(Sara Licher, studio session, 5/5/2011) 
 
 

… with cut-slice the movement was more precise … I was thinking of 
where I was going to finish the movement, rather than in the other 
ones it was all sort of fluid, continuous … in this one I was thinking 
'Oh, right I'll go there, then up, then across' … it was about finding 

different areas to stop and start …  
 

(Rebecca Stewart, studio session, 3/10/2009) 
 
 
 
 

 
c u t – s l i c e 

cutting actions, trajectories 
 

  
CHAPTER    3:  STUDIO-LAB 1 



 CHAPTER    3:  STUDIO-LAB 1   CUT-SLICE 

 70 

 
everyday movement source 

This SocioKinetic-Principle - cut-slice - derives from the body’s ability in pedestrian 

locomotion to slice a pathway through the medium of air and space. This involves the surface 

of the human body acting as a cutting interface between people and their immediate bit of 

surrounding world. The idea of a trajectorial path is that it plots a course through space that is 

actualised by movement, the path pre-exists the movement as directional coordinates in a 

person’s awareness and intention that the body then both creates and follows. A trajectorial 

incision, therefore, in terms of its overall length and shape exists only on the conceptual plane 

as an entirety. Physically, however, it is not discernible as anything other than that of a body 

momentarily passing through the environment, it leaves no visible cut in the way that scissors 

do, for instance, in paper. Nevertheless, the concept of body’s cutting space when they move 

is a familiar one and is captured in colloquial phrases and terms such as ‘shortcut’, ‘cutting 

corners’, ‘to be cut off’ or to have someone ‘cut across one’s path’.  

 

introductory movement tasks  

  
… cut-slice is quite straight forward, it's the idea that your 

movement cuts up the space … so this makes you a  
dissecting implement and every muscle in your body is a 

cutting tool, wherever you go you're shredding and cutting 
space … you're a space-shredder … a way of making it more 

subtle is to realise that you are an edged being all the time … if 
I look at your silhouette, all I see is a sharp outline‚ which you 

can never get away from … so you don't have to do an action 
of cutting to have a sensation of cut-slice because of the 

natural sharpness of your form … doing cutting actions or just, 
in stillness, feeling the permanent sharpness of your outline, 

both are equally as valid …  
 

(introductory instruction from studio session) 
 

The literal application of this SKP, as the name suggests, is an exploration of actions of a 

‘cutting’ and ‘slicing’ nature. The movements are typically sharp and direct, as well as being 

durationally specific and compact. The first impulse is to use the arms and legs to create 

chopping, sweeping arcs of movement. Attention then shifts to other parts of the body, such 

as the hips, ribs, shoulders, head, etc., to create cutting motions with these. Investigation at 

this most basic level is one-dimensional and simplistic. Once the initial fulfilment of the ‘cutting’ 

task is accomplished in its limited range of exploratory applications, the concept of our edged, 

silhouetted outline as a discrete entity in space introduces awareness that cut-slice does not 

only concern cutting actions. Whether in motion or stillness, our self-enclosed autonomy as a 

skin-wrapped being is the basis of the permanent divide between self and world, this is a 

sensation that can be felt as an underpinning kinetic dynamism. 
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… going through space, and cutting through space, I found 
that the movement became a lot more linear, rather than how I 

usually move through space, which is quite fluidly … 
 I also felt more sculptural with my movement … and a bit more 

dynamic … 
 

(Katie Joan Lawson, studio session, 11/10/2009) 
 
 
 

Tara 
 I’m a bit sharper with cut-slice, but I'm trying not to use my 

arms , because it's … [chops air with hands] … it's something I 
always do‚ it's a typical thing to do, they're more blade-like‚ to 

use your arms to slice through anything … why not cut through 
with other body parts? … hip … knee … ribs … the main 

sensation that I get though, from doing cutting actions, is the 
air on my skin … 

 
Chris 

What about the idea that cut-slice doesn't have to be forceful 
and sharp … that it's happening all the time whether you like it 

or not through the sharpness of the body’s outline? 
 

Tara 
I still feel like I need to keep moving … like I need to keep 

cutting through the space … but I'm feeling a lot more softer …  
 

(Tara Baker, studio session, 30/4/2011) 
 

 

 

 

spatio-anatomical/kinetic focus 

� an increased awareness of the nature and feeling of the body’s boundaries, 
surfaces and edge 

� greater emphasis on movement qualities of sharpness, clarity and attack 

� a sense of the spatial arcs, sweeps, circles and conical pathways that human 
movement produces  

� manipulation of speed and force to create different intensities of incision  

� various interfacial contacts with space ranging from blunt to sharp, flat to 
pointed, and voluminous to precise 

� an enhanced appreciation of the penetrational presence and dynamism of 
skin as a kinetic lubricant 

 

 

*** 
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pictorial and metaphorical themes 

 

 

 

 

 

 

 

 

 

 

 

 

The use of pictorial images in this cut-slice principle offers the dancer a smorgasbord of 

stimuli to sift and sample, all of which broaden its meaning palette in diverse directions that 

arbitrarily include such things as mathematical division, cell division, jigsaw pieces of a puzzle, 

racial segregation, state borders, the split of the brain into its respective hemispheres and their 

traits, ‘cutting’ facial expressions and penetrating ‘looks’, ostracism, being ‘cut down to size’, 

the ‘knives’ of analysis and criticism, and so on. There are many non-kinetic applications of 

this category, all of which have movement repercussions and formats that are accessible to the 

improvisation and performance interests of dance.  

As with the non-kinetic aspects of all the other SKPs, these expansions of meaning and 

application regarding cut-slice are reservoirs of information that are linked and accessed by 

the narrow opening of its fundamental presence in everyday pedestrian movement. Hence, the 

simple act of cutting and slicing one’s way through a public mall has variant forms and 

morphologies that filter through every area of human and non-human activity.  

 

I thought about separation a lot … with the image of the cut-up 
wooden head … I thought of a person always thinking about 

too many different things, and so they might get lost in where 
they’re going … so my response was to cut through space, but 

then change direction often … and then moments of pause to 
represent sometimes being lost in what you were thinking …  it 
also felt to me a bit more connected to architecture where it’s 

all about division … and with the images of the different jigsaw 
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pieces, I felt like I was more of a cut-out figure myself in space 
when I was cutting through it … thinking about the image of the 
division between races, and about any sort of prejudice, I felt a 

little bit more emotive with that … 
 

(Katie Joan Lawson, studio session, 11/10/2009) 
 

 

movement-as-landscape 

A basic movement-as-landscape exercise is for the dancer to divide and then inhabit the 

spaces that their movement makes. 
 

I felt like cut-slice takes me through a space, and then I can take my 
whole body through the gap I just made … and then cut-slice again‚ I 

can put my foot in that gap and travel through it … and it's quite 
welcoming, quite open … it's nice to explore … and if I cut-slice 

through that space, and then I've got another space to go in … and 
then, yeah, it kind of almost snowballs ...  

 
(Tara Baker, studio session, 27/5/2012) 

 

A variation on the above is to ask the dancer to remember the spatial trajectories and traces 

they make with their body and limbs and then to consciously dissect and break these with 

other cutting actions. This is a ‘make’ and ‘break’ exercise. The dancer can be asked to initiate 

movements with one body part and then cut them with another, for instance, the shoulders 

might make the trajectorial paths while the head breaks them.  

Bigger distances between the body parts that are assigned to the ‘making’ and ‘cutting’ roles 

(like, for instance, head/‘making’ and toe/‘cutting’), set up challenges that can push the body’s 

ability to change levels to its limits. The exercise can start by pre-assigning roles to specific 

body parts concerning which body part ‘makes’ and which one ‘cuts’, and then after awhile the 

dancer can be asked to make these decisions randomly while the improvisation is in progress. 

This inevitably generates a greater sense of creative freedom in the various possibilities that 

can be explored and experienced once the dancer, having gone through limited versions of the 

exercise where the roles were pre-assigned, is given full control over the decision-making and 

ownership of the exercise.  

Underlying the above description is a three-part formula that works well for all the 

improvisation tasks. This formula firstly introduces an improvisation exercise in a broad manner 

with little to no limitations, it then follows this with restrictions that narrow the kinetic focus 

quite severely. Finally, it returns to the open improvisation once more with all the prescriptive 

limitations removed. 
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Chris 
So how does it feel going back to being able to freely change 

the making and cutting parts yourself after having done all 
those versions where you were only allowed to use two specific 

ones at a time? 
 

Yuyu 
It is much, much easier after working with each body part 

separately, I know more about how to use them and play with 
them … so the last time I did it‚ I just felt 'Oh, actually there are 

quite many possibilities', and I felt more freedom to explore. 
 

(Yuyu Rau, studio session, 26/5/2009) 
 
 

Although the cut-slice improvisation described above involving different body parts dissecting 

each other’s movement trajectories is conceptually simplistic, there is value and skill to be 

gained from the extra memory demands that are required for spatial/movement retention. 

Furthermore, the exercise introduces oppositional aspects of the cut-slice SKP that create the 

experience of a kind of tensile kinetic ‘pathology’: the first ‘makes’ trajectorial incisions, the 

second revisits these and ‘cuts them up’; this is a body-based mini-drama in which a 

‘productive’ persona encounters its ‘destructive’ other. These two facets of cut-slice reveal a 

double-edged nature; that of achievement (we pierce or cut objects and space in order to get 

somewhere or to construct something), and that of ruination (the autonomy and cohesion of a 

preceding circumstance is ruptured and harmed).  

For the dancer who is engaged in this exercise of simultaneously constructing and rupturing 

their movement, there is a depth of concentration and immersion that is a highly sort after 

commodity in this Kinetic-bodymAPPing system.  

 

movement-as-paradox 

 
• movement divides and rejoins itself at the same time 

 
As has been highlighted elsewhere, an area in this project that is of prominent interest and 

value to the work is when investigative tasks are given a paradoxical twist. Consequently, each 

of the SKPs have had exercises devised for them that pose unresolvable kinetic problems 

tailored to their specific natures. In the case of cut-slice, the request given to the dance 

investigator is: Can you create movement that both splits off from itself and rejoins itself at the 

same time?  

The challenge and impossibility lies in the phrase ‘at the same time’. The emphasis is about 

achieving simultaneity with kinetic conditions that exist at opposite ends of a scale. With cut-
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slice, this is about creating a sense of splits and forks in the movement as it fragments and 

branches out from itself, while at the same time flowing back into itself and closing all its gaps. 

It is possible to alternate these imaginary states, but impossible to superimpose them 

simultaneously. So the dilemma involves squeezing out a temporal divide to the point of non-

existence. This creates an implosive pressure state and an intriguing movement experience 

between two oppositional stimuli that are normally separate. One of the main outcomes from 

this and all the other paradoxical exercises in the SKPs is a kinaesthetic intensity of presence 

and a greatly enhanced bodily engagement with movement. 

 

… throwing energy out in the sense of slicing‚ and at the same time, 
receiving it as input from the skin interacting with the environment‚ so 

with those different qualities there's a kind of duality in the feeling, 
which was really interesting to feel … it made me focus totally on the 

exchange of energy … projected energy and  inputted energy … there 
wasn't a sense of 'Oh I want to go there' or 'I want to see what this 

part of the body does' … it had a different purpose to it … it was 
more a sense of ‘How many ways will that make me feel?’ 

 
(Sarah Richter Rose, studio session, 5/5/2012) 

 
 

 
spatio-anatomical placement in Kinetic-bodymAPP 

 
The bodymAPP locates cut-slice on the surface of the skin, which it views as the edge of our 

physical form, an edge that is able to penetrate space. 

 

_________________________________ 
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make-space  
embrace, enclose, frame 

 

… the relationship between human subjects sharing a field of proximity 
can be described as one between restless containers that contain and 
exclude one another.  

(Sloterdijk, 2011, p. 85) 

 

 
 

… the focus of the outside is on what is in the inside … what is 
enclosed becomes what is interesting, simply because it is enclosed 

… that's one level, and then there’s the idea of something that is 
enclosed is protected … but being enclosed did not necessarily 

make it trapped, it was more that although a thing on the inside was 
bound, it was still free … 

 
… there's a definite difference in the quality between inside and 

outside, but there can also be an equal sense of inescapability in 
both of them … I think a lot of this depends on if you're actually 

working with opposites of feeling … for instance, if you're working 
with 'I'm happy inside', 'I'm not happy, I want to be outside' - 

whereas if you're working with 'I'm happy inside. I'm happy having 
no knowledge of the outside, and vice versa’, then they're not going 

to be so different …  
 

… then there’s a psychological thing … some people like being 
enclosed, and some people don't … some bodies don't mind 

dancing small, some of them need all the space … 
 

(Sarah Richter Rose, studio session, 6/5/2012) 

 

 

… with make-space I was very outside myself, finding and 
creating new spaces, I didn't feel much in my body, even though 

there was a sense of that as well, but there was more focus on 
the outside … it felt like the space and me were making space 

together … I couldn't make space without the space being there 
… you create space also just by looking at a space, you create it 

in your mind … if I look over there, that's space … 
 

(Sara Licher, studio session, 16/8/2009) 
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everyday movement source 

The SocioKinetic-Principle - make-space - derives from movement’s ability to enclose an area 

of space with its trajectories, actions and shapes. Examples taken from pedestrian activity are 

a person stepping aside to make room for someone else, people circumnavigating obstacles in 

the process of which they make encompassing spatial inscriptions, or in situations where 

individuals gather around things of interest, such as when street performers, for instance, are 

encircled by a crowd. These result in a delineated spatial area possessing an inside and an 

outside and are a form of movement framing that creates borders and circumferences out of 

kinetic trajectories and positionings.  

 
introductory movement tasks  

… if you grasp something, you enclose it … if you make a 
container to put something in, you've made a space, like a box, 

or a house … or if you console someone, you put your arm 
around them … so this is about grasping‚ containing‚ 

absorbing‚ embracing …  it is the act of creating frames and 
barriers around things ... it is about exploring your capacity to 
frame space … surrounding, including, enclosing, enveloping, 

enfolding, these are what make-space relates to … 
 

(introductory instruction from studio session) 
 

The introduction to this SKP in the studio involves the exploration, as the quotation above 

indicates, of movement that is of an enclosing and embracing nature. The shaping of the body 

and limbs into curving and curling actions and positions are examined, along with the use of 

locomotion patterns to inscribe circular movements and trajectories. The outcome is the 

sculpting of negative space into cavities, caves, hollows and such like.  

More depth of interest occurs when it is pointed out that this category produces two quite 

different qualitative zones, demarcated by the terms inner and outer, along with their 

associated concepts, include and exclude. The neutrality that occurs from simply enclosing 

and framing an area with movement is transformed when the focus shifts to the notions just 

mentioned. Here the connotations broaden to include feelings of warm and cold space 

(embraced and ignored, accepted and rejected, inside and outside), the former frequently 

linked to interiors and the latter to exterior zones.  

Further investigation reveals the connections that this SKP has to human anatomical structure 

in terms of its front and back; the front demarcating the rounding-in of an embracive 

orientation and focus, while the back establishes the body’s outside rim and exclusion zone. In 

the sense just given, we embrace what we face, even if that is simply to ‘take it in’ 
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perceptually, and blot or shut out what is behind us. The goal in movement is to explore these 

encircling, including/excluding themes in all their kinetic and qualitative aspects. 

 

When I was moving I was thinking about, with enclosing, do 
you try and trap something in the space? Do you gather it up to 

protect it? Do you outline its shape just from curiosity, or is it 
about dominance, are you taking it with you because you're in 
charge and you’re making it stay somewhere? … it also made 

me think of territory … and the difference between the front 
and back of things‚ and whether something is feeling exposed‚ 
or protected, included … that sense that one side of you from 

the front is protected, and the other side is not … 
 

(Sarah Richter Rose, studio session, 6/5/2012) 
 

spatio-anatomical/kinetic focus 

� curvature and embrace in movement and body-shaping terms  

� bends, folds and creases that make use of the body’s architectural lines and 
delineating movement forms 

� the front of the body as its enclosing aspect and the back of the body as an 
excluding shell 

� the sensation of the body as a spatial skin/container with a border/barrier and 
peripheral agency  

� the kinetic, psychological and qualitative dimensions of notions of 
inside/outside and included/excluded  

� framing, enclosing and enveloping capacities that heighten awareness of 
negative space and its potential 

 

pictorial and metaphorical themes 
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The quotations from the participant-dancers below are indicative of the range of responses 

that pictorial images elicit in relation to this and each of the other SKPs. Visual methods are of 

value for the freedom they give the dancer’s imagination to interpret an image in a distinctly 

individual way. Images are also less prescriptive than a verbal explanation of the everyday 

movement categories, so the outcomes from dancers are frequently unpredictable and 

idiosyncratic.  

Such interpretive idiosyncrasy in response to visual images stands in contrast to the 

introductory level of participation in this work where the movement results for the SKPs are 

often ‘readable’. Hence, with make-space, for instance, the acts of sculpting negative space 

and creating kinetic folds, frames and enclosures can be clearly seen in the dancer’s actions. 

However, this is not the case when they are given a collection of pictorial stimuli to respond to; 

here, without an explanation from the dancer as to what they related to and how, this 

information is rarely apparent in what they are doing. While the results may still be highly 

intriguing, the internal activity and narrative going on in the dancer’s imagination and thoughts 

are inaccessible to an outside viewer.  

In the studio improvisations, the following examples give an indication of the nature and variety 

of mental activity that was stimulated by images such as those above in relation to the 

movement category, make-space: 

 
I thought about the enclosed space quite a lot, the girl on her 
own hugging her knees … and other one on the stairs … and 

the garden, where it was sculptural, that was when I was trying 
to place my body in different parts of the space … I thought 

you could make shapes with your arms, and see how the space 
changes … and the image of the hand across the mouth, made 

me think of the part of the mouth that's closed off …  
 

(Katie Joan Lawson, studio session, 11/10/2009) 
 
 
 

… this was a very different kind of feeling … the stone image 
stood out for me, there's something quite pleasing about the 

circle and the lines … symmetrical, very clear, very clean, 
round … there’s something nice about it … I can imagine 

myself making those circles in the sand … and placing the 
stone … it’s just something about the idea of making it … and 
also the simplicity, with or without the stone in the centre, so 

there's room for it … it's there or it's not there … so in my 
movement it produced a clarity of shape and motion … and the 

desire to do something simple and quite minimal actually … 
just what's necessary, if you know what I mean … just like one 

action … one action, one action, one action … so that the form 
stood out … it was quite conceptual … 

 
(Tamar Daly, studio session, 1/10/2009) 
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… the image of the tree with that big hole cut out through the 
branches for the power-lines to pass through … it was quite 

strange, quite unusual, and also it's quite funny … that relation 
between the tree and the electric power-lines … [laughs] … it 

was a starting point in my movement for ways of trimming, 
tricking … eventually what happened was that there was 

something that was going to intersect with my space‚ that was 
going to have to go through my space basically, which related 

to the power-lines having to go through the tree … so I was 
anticipating that thing that was going to come, the size of it, 

the shape … and then creating space for it, but with some 
resistance … well, actually, not 'some resistance', but just 

trying to let it come through but with the least change possible 
in my place or shape … so in my mind there were four different 
interferences … one that came from the side, one that was like 

a wall type thing‚ long … and then there was one that came 
from the back, but just like a line … and then there was one 

that grew between the legs somehow … and then the whole 
place was filled, so I had to go to the floor … and then as soon 
as it was gone, I resumed my original position … and so I had 

those four influences and I basically just played with them 
again and again in different ways … and then gradually my 

resistance lessened … 
 

(Tamar Daly, studio session, 1/10/2009) 
 
 

The range of interpretations captured pictorially that apply to make-space refer to such things 

as ‘allowing a person the space to be heard’, or ‘giving them the floor’, ‘accommodating 

differences and others’, ‘a sense of belonging and having a place’, ‘providing emotional 

support and solace’, ‘opening one’s heart’, ‘organisational structures and strategies that 

categorise and allot positions to things’, ‘busting out from imposed restrictions’, ‘seeking and 

establishing new territory’, ‘breathing space’, ‘clearing the air’, ‘going into one’s shell’, and so 

forth. All of these variations on the SKP make-space have a genealogical connection to the 

simple pedestrian act of stepping aside to allow someone else to pass. 

 

 

movement-as-landscape 

Movement-as-landscape shifts the focus of the studio work away from its introductory level, as 

well as from pictorial stimuli, to the more abstract notion of movement being all things unto 

itself in that it plays the dual role of providing both the action and the setting for that action. 

With make-space the dancer is asked to continue exploring the notions of frames, borders 

and hollows (framing negative space), but this time adding the instruction to occupy and 

inhabit the hollow spaces that they construct and frame with their movement. This repeats and 

extends an exercise outlined in the cut-slice improvisations where the dancer occupied 

spaces that were dissected by their movement. Attention is given to investigating the subtle 
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differences between enclosures and dissections. The rhythm that emerges alternates between 

the activities of enclosing and occupying space, with the emphasis in the latter of the dancer 

being ‘picture framed’ by their actions.  

Outcomes in this improvisation ranged from a sense of self-emphasis and ‘being on show’ (see 

Hannily’s response below), to immersive, less externally-aware forms of engagement. In the 

first, framed by their own movement, the emphasis was more static and on making a picture of 

oneself or posing for the imagined, embracive gaze of a viewer. Whereas in the second 

example, dancers created a fluid kinetic landscape that involved ongoing construction and 

variation in the movement that was similar, in its look and immersion levels, to the way children 

occupy and explore playground equipment, sometimes referred to as a ‘jungle-gym’. 

… it felt like I used much more pause and I guess I almost 
imagined I was in a photo-shoot where you've got to move 

through it, but just hold that sort of split second for the 
photographer to capture what it is that he wants. And I felt that 

my focus was much more towards you as well. 
 

(Hannily Bendell, studio session, 8/11/2009) 
 
 

… I was thinking about creating the shape of where my body 
was going, so‚ for instance, if I wanted to go this way, I could 
start the frame, but then change and move through it … that 
also made me think about where the energy was going, so if 

the energy was going down here, I could move through it like 
this, which would disrupt the frame, and then possibly try and 

frame it again … and then see how that could get destroyed 
again when I moved through that … 

 
(Katie Joan Lawson, studio session, 8/11/2009) 

 
movement-as-paradox 

• movement tries to enclose itself and at the same time be enclosed by itself 

Advancing to the paradox exercises, the instruction for make-space is similar to what it was in 

the movement-as-landscape focus where the goal is to occupy hollow spaces that have just 

been framed, the only thing that is altered in this task is that the framing and occupying actions 

must happen simultaneously.  

The qualitative and structural dimensions in this exercise have two sets of focal points: 

periphery and centre, active and passive. Framing is the active component, it is the protective 

agency on the perimeter; occupation is the passive component residing at the centre of 

attention. For the dancer who is posed with the task outlined above, the kinetic dilemma is to 
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activate a psycho-physical state that is simultaneously active and passive. So the question that 

is asked is simply, what happens when opposing qualities combine? 

 
… this is difficult because you're always thinking about it … 
with a question, it's not like having an image, which you can 

keep bringing back to your mind, so the movement is not 
starting from something set … to try to think about the 

question and the answer, there's different possibilities, so your 
mind is working hard trying to find a way to solve it ... 

 
(Katie Joan Lawson, studio session, 8/11/2009) 

Various insights and outcomes arise from these paradox exercises/questions that point to an 

endless range of possibilities rather than any one, fixed solution. In make-space, when 

attempting to simultaneously combine picture and frame, an easy solution is to use the limbs 

to frame the body, as in Nijinsky’s famous Spectre de la Rose portrait where his arms sensually 

frame his mournful head and face (as do most port de bras positions in Romantic ballet). But 

this exercise requires total simultaneity, not a split where some parts of the body play one role 

(frame) and others play another (picture).  

A more holistic approach that dispenses with splitting the roles between different parts of the 

body attempts to make the substantiality of the embrace interchangeable with the hollow of its 

design. Conceptually, this only deepens the dilemma, but kinetically it unifies the whole body in 

a coherence of intensity. In this way, form (the embrace) becomes interchangeable with 

emptiness (the embraced), and the body (as form) inter-dissolves with space (as emptiness). In 

these cross-over tactics and abstract conceptions, the ephemeral nature of movement can 

also be conceived as the thing that the body continually captures. 

The change of awareness that is produced by the above exercise shifts 

proprioceptive/kinaesthetic attention from an external to an embodied focus. When the dancer 

explores negative space by creating shapes and movements that emphasise hollows, focus is 

directed outwards, but when the sensation and making of movement is itself conceived as a 

form of empty space, attention snaps back into the body. In this regard, the dancer Kayleigh 

observed: “I became the space, rather than creating it” (Kayleigh Crouch, studio session, 

17/6/2009).  

These conceptual differences and abstractions produce movement outcomes and experiences 

that are quite distinct. The experience Kayleigh describes above is existential rather than 

objective, she is speaking of a dynamic fullness relating to movement becoming space (an 

emptiness), as opposed to the slightly removed condition of creating it (an object). In her own 

words, Kayleigh found the task of creating externally objectified space “restricting”, and says 

she was not able to “let go”, whereas when the movement became the space, she experienced 

no such restraints.  
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The effect of exercises such as those above that treat of movement as space is to imbue 

emptiness with a dynamic potency that can have tangible kinetic outcomes in a dancer’s 

experience. For Katie Joan, this experience was one where space itself became an activating 

agency that took over from her own powers of volition: 
 

… at one point I was on my back and rolling around, and it kind 
of brought me to standing‚ or upright anyway‚ and I was going 

with the momentum rather than thinking about it, but I also had 
the sensation that I was being pulled around by the space, not 
by my body … rather than moving myself through the space, it 

felt like I was being moved by the space ... 
 
 

(Katie Joan Lawson, studio session, 11/10/2009) 
 

 
 
spatio-anatomical placement in Kinetic-bodymAPP 

 
The SKP, make-space, is identified in the body’s enclosing and embracing capacities. The 

bodymAPP also locates it in structures and forms in the environment of a framing and 

surrounding nature. 

 

 

_________________________________ 
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positional-primacy 

spatial location, objects 
 
 
 
 
 

… I wasn’t working with feeling so much, I was working with 
what I can see, and where would be the best position for me to 

see something in a particular way… so for instance where would 
be the best position for me to explore a certain angle of 

something… and then there were a few moments where it was a 
bit different… like with the tree it was about what’s the best 
position for me to feel the tree on my skin … and there was 

sound also … what would be the best position for me to hear 
that bird a bit better … [laughs] 

 
(Tamar Daly, studio session, March, 2009) 

 
 
 

… the object was drawing me in to sort of interact with its 
purpose, or to use its purpose, to then enable me to have 

purpose, rather than standing pointlessly in the space and not 
having any direction …  

 
(Sarah Richter Rose, studio session, 19/5/2012) 

 

 

everyday movement source 

The SKP - positional-primacy - finds its source in pedestrians’ efforts to position themselves 

to best advantage in terms of the movement contingencies of the moment. There is an element 

of competitiveness in this SKP as the players in the public domain are all vying for spatial 

advantage, and so transaction and compromise (also frustration) are innate factors. Generally, 

however, spatio-kinetic negotiations and pedestrian interactions and manoeuvrings in social 

settings such as the public street are coordinated and so a sense of ordered efficiency 

prevails. Key to the functionality of this SKP and its successful execution are levels of 

application that range in their spatial and kinetic precision from approximate to exact, with 

most tasks in everyday life requiring the latter. 

  CHAPTER    3:  STUDIO-LAB 1 
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introductory movement tasks  

 
… positional-primacy is about getting a sense of being in the 

right place in the environment … the goal is to continually 
adjust yourself spatially so that you are where you want to be, 

which is in a primary position always … you’re also trying to 
give the movement its own spatial authority so that it has 

positional certainty and feels like it is going in the right direction 
and towards the right goal … and so as you go along and make 

decisions about where to go next or what movement to do, 
you're always choosing the best possible route and action, 

based on your feeling ... 
 

(introductory instruction from studio session) 
 

The focus of this SKP at its first introduction is to explore the notion of the best possible 

position to be in space. Dancers will move from one place to another in the environment, 

taking note of the different psycho-physical sensations and reactions that each change of 

spatial positioning produces in them, with an aim to finding locations that in any one moment 

can be considered to be the most suitable or the most empowering.  

The emphasis in this task is an act of seeking, which is about being responsive to the ever-

changing moment, but with a search for ownership, concerning location, as its goal. In this 

regard, the best location, the one that makes a person feel most at home, constantly changes 

according to their changing bio-somatic landscape (moods, energy levels, comfort, thoughts, 

responses, etc.). While it might be felt that a particular outcome, spatially, is the most ideal, the 

unfolding moment always reveals the possibility that ‘the grass has become greener’ 

somewhere else (colloquial sayings are the easiest and most direct way to express these bio-

spatial homilies of common knowledge regarding ‘body language’).  

… I was trying to find the right place in my body, but I couldn't 
find what I meant to find … there was a lot of adjusting going 
on … but they were big adjustments, they weren't small … I 

was taking a small part of what I liked, and then changing it all 
completely, and keeping that little part because that was the 

only bit that I liked ... 
 

(Kayleigh Crouch, studio session, 17/6/2009) 
 
 

… I was finding the right place, but there's always room for an 
adjustment, things keep on changing, so there's always a new 

right place to be in ... 
 

(Sara Licher, studio session, 16/8/2009) 
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Initially, the focus of this SKP is external and is directed to the layouts and components of 

environments. However, there is also an internal and self-focused aspect to this movement 

category, positional-primacy, which is the ‘subject position’. This locates a person in and on 

themselves and pays attention to the placement and moving of body parts and limbs relative to 

each other. Hence, positional-primacy involves two components - subject and object / 

internal and external - that can be arranged in three modes of interactivity:  

� subject/subject (where the subject’s body and movement becomes the object 
of their own investigation) 

� subject/object (where subjects move and organise themselves relative to 
environments) 

� object/object (where objects can moved and engaged with relative to other 
objects) 

 

spatio-anatomical/kinetic focus 

� the affects of different spatial locations on the body and movement 

� awareness and feelings for place and of one’s place in the environment 

� the significance of relative positions 

� the mechanics of manoeuvring to obtain spatial advantage  

� movement centres and axis points in a kinetic anatomy  

� embodied self-occupancy and centred-ness  

� the body-self as a constant, radiant wholeness and solidity that cannot be 
moved away from  

 

 

pictorial and metaphorical themes 
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Based on our ability to alter our spatial coordinates and relationships with objects, places and 

others, and captured in numerous ways by the pictorial images in the studio work such as 

those selected above, the interpretive and metaphorical dimensions and applications of this 

kinetic element extend to such examples as ‘defending one’s position’, ‘taking a stand’, 

‘holding one’s own’  (Lakoff and Johnson, in Chapter One of their book Metaphors We Live By 

(1980) have a category that they label ‘argument is war’ for metaphors of the latter kind), 

‘taking advantage of a situation’, ‘having a clear perspective’, ‘knowing one’s place’, ‘putting 

someone in their place’, ‘looking down on others’, ‘strategic alliances’, ‘standing out in the 

crowd’, ‘holding a prominent place in society’, ‘lurking in the shadows’, ‘being in the right place 

at the right time’, ‘playing the field’, ‘pecking order’, and so forth. All of these concepts expand 

understanding of positional-primacy’s original everyday movement form and widen its various 

interpretations and applications. 
 

 

movement-as-landscape 

The movement-as-landscape perspective when applied to positional-primacy removes the 

external or latter half of the split focus – self/world – turning the subject’s movement into its 

own environment and world (the subject/subject position). In the associated exercises, what is 

examined are the feelings created by changing the body’s sculptural kinesis, but with a goal to 

finding movement states that create a sense of deep physical assuredness, ‘rightness’ and 

comfort.  

Kinetic shape-shifting confined to the body alone, led by a desire for positional satisfaction, 

travels from one relationship of the limbs and body to another. The right or most comfortable 

kinetic arrangement creates the feeling of a kind of moving, corporeal furniture to snuggle and 

settle into. Or, using another analogy, like an arm sliding through the sleeve of a shirt, the 

moving body seeks the best fit for its own kinetic clothing. Such an exercise can draw 

awareness to the centreline or spine of a movement, adding this deeper concept to positional-

primacy’s defining features and investigation. 

I was thinking about where in the body you could find that 
centre point to spiral from, and how you could lead into it and 

contort movements and still feel the spiral … and how you 
could feel it in more than one place at any one time, that centre 

line happening for instance as your legs are going round in 
your hip, but also in your neck and in your back as you're 

moving your other parts of the body with it, and I found this 
helped me think about, instead of just going round, but 

stretching out as I'm going into it, and reaching out because of 
this point that's pulling me from itself out into the space … 

 
(Lucy Jarvis, studio session, 3/10/2009) 
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As shown above, a primary value that emerges when exploring positional-primacy from a 

movement-as-landscape perspective is the added bodily attention and awareness it gives to 

centred-ness. When circling and spiraling around oneself trying to feel or find the best kinetic 

position, focus is drawn towards the axial centres of movement in the body and to noticing and 

feeling the thickness of flesh twisted and packed around its boney core. At the centre is a 

dominance of bone. Suddenly, the spine (and all the spines of things in general) is seen to 

facilitate kinetic experiences that radiate from or are drawn to deeper positional coordinates in 

our anatomies. 

The boney and skeletal structure of the body, therefore, is revealed at the core of positional-

primacy’s kinetic terrain. In movement terms, this goes beyond the tactile feeling of nerves, 

muscles, forces or joints, it is about locating the skeletal lines in the body around which we are 

structured that, impervious to direct sensation, demarcate an anatomical centre/constant 

whose manipulation gives movement its coordinates and form. The psycho-somatic awareness 

that positional-primacy provides of a skeletally-generated sense of centred-ness, one that is 

ever-present, can be deeply enabling and empowering to a dancer’s kinetic investigation. 
 

I also felt like I was flowing a lot more, using a lot more of my 
body and a lot more fluid movement, and it actually helped the 

transitions … in a sense there never seemed to be a stop and 
start between my movements, it felt like it flowed together and 

each movement came out of the previous one because I'd 
wrap myself into a position and had to spiral back out of it 

again, and so it was like a continuous spiralling and un-
spiralling with everything I did … 

 
(Lucy Jarvis, studio session, 3/10/2009) 

 

In positional-primacy’s movement-as-landscape world, the relationship between the mover 

and their movement asks the basic question; does a person feel comfortable with their 

movement and its spatiality. Do these, like clothing, make a good fit? In broader terms, 

positional-primacy’s kinetic landscape oscillates between postural and locational shifts; these 

have a self-circling emphasis and focus at one extreme (movement-as-landscape), while its 

external interests at the other involve paths and vectors that are always on the prowl for the 

optimal place in the surrounding environment to be. Determining the rightness or preferability 

of a movement or a location uses intuitive, psycho-sensory faculties of a critiquing nature that 

a practical investigation of this SKP actively engages and explores.  

Finally, diverting slightly, an amusing variation in this movement-as-landscape focus regarding 

positional-primacy is to set up a game where one body part wants to always be where 

another part of the body is. So, for instance, the torso may be jealous of where the legs are 

and so it is constantly trying to move itself to wherever these are located, which then dislodges 

the legs to another position, in turn making this the new spatial location that the torso desires, 
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and so on. Although of no great significance in itself in terms of insights or invention, in a larger 

sense, this exercise helps amplify positional-primacy’s restless interests in the desirability of 

spatial locations and in the personal nature of their appropriation. 

… I kept moving in the space‚ so I could choose where I 
wanted to stay, my private position … I was thinking, 'Oh I'm 

here, this is my position, don't take my space, this is my space’ 
… and then for a while I suddenly realised sometimes you 

cannot find your space … then I tried to imagine that I couldn’t 
find a space of my own in the area … 

 
(Yuyu Rau, studio session, 23/2/2009) 

 
 

movement-as-paradox 

• movement is in the worst and best possible places to be at the same time 
 

The instruction above asks the dancer to undertake a task involving impossible positional-

primacy expectations. How can notions of ‘best’ and ‘worst’, whatever a dancer determines 

these to be, coexist as a movement factor simultaneously? As intended, they cannot. Along 

with the paradoxical examples given in all the other SKPs, the impossibility of the above task 

does not prove to be a deterrent to its successful undertaking, if success, that is, is measured 

by struggle and the thwarting of habitual movement patterns.  

The goal in these movement-as-paradox scenarios is the tension that is produced by bodies 

pulling in conflicting, unresolvable directions, which can be likened to a mild, sado-masochistic 

situation similar to the Mediaeval rack, except in this instance the tortured is the torturer. The 

expansion, extension and enjoyment of physical energies compete with their contraction and 

discomfort to produce an instability of crossed purposes. What ensues from this battle 

between the least and the most preferred positional pathways are movement outcomes that 

force themselves outside a dancer’s regular knowledge and movement zones. The result can 

be experientially intriguing, as well as insightful regarding personal movement habits and 

limitations.    
 

It was challenging … [laughs] … I fell over quite a bit. I was really trying to push 
myself so that I'd go the other way that the energy was going‚ and it was 

difficult, but it was fun … I felt like a plonker falling over all the time … what I 
liked was that I was off my centre quite a lot … when I was trying to go one 

way, I would be thinking ‘No, but‚ could we go this way? No we can't because 
I'm going to fall over' … it was surprising, and funny, I thought ‘Oh, I can do 

that, but then, Oh no, I'm falling' … which was fun … it definitely felt a bit more 
on edge because I didn't know where it was going. When you improvise 

sometimes you have a set idea that you quite like to stay true to, but in that one 
I was constantly thinking ‘Oh, that's different, but we'll go with it' … I liked it. 

 
(Katie Joan Lawson, studio session, 8/11/2009) 
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spatio-anatomical placement in Kinetic-bodymAPP 

 
Positional-primacy’s presence in the bodymAPP is located in the bones and skeleton. Its 

placement there is to indicate the positional centrality of the bones in our anatomical 

constitution. The importance of this positional centrality in the body is then transferred to the 

efforts that are made to position the body to best advantage in space, as well as to find 

resonance with the spinal centres of everything around one. 

 

 

_________________________________ 
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common-ground  

 towards-away, proximity 
 

The spatiotemporal distance between the start of a pursuit and 
its fulfillment can only be bridged by a continuous appetitive 
intent. 

(Leder, 1990, p. 196) 
 
 
 
 
 
 
 

I feel like I can still reach everything with my eyes and vision … 
even though things are at a distance, sight brings them really 
close. This makes me more connected visually to everything 
around me‚ but also I’m less connected to things behind me 

because I'm not really giving my backspace any attention. 
Physically I am‚ because I'm ‘360’‚ and every surface of my 

body is connecting with the space‚ but only through my eyes 
am I giving attention … so if I turn, I'm giving less attention 

over there than I would be here where I’m looking … so vision 
makes me feel more or less further away from things …  

 
(Tara Baker, studio session, 1/5/2012) 

 
 

 
 

… when you say ‘the world wants to be your best friend, it 
wants to share’ … I can feel the world sharing things with me‚ 

which I can take in … and everything seems connected and 
right in how it all fits together … and then it just feels right to 

move with the space in a certain way, and to ‘feel’ the space … 
and how the space produces a sort of sea motion … it makes 

me feel a bit like seaweed in the sea I guess … but the 
movements are tiny and can’t actually be seen that much from 

the outside, I feel the contractions of the tiny muscles in the 
body and there’s so much happening inside … which I enjoy … 

 
(Sara Licher, studio session, 16/8/2009) 
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everyday movement source 

The SKP - common-ground - takes its cue in pedestrian life from people forming clusters, 

either in twos or in groups. Its main feature is that it is a bonding agent in human movement 

that draws people towards others or towards places and objects. Along with the interpersonal 

connections that keep people in close proximity with certain others, acquisition of some kind, 

such as the obtaining of various items of need or of interest, or a search for information, is a 

motivating factor in this SKP. Movement, therefore, in the mobile and immobile architectures 

and choreographies of the pedestrian metropolitan environment has the pragmatic fulfilling of 

goals and objectives as the driving force that determines the spatio-kinetic closing and/or 

increasing of distances.  
 

 
introductory movement tasks  

 

Chris 
… common-ground is an empathy of thing-ness … that 

you're an object along with all the other objects around you, 
and, like them, you're in the vicinity of this environment for a 
reason, for a purpose, so there's a commonality of purpose 

and a commonality of object-ness …  
 

Tara 
… this focus of being one object among many objects creates 

lots of choice … is it because it's connecting yourself to 
something other than your own body? … with this one, it's 

about me and other, and I'm having to force myself to go with 
the other …   

 
(Tara Baker, studio session, 1/5/2012) 

 

Introducing the SKP common-ground in the studio invites participants to explore the notion of 

what pulls them towards from objects or places in the space, its movement focus is 

predominantly external and taps into psychological states of attraction, involvement and 

interest. The colloquial expression ‘beeline’ captures a central quality of this SKP. The 

underpinning desire and motivation is ‘to be with’ or ‘to be near’ things, for whatever purpose.  

Closeness and proximity, therefore, and the varying feeling and body states that come with 

manipulating physical distances are explored and played with. Interaction with an object of 

interest identifies the nature of its attraction. Basic questions that common-ground examine 

are: Why is a person drawn somewhere or towards something? How is the notion of ‘to be 

with’ expressed in movement? How are movement and space shared? 
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This SocioKinetic-Principle, common-ground, and the previous one, positional-primacy, 

both deal with spatial manoeuvres that outwardly seem similar. However, what distinguishes 

them is that the latter aims for empowerment and advantage, while the present one seeks 

involvement and relationship. Inevitably, there is an overlap between the two: for instance, a 

person may seek relationship with another (common-ground) because it serves their desire for 

dominance (positional-primacy).  

At an introductory level, a theme that can be highlighted and explored as a movement task 

associated with common-ground is that of empathy. An exercise that can be given along 

these lines asks the dancer to imagine that they are holographic and can absorb the 

surrounding world. In this state of mind, the dancer’s movement reflects the various qualities of 

the objects that they are perceptually absorbing and with which they are kinetically resonating. 

Exercises such as this create an imaginative interaction and cross-pollination between a mover 

and their surrounds. 
 

Chris 
… this common-ground exercise is about the concept that 

the environment passes through you … that your skin is 
perforated‚ all the pores of your skin are porous … the world 

passes through you as you pass through it … there are no 
barriers, no blocks … only thousands of tiny openings and 

holes for the world to go straight through you … you have the 
transparency of a hologram … 

 
Kayleigh 

… it made me more aware of my surroundings and where I am 
… I noticed more things around me and I was taking in 
influences from different things … whatever I noticed, I 

became part of … for instance those trees out there … if the 
trees came towards me, and I was a hologram, then what 

would happen? … so I imagined when they went through me I 
became part of them for a moment … that sense of 

transparency was enjoyable … 
 

(Kayleigh Crouch, studio session, 30/6/2009) 
 

 

Unlike some of the other SKPs there are no simple identifying movements or qualities for 

common-ground other than those relating to the closing and opening of distances, activities 

of attraction and repulsion, and the rotating of attention (the front of the body, the head and 

eyes, the tentacles of reach, etc.) towards and away from objects, others and locations. 

Directed attention, as for instance looking at something, establishes lines of engagement 

through space that invite the possibility of further action. Along with the lure of an elsewhere or 

an over-there, common-ground also examines what keeps a person in the place of where 

they are, which is an ‘elsewhere’ that has been occupied and assimilated. Therefore, a 

question of interest for a dance and movement investigation of common-ground is: What is it 

about the physicality and nature of a ‘here’ that serves and preserves present needs and 

interests? 
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spatio-anatomical/kinetic focus 

� objects of attention 

� what to be with or to be near and what attracts and draws interest 

� the kinaesthetic dimensions of towards and away 

� the pull and intensity of a straight line (the ‘beeline’) between subject and 
object 

� volumes of space and the nature of proximity  

� the different qualities and ‘temperatures’ (such as warm and cold) that near 
and far create 

� the projective and retractable nature of reach, movement and distance 

 
 

 

 

 

pictorial and metaphorical themes 
 
 

 

 

 

 

 

 

 

 

 

 

 

The use of pictorial images, such as those above, depict and stimulate a healthy range of 

interpretive variations on the theme of common-ground, all of which are fodder for 

improvisational tasks and studio workshops and investigations. These range from the sharing 

of ideas (ideological commonality), identity formations, ‘seeing eye to eye’, ‘having common 

goals in life’, the existence of clubs, institutions, alumni, alliances, neighbourhoods, networks, 

‘tastes’, styles, fashions, beliefs, the taking of sides, ‘majority rules’, family, ‘togetherness’, 

‘everyone pulling together’, ‘dancing to the beat of the same drum’, ‘finding common ground 

and/or middle ground’, ‘birds of a feather’, and so forth.  

As always, these lists of associated terms in each of the SKPs are extensive and the examples 

given are merely a cross-sectional sample of the range of concepts and expressions that are of 

common knowledge and in general use (more common-ground notions). Familiarity with 
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common-ground’s wider themes and variations supply its movement palette with greater 

depth and nuance beyond the simple pedestrian act of kinetic clustering and of bonds of 

affiliation and attraction. 
 

… I found a lot of circular movements came out of that piece‚ 
thinking of the set of ducks and the cogs that were all circling 
… and then the sense of the way common-ground is a place 
where people are together and unified and equal, and a circle 

represents something that is equal … also the image of the 
group of rowers, and the rippling out affect of the water made 

me think about the affect of our actions on other people … the 
rowers’ rocking motion came out in the movement quite a lot 

… and the idea of hands because it’s a common symbol of 
people coming together and establishing unity with their hands 

… but I was trying to avoid doing that in a sort of clichéd way 
… I was looking at the hands and bringing them together, I did 
that a couple of times, which is quite a typical, ordinary sort of 

thing to do, and I was trying to integrate that in the end with 
the idea of circular movement … and also the weaving image 
where there were two things going in the same direction, but 
weaving … I was trying to create that image with my arms … 

 
(Lucy Jarvis, studio session, 3/10/2009) 

 

 
 

movement-as-landscape 

A movement-as-landscape improvisation that works with common-ground looks at creating 

movement structures that are revisited because they have the quality of being ‘favourites’.  

While littering space with their kinetic graffiti, the dancer is asked to be on the alert for 

movement forms and sensations in what they are making that draw their attention and interest 

back to them. The dancer is invited to revisit these earlier movement structures in order to re-

inhabit and build onto them. However, the central task is for them only to be drawn back to the 

kinetic ideas and forms they have made that have specific appeal or interest.  

This ‘favourite movement’ task builds an assemblage of motifs that, through being revisited 

and worked on as the improvisation progresses, starts to take the form of a kinetic 

construction site. 
 

… I was thinking about the movement making an imprint in the space, 
and then coming back to it and changing it … so I was saying to 

myself, this is my movement, but now how can it change, and how can 
it be moulded, how can it expand? … and when it is revisited, still be 

seen to be linked to the previous or original movement? … I was 
developing a vocabulary where I was building, building, building … and 
coming back to it, and then going all the way through trying to develop 

it more ... 
 

(Katie Joan Lawson, studio session, 8/11/2009) 
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The movement-as-landscape task outlined above works directly with memory. The value of this 

common-ground way of working where favourite movement is being revisited and developed 

is its ability to strengthen a dancer’s retention skills in improvisation scenarios and to be able 

to create a form of reflection ‘on the move’. However, the experience is also fragmented as the 

dancer is skirting back and forth between two time zones; what they are making in the present 

moment and what they have already made and left behind in memory. This weakens a full-

bodied, visceral absorption in the unfolding moment and leads to an experience that is more 

cerebral. 
 

… that was quite good‚ but it felt quite difficult, very disjointed, 
because I had to think ‘Oh, what did I just do? How can I relate 

it to something else?' … so then I would lose it a little bit, and 
then pick it back up again for a big chunk‚ and then maybe lose 

it again … but you had to think all the time through the 
improvisation‚ you couldn't just move … I was also thinking of 

opposites a lot, in terms of levels … so if I did a quick jump‚ 
then I tried to go into the floor … occasionally when I got lost, I 

might, as a way of picking it up, try to relate to movements I 
did quite a lot previously … 

 
(Hannily Bendell, studio session, 8/11/2009) 

 
 

One way to take the pressure off dance improvisers’ memories is to suggest that they not force 

themselves to remember movement, but instead immerse themselves in the flow of what they 

are doing and allow the build-up of previous material to emerge and float back into 

consciousness of its own accord. If this does not happen the dancer can simply just carry on 

making new movement. The encouragement here is to make greater use of a more relaxed 

state of being associated with intuitive rather than analytical processes. Hannily responded to 

this instruction by noting: 
 

… that felt much freer, but it made me think of when you're 
choreographing, of simple tools like 'motif' and that kind of 

thing and the sort of movements that keep coming back, but 
different ways that you can work with and explore them … but 

it felt much freer‚ and I didn't have to constantly think about 
everything that I did … basically, there were three key 

movements that I found kept reappearing, and each time they 
came up I tried to deal with them slightly differently … 

 
(Hannily Bendell, studio session, 8/11/2009) 

 

Movement-as-landscape also involves using the body as a landscape. A simple variant on the 

common-ground theme is to make different body parts into objects that other parts of the 

body are drawn towards or repel themselves away from. The focus is inevitably close and 

insular, but movement ideas can emerge from such a restricted field of attention that reveal 

new physical relationships and possibilities that a dancer had not experienced before.  
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… having common-ground with my own body made me bring certain 
parts closer together that I don’t think about very much … there was a 
moment, for instance, where I had my head to my knee, and my eyes 

to my elbow … these were not movements or places on my body that 
I normally think of … much of the time I have my arms up or … I don't 
always think about bringing my extremities together … so it was nice 
to work with different parts of the body in that way … actually, it felt 

quite natural …  
 

… as well as bringing parts together, I tried the reverse also, for 
instance, there was something on my arm that I didn't like the look of‚ 

I didn't know what it was … it was some sort of hair or grass or 
something on my arm … I didn't want to be anywhere near it, but 

rather than just choosing to brush it off, I was trying to be as far away 
as possible from it … but my arm's attached to my body, so there was 
a physical limit and I couldn't go any further … I was just trying to take 

my eyes away from it and I had that feeling of being close but being 
separated from myself … I don't know how it looked, but it felt as 

though it produced a different way of moving … actually it reminds 
me of one of the instructions you did from a previous session … ‘be 

inside yourself and outside yourself at the same time' … I think it 
produces new movement to try to get away from yourself …  

 
(Tara Baker, studio session, 27/5/2012) 

 

In this work it is insightful when any one theme is examined from the vantage point of its 

opposite, which is what Tara introduced in the exercise above when she took a common-

ground movement/body-as-landscape task and explored it from the perspective of repulsion 

rather than attraction. Such an approach can lead to personal boundaries where limitations 

may be accessed, challenged and pushed. Improvisations in the anti-common-ground vein 

produced extreme outcomes for Tara that she found intriguing and forceful in their dynamic 

qualities and intensity: 
 

I felt like a crazy person‚ a schizophrenic … it was quite violent 
… it started off being quite internal … but then I had these 

flashes of a ghost‚ a poltergeist, trying to get out of my body 
and trying to rip me apart … after that I started to play with 

body parts being away from each other, trying to get them as 
far away as possible … like, for instance, the proximity of my 

arm‚ getting it away from the side of my body, or the tip of my 
chin away from my chest … trying to separate myself … that 

improvisation was crazy ...  
 

(Tara Baker, studio session, 1/5/2012) 
 
 
movement-as-paradox 

• movement tries to be close to itself and a long way away from itself at the same time 
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Common-ground is defined by proximity manoeuvres involving choices about what to be 

close to; this establishes a relational dimension, one that is based on attraction and 

attachments. The use of paradoxical stimuli in this SKP poses questions and tasks such as the 

one above. In these improvisations the dancer creates and examines a physical state where 

movement both wants to and does not want to be close to or part of itself. Even more, the 

dilemma goes deeper; the movement does and does not want to be itself.  

In this paradoxical line of questioning, the focus concerns a movement relationship with self, 

the self of the dancer and the self-ness of the movement, and efforts are made to both embody 

and disembody these simultaneously. The psychological and kinetic goal is to get even closer 

to oneself and one’s movement, while at the same time detaching from them and getting as far 

away as possible from both. Attraction and repulsion are the forces vying for coexistent 

simultaneity, and in the process short-circuiting each other in a frenzy of incompatibility and 

confusion.  

Dancers in this project responded to the task in different ways, however a common approach 

was to try to project or lengthen themselves beyond and outside the range of their physical 

capacities, while at the same time trying to compress everything back into their bodies, or, 

alternatively, have some parts of the body reverse the energy directions of other body parts. A 

simultaneity of opposition generated by inwardly and outwardly directed focal points is this 

SKP’s feature. A selection of the dancers’ observations and experiences regarding common-

ground’s paradox tasks are included below: 
 

… I felt like the centre of my body was the key area‚ and when I was 
trying to move away from myself, I was trying to get everything away 

from my centre, and then when I was supposed to be coming in, 
everything was coming back to my centre as well … it was as though I 

was trying to get rid of all my limbs from my body‚ and then trying to 
get everything into it … and when I was going into the body it felt 

much more tense, as if I was squashing it all in … but then when I was 
opened and moving away from myself,  

I felt freer …  
 

(Hannily Bendell, studio session, 8/11/2009) 
 
 
… I felt like there was an argument in my body, so the movement was 
going out, but then it wanted to be back towards the centre … it was 
challenging and tiring, but good … I was trying to challenge myself to 

see how fast or how difficult I could push myself, so if my body was 
going that way, how could I send the energy a different way and then 

bring it back … and my focus was a lot more outward … I wasn't 
thinking about how it was a puzzle for myself, it was more a game‚ and 

the focus had to be out because if I was looking over here, my body 
would be going the other way … so it was definitely more open … 

 
(Katie Joan Lawson, studio session, 8/11/2009) 
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… it's quite hard to try to lengthen, as well as bring it back in … I felt 
really confused … I couldn't do it simultaneously …  

 
(Tara Baker, studio session, 1/5/2011) 

 
 

… movement being part of itself and not is something that doesn't 
really exist, if you know what I mean? … so there was more 

indecisiveness and tension … it's hard … I was continually changing 
my mind … I like movement to be correct and to go back on what I 
did and keep with it … but I had this backwards forwards motion in 

my mind where I was wanting to extend and develop what I was 
doing, but then I also wanted to break it down and destroy it … 

 
(Kayleigh Crouch, studio session, 14/11/2009) 

 
 

*** 
 
 
All in all, common-ground as a concept and as an improvisational focus deals with themes of 

proximity, familiarity and attraction. Its exploration allows a dancer to gain insights regarding 

their movement preferences and their spatial and object-oriented inclinations. The prepositions 

‘near’ and ‘far’, along with ‘towards’ and ‘away’, set within the bio-psychological coordinates 

of a relational dynamic between self and other, are what distinguish this SocioKinetic-Principle.  
 

 
… I thought the main difference for me from being really inward and 
then to be really expansive was how these can create very different 

physical and emotional feelings … when it's all inward you accept this 
and really concentrate on your body moving, and you get into a place 
where you’re only focused on yourself as a person … and then when 

it's very outward, you're really open to new movement and the 
expansive quality makes you confident with what you're doing … like 

'I just stood on one leg‚ no problem, that's fine' … whereas when 
you're moving in a way that’s really inward you feel a little bit more 

vulnerable, and it definitely takes a toll on your emotions, which was 
interesting for me because I thought that it wouldn't make me emote 

… but it did ... 
 

I really liked the expansive quality with the movement moving away 
from me because I found it quite challenging … I felt like I could 

really, really push the space … although, in contrast to that, I also 
liked being more inward, because then I could really focus on where 
my body was going and taking me, rather than thinking about being 

expansive … each of them creates such different feelings, there’s 
parts I like in both … 

 
(Katie Joan Lawson, studio session, 8/11/2009) 
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spatio-anatomical placement in Kinetic-bodymAPP 

 
The bodymAPP locates common-ground in external places and objects in the environment, 

particularly those to which we are drawn. Its movement themes revolve around spatial 

proximity and distance. Hence, its directional trajectory and emblem is the straight line, which, 

when circumstances permit, is the shortest travelling distance when moving towards things.  
 
 

_________________________________ 
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space-against 

force, pressure, energy 

 

 

… well it does have resistance because I'm using effort, so if 
there's effort there must be resistance, otherwise there would 

be nothing, basically …  
 

(Tamar Daly, studio session, 24/5/2012) 

 

 

 

 

everyday movement source 

The SKP - space-against - refers to the physical, muscular, mechanical and natural force and 

energy factors at work in pedestrian activity. The everyday pace that is typical of human 

activity and motion in public space informs the use and meaning of the adjective ‘pedestrian’, 

as in the phrase ‘pedestrian rhythm’, to refer to kinetic outputs of any kind that are relatively 

pedantic and routine. The specific nature of a task or action determines the amount of energy 

and force that is required for its completion. Space-against, therefore, in everyday life, 

regulates energy according to the task-driven pragmatics of demand and utility. 

 
 

introductory movement tasks  

An introduction to the SKP, space-against, invites the dancer to explore muscular effort and 

its variable dynamics and qualities relative to different ways of moving. In its outwardly directed 

applications, as well as its contractions and resistances in response to physical forces that are 

exerted on a person (such as gravity, the weight of an object, the pressure of another body or 

of one body part pressing against another on the same body), space-against has an intensity 

range that varies from almost imperceptible to ‘back breaking’.  

  CHAPTER    3:  STUDIO-LAB 1 
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Working at this SKP’s introductory level by exploring physical tension and force, and activating 

the body’s muscular system with its full range of intensities and movement applications is a 

straight forward task in the studio that is quickly understood and dispensed with.  

 

… it makes me focus more on thinking about the power behind 
the movement, and how much muscle you need to use, and 

whether actually using more muscle is stopping you, not 
making you go faster or be more powerful … and I was 

thinking also of a battle of force and how force overshoots … 
for instance, if you use too much force, does it topple you over 

or does it simply just help you move somewhere? … and the 
way force can take you by surprise, or not …  

 
(Sara Licher, studio session, 5/5/2012) 

 

A next development in this SKP’s basic investigation is to locate external forces that surround 

the body, a main one being gravity, others exist in environmental/architectural elements such 

as the degree of grip in a floor surface, working on different levels, or the resistance that solid 

or semi-solid objects and structures provide when forces and actions by the dancer are 

exerted on them. (The bulk of the exercises discussed in this chapter are directed at the solo 

dancer. However, in group work, exploration of passive interaction with external force can be 

generated by dancers being physically manipulated in various ways by each other.)  

The central focus of interest always in space-against is the sensation of tension and its 

modulations and kinetic effects as pressure, which is a revolving door in that pressure operates 

in two directions - outwardly from the moving subject or inwardly towards them. In the latter, 

the improvisation exercises explore passivity and attempt only to respond to forces and 

pressures, fictionalised or real, that are exerted on the dancer. 
 
 

… playing with the idea of ongoing outside force reminded me 
of being suspended in water … and the idea that, even when 
you’re floating‚ the current doesn't have to be massive to just 

manipulate a little part of you … so you're never completely still 
when you're floating‚ there's always slight fluctuations in the 
energy and the directions of it … and then sometimes when 

you’re hit with a stronger wave or current‚ it will either be great 
and push you the way you're going, or stop you … but you can 

approach it in different ways … the inexorable force of it 
doesn't have to always be an enemy, but it's not always a friend 

… it’s about that really slight feeling of helplessness and that 
you're always moving even the slightest bit‚ because you're 

always in time … so it makes me aware that movement is 
always happening anyway, and you make the most use of it that 
you can … you're always being pushed along by that current …  

 
(Sarah Richter Rose, studio session, 26/5/2012) 
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A technique that emerged from devising and testing improvisation exercises to explore the 

respective SKPs is one that asks a dancer to start in one mode and then half way through, 

without getting them to pause or stop, asking them to switch to its opposite. This was found to 

produce good levels of reflection on the contrasts between differing or opposing states. In 

space-against, the example below of the direction given to the dancer Kayleigh was for her to 

imagine that the space was applying pressure on her, and then in the middle of the 

improvisation this was reversed and she was to apply pressure on space. 

  

Kayleigh 
With space pressing against me, it all closed in on me, but then I felt 

like I had to break out of it. I got to a point where I felt like I wanted to 
resist it, but I didn’t know what to do or where to go with the 

movement … and so, do I let it go and just allow myself to stay 
passive? When I felt the pressure and started to feel that resistance to 

it in my mind‚ I wanted somehow to throw it away and  
be free of it. 

 
Chris 

It sounds, and looked, a bit like you were being backed into a corner? 
 

Kayleigh 
Yes, that's what I felt like‚ but I like the corners, they challenged me … 

with space pressing against me, it would press so much I just didn't 
know where to go with it, without changing it … the instruction was to 

be passive to whatever was happening, but it was hard to just let it 
happen without wanting to resist … 

 
Chris 

And with the other one, when you were pushing against the space, 
what did that make you feel? 

 
Kayleigh 

I felt like there were plenty of options … I could go with the 
movement, and follow it, follow it, follow it, and it would take me 

somewhere different … it evolved into me using different parts of my 
body … so, for instance, if it's not working with this bit, I wanted to 

then try with a different part, and push from there and so on. 
 

(Kayleigh Crouch, studio session, 17/6/2009) 
 

Another space-against concept is the phenomenon of suction, which is a form of space-

against in reverse. Improvisation exercises can explore the idea of being pulled towards 

things, or the opposite, that of a person sucking energy and impressions into them. The 

conceptual play here revolves around the notion of vacuums as an energised form of space. 

An image that can be given dancers on this ‘suction’ theme is to imagine themselves as 

devouring entities, and to invite them to explore movement based on the notion that they are a 

vacuum that draws and sucks the surrounding world into them. Energy, space, perception, all 

are drawn in on a massive in-flow. The effect can be quite strong, experientially, and ‘different’. 
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… everything is often outward … we occupy the space, and 
we give and we give, and we don't always receive … so that 

was really quite hard as an exercise to do … it was nice to do, 
but it was quite hard to just devour things and to respond to 

what's being pulled into you … I don’t think we really get given 
the opportunity to explore that kind of notion very much as a 

dancer … the idea of devouring the world into you like that …  
 

(Tara Baker, studio session, 22/5/2012) 
 

 

spatio-anatomical/kinetic focus 

� the sensation of muscle  

� the dynamic interplay of relaxation and force  

� directed applications of force 

� the energy in pressing against and ‘towards’ 

� the varying intensities and qualities of resistance 

� non-resistance as an aid to momentum 

� pressure as the containment and accumulation of kinetic energy 

� qualities of explosiveness and release 

� overcoming obstacles to movement objectives  
 

 

pictorial and metaphorical themes 

 

 

 

 

 

 

 

 

 

 

 

In human behaviour and interaction, space-against can be found in expressions of power-play 

and competitiveness. The many colloquial phrases and terms that refer to themes of psycho-

behavioural pressure include: ‘putting someone down’ or having them ‘underfoot’, ‘taking 

someone on’, ‘brow-beating’, ‘loggerheads’, ‘to not take something lying down’, ‘standing up 

to a person’ or ‘standing up for oneself’, ‘stand one’s ground, not back down, a stand-off’, ‘to 

be taken aback’, ‘to take it on the chin’, to be ‘pigheaded’, ‘to point the finger at someone’, ‘to 

bite off more than one can chew’, ‘stick to one’s guns’, to give people ‘a run for their money’, 
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‘to turn the screws’, ‘to give as good as one gets’, ‘to turn up the heat’, to be a ‘tough cookie’, 

to be ‘pushie’ or, alternatively, a ‘push over’, to be ‘on one’s guard’, to be ‘thick-skinned’, ‘to 

be pressured or constrained by time’, and so forth.  

These metaphoric expressions describe force scenarios in human interaction and 

circumstance that extend it beyond the boundaries of simple kinetic muscularity. They infuse 

this SKP with references and understandings that deepen its understanding, as well as its 

artistic colouration and potentiality for movement exploration. 
 

… the images that had physical tension‚ those are what I 
worked with mostly, but I really did like the image of the people 
with their backs to each other … that space-against idea of the 

backwards and forwards thing of arguments and social 
distance … but mostly it was the ones with the physical 

emphasis‚ like the people pressing against the walls and the 
lady giving birth … although those images didn't make me feel 

like I was being pressured‚ I think physical pressure has an 
element of that in it anyway … 

 
(Kayleigh Crouch, studio session, 28/11/2009) 

 
 

 

movement-as-landscape 
 
A key structural component of movement, alongside such things as space and force, is time, 

without which movement would not exist. In the movement-as-landscape exercises generally, 

time can be used as a thematic influence and ingredient. In this regard, playing with the notion 

that time is a force is of thematic relevance and interest to space-against.  

When explaining the time as force concept in preparation for an improvisation, a range of 

allusions can be employed to convey what is otherwise a fairly abstract non-physical notion. 

One way is to express the time/force connection in terms of not being to get out of the way of 

time, that it is always behind us pushing us forward constantly. But not only is it pushing us 

forward as ‘mere’ time, simple clock time, it has history behind it, starting with our own.  

Or simply, in this movement-as-landscape context, if time is always a part of movement, then 

why not swap them, turn time into movement. So what is it like to dance with the idea that time 

is movement? And that your moving body, therefore, is just made of pure time? 
 

 
… body of time … it felt full of knowing, full of wisdom … every move 
that I made, I felt like, in terms of my dance practice, it was everything 

I've ever learnt, or ever trained, it's here now, it's all here … …  
 

(Tara Baker, studio session, 22/5/2012) 
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movement-as-paradox 
 

• movement pushes away from and towards itself at the same time 
 

The movement-as-paradox approach to space-against in the instruction above revolve around 

oppositionally directed applications of ‘pressure’ in movement. As with other paradox tasks, it 

produces a kinetic quandary and challenge for the dancer. 
 

… I found this one the most difficult … I think that sometimes 
I'm concentrating too much on the word 'push'‚ rather than on 

'away and towards' … but then I was having moments where 
the movement felt quite comfortable‚ and then other moments 

where it really would go against the way that I moved … 
 

(Hannily Bendell, studio session, 8/11/2009) 
 

Working with oppositional themes in the SKPs often brings up movement instructions that 

seem similar, for instance there is a frequent emphasis on ‘away from oneself’ and ‘towards 

oneself’. The differentiating factor, however, that separates one SKP from another is in the verb 

that accompanies the away/towards instruction.  

In space-against the verb that is unique to it and not to any of the other SKPs is ‘push’. 

Comparisons between ‘pushing away and towards oneself at the same time’, which is space-

against, and making the movement ‘a long way away from itself and close to itself at the same 

time’, a common-ground movement-as-paradox task, produces different qualitative states 

and sensations for the dancer. It is these differences that are sought when examining the 

kinetic palette around which the bodymAPP is built.  
 

… when I was pushing away and pushing back, there was a lot 
more happening in my torso, I felt my abs really working … it 
was also more elastic, I was pushing, but also giving in to the 
push so it was always coming back … whereas with the other 

one where I was trying to be a long way from myself and close 
to myself it was bit more of a fight and challenge to stay away 

and to try and keep the division between out and in … with the 
push exercise I seemed to surrender a bit more to it … I think 
the words make you feel a bit different, with ‘push’ there was 

definitely a lot more tension and resistance in my movement … 
I was pushing out and then coming back, rather than trying to 

keep my body in two separate places at the same time …  
 

(Katie Joan Lawson, studio session, 8/11/2009) 
 

 

Of a more challenging nature are the movement-as-paradox exercises that combine movement 

with its opposite, stillness, which, when tailored to space-against, takes the following form: 
 

• stillness pushes itself against movement but the movement pushes back 
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To pit movement and stillness against each other so that they both exist in equal proportions in 

the same space and moment of time instigates a kinetic dilemma that intensifies a person’s 

movement skills and experiences. Mobility and stasis, entropy and growth – their lack of 

success in trying to occupy the same kinetic spot creates a sensation of movement that, as I 

and the feedback from the participant dancers who played with these paradox exercises can 

confirm, can be thick with insight and colour. 

 

 

spatio-anatomical placement in Kinetic-bodymAPP 

 
The SKP, space-against, is located in the bodymAPP in the agency of exertion and force, the 

human body’s muscular system. 

 

 

_________________________________ 
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C H A P T E R    4 
A P P L I  E D   T H E O R Y 

 

 

 

In the minutiae of everyday life […] we find a 
polysemy of gestures and symbols the very ‘banality’ 
of which is worth savouring. 
 

(Gardiner, 2000, p. 15) 

 

 

This chapter acknowledges and analyses the wider influence of the everyday to the practical 

research, beyond that of merely providing it with sociokinetic data for dance investigation and 

analysis. For reading comfort, it also creates an intermission space in the middle of the lengthy 

report on the SocioKinetic-Principles’ studio exploration, which is resumed again in Chapter 5. 
 

*** 

The issue and real topic of study in this research is familiarity. While familiarity is necessary in 

dance for growth into more advanced levels of understanding and ability, it is when it gets in 

the way of expansion and new development that it becomes a problem. This study, therefore, 

in an overall sense, looks at how familiarity can continue to be a progressive influence, rather 

than something that has the potential to dull one’s field of practice. 

As stated at the beginning of this thesis, the goal of the practical research was to devise a 

movement tool that could “thwart familiar practices and habits, and elicit fresh and less 

accustomed outcomes” in my own and, possibly, in others’ dance and movement fields and 

ambitions. Fundamentally, what was envisaged was an improvisation tool that enabled a 

person to “devise radically new ways to explore and create movement”. The proposed 

movement tool has taken form as the project’s Kinetic-bodymAPP with its nodal array of 

SocioKinetic-Principles. The detailed information in the chapters on the practical work in the 

studio are a relatively complete and workable outline of a wide range of methods and 

strategies for using the bodymAPP system. Testimonies and quotations in this document from 

participant dancers who tested the bodymAPP’s concepts and methods speak positively of its 

efficacy regarding familiarity and habit issues, as well as in providing new experiences and 

ways of working with movement. 
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In order to challenge and extend my own dance-making habits, I decided, when initially 

conceiving and proposing this research, to take myself out of my usual comfort zone – dance – 

which is the thing I have been doing, reading, looking at and thinking about on a weekly basis 

for the last 30 years, so that I could re-approach it from a completely new direction and angle. 

The new perspective and territory that I chose as the starting point for my investigative journey 

was split between the everyday, for empirical data - in particular, pedestrian activity - and the 

sociology of the everyday, for theoretical insight and inspiration. A significant reason for 

selecting mundane, everyday movement as the foundation and launch-pad for a dance-

focussed study was that it is a place where familiarity and its issues are also, as in dance, 

centrally important to its functional cohesion and success. 

 

*** 

 

By turning to everyday movement as my investigative resource, the tactic I was following was 

to study the raw medium of my art form outside of the sphere of its usual conventions and 

modes of expression. Hence, I was choosing to investigate what movement looked like outside 

the medium of dance. My intention was to gather information from observing movement in its 

‘natural’ state that I considered had the potential to add new value to my dance practice and 

its deeper interests and progress.  

Everyday pedestrian activity, as well as supplying relevant empirical data also influenced the 

kind of theoretical literature that accompanied the research. In this regard, I was led to a 

selection of literature by theorists and commentators who specialise in observing and 

analysing the discrete sociological area now known as ‘the everyday’ (de Certeau, 1984; 

Gardner, 2009; Gardiner, 2000; Highmore, 2002; Perec, 1999, 2010; Sheringham, 2006). My 

decision to give writers from the area of sociology a primary role in my study of the kinetic 

aspects of ordinary life, rather than to dance and movement scholars, was that I believed they 

could better assist me to see my own field of practice through a new lens.  

A ‘practice’ itself involves many processes and ways of working with thematic stimuli and data; 

these break down into methods, goals, concepts, strategies, perceptions, evaluations, etc. Use 

of this ‘new’ (for me) sociological lens on the everyday significantly influenced my familiar 

working methods as a choreographer.  In essence, my dance practice was radicalised from the 

ground up. Habitual processes, the first to leap forth in the studio situation, were continually 

challenged and queried, and frequently put aside so that an alternative solution might 

subliminally appear from the new investigative territory and literature being digested as I read 

these authors. In all instances, new pathways did gradually emerge. 
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Of significance to the focus of this research is that familiarity and habituation are themes 

common to both everyday life and dance. In everyday life, repetition and routine typically make 

daily existence mundane and monotonous. In dance it can have the same deadening effect on 

one’s relationship to the art form. To keep a dance practice vibrant means to find ways to 

approach the stultifying effects of familiarity and habit differently. The field of contemporary 

dance is full of methods on how to maintain momentum and growth; these include its 

numerous training regimes and ‘techniques’ with their progressively challenging levels of 

application, the use of visualisation processes, ‘body-mind’ centering and release work along 

with the widespread use of other somatic and bodywork practices, as well as martial arts and 

sports science influences, to name a few. These, however, are themselves over-familiar to me 

as a choreographer and contemporary dance practitioner, which is what lead me to search for 

unfamiliar territory of movement exploration and analysis and to the sociology of the everyday. 

The questions initiated by the need to avoid the familiar in dance were: what techniques or 

ways of viewing do sociological perspectives of the everyday provide for engaging with such 

conditions as mundanity, repetition, familiarity, etc.? Do such sociological techniques offer my 

dance-based circumstance and practice new methods for dealing with habit and growth? 

Finally, how efficacious may these sociological approaches be to a dance environment, having 

not come from within it? The experiment in putting these questions to the test helps form a 

bridge that facilitates a more intimate ‘traffic flow’ between the everyday and dance. This 

research also infringes on broader dialogues concerning overlaps between art and life. This is a 

theme of high interest to me to which this research directly contributes, however, deeper 

speculation in this area is not able to be pursued here for want of time and space.  

 

*** 

The method that I adopted when researching the sociological literature used in this project was 

to mentally replace the phrase ‘the everyday’ with the word ‘dance’. The rationale behind this 

transposition is that dance for me, as a professional choreographer, is my ‘everyday’. As such, 

it was conceivable that issues and insights that arise from sociological research in relation to 

their macrocosmic perspective could be transferred to the microcosm of my day-to-day dance 

world for comparable investigative assistance and profit. 

 

the issue of everyday ‘familiarity’ from a sociological perspective 

We might first look at a negative angle on the everyday, one that is influential and common. 

The philosopher, Heidegger, is renowned for casting the everyday world in a pessimistic light. 

He argues that, when attempting to know anything about the surrounding world, what we as 

humans automatically confront are not things-in-themselves, or things as they really are, but 
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semblances in which, paradoxically, everyday objects and entities are, to use Heidegger’s 

terms, both ‘uncovered’ and ‘concealed’ (Heidegger, 1962, p. 264). On a more promising note, 

Heidegger points to there being greater possibilities within what he calls the “average 

everydayness of concern”, but suggest that we anaesthetise or blind ourselves to these by 

only seeing the world as ‘mere’ (Heidegger, 1962, p. 239).  

Translating the above into the narrower dimensions and horizons of my dance practitioner’s 

everyday concerns leads me to query: what greater potentialities and perspectives may my 

daily routines and work methods possess that are hidden to my sight, a sight anaesthetised by 

the symptoms and effects of over-familiarity? Or, refocusing the question, how may life - and, 

hence, by transference, dance - be re-observed so that it becomes more than simply ‘mere’?  

From my sociologically-based readings and analyses of the everyday, three techniques, 

(outlined in more detail further on), have assisted my perceptual and methodological processes 

for observing pedestrian activity and re-engaging with my regular dance practices in a new 

way. These are summarised by the following terms: oblique (slanted, looked at askew); 

minutiae (myopic perspective, the infraordinary, surface-depth); epoché (bracketing and 

suspension, the most important of the three for me and directly responsible for the SKPs). 

Also, with regard to the second technique - minutiae - and the act of observation; I am advised 

to not look for things in a phenomena or object, but to look for what is on it. In other words, as 

per Heidegger’s concealed/uncovered dichotomy, not to seek for what is hidden in 

commonplace existence, but to notice what is staring me in the face.  

All of the above (oblique, minutiae, epoché) are suggested formulae for ways of viewing familiar 

activities, harvested from the field of sociological methodology and enquiry. As a result of this 

research project and its interest in sociokinetic processes and phenomena I have now taken 

these formulae into my perceptions and practices of dance. As stated, everything excavated 

from sociological and/or philosophical analyses and speculations concerning the everyday and 

its perception, helped add to and sharpen important skills in my dance practice, some of which 

had become blunted by time and overuse. 

*** 

Sociologists, post-Heidegger, in their analyses of the everyday are found to be divided 

between those that maintain his pessimism regarding daily reality and its alienation, and those 

that optimistically believe its greater potentialities are both accessible and liberating (Gardiner, 

2000, p. 17). Michel de Certeau (1984), for instance, in his analysis of the Wandersmanner - or 

walkers/pedestrians - perceives them as possessing “an opaque and blind mobility” (de 

Certeau, 1984, p. 93), which encourages a view of the everyday that is bleak, but not 

completely, as he also identifies their use of ‘tactical’ manoeuvres to optimise the scenario.  
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De Certeau’s argument in his book The Practice of Everyday Life (1984), prises open a 

liberational component in mundane reality, one based on an opportunistic way of operating 

that is intuitively alert to openings and possibilities. This raises a question of central interest to 

the research project’s desire for new ‘openings and possibilities’ in the field of dance practice, 

namely: How may one’s innate tactical alertness in life shift from an intuitive or instinctual level 

to that of a conscious one?  

 

oblique 

One solution, derived from Michael Sheringham’s Everyday Life: Theories and Practices from 

Surrealism to the Present (2006), suggests that a way of bridging innate and conscious 

processes, and bypassing aspects of our lived experience that would shut out new avenues of 

growth, is to adopt an oblique or slanted perspective (Sheringham, 2006, p. 21). Hence, the 

goal, when looking for ways to re-perceive familiar routines and practices, is to change one’s 

angle of engagement with them. 

The way an altered perspective was utilised in this research involved refracting dance through 

a cross-disciplinary, sociological lens. This permitted a slanted re-alignment of my working 

methods in the studio. The dance investigation and its experiments were not conducted using 

familiar techniques and approaches, but were re-cast in methods inflected by sociological 

speculations and discourse. The SocioKinetic-Principles extracted from pedestrian activity led 

the way by introducing unfamiliar terminology into the practical work between myself and the 

participant dancers that was new to us all. Thus, oblique-ness, the first of the sociological 

‘tactics’ mentioned by Sheringham for re-perceiving mundane circumstances was employed. 

Ironically, the title of Sheringham’s book, with its inclusion of Surrealism, reveals that a main 

source for his analysis of the everyday and for finding methods to pin down its elusive qualities 

has come from the arts. The irony rests in my strategy of shifting focus to sociology in order to 

re-configure my daily engagement with dance, only to find a reflection of my own cultural 

territory as an arts practitioner mirrored back at me. The sociologists influencing this research 

are also subscribing, like me, to a cross-disciplinary process. Hence, the design of the 

investigative trajectory in this research is not a circular or looping one – dance > the everyday > 

dance – but a figure of eight: dance > sociology > arts > sociology > dance. This detour, while 

seeming not to have moved from where it began, nevertheless proved to be a filtering system 

that effectively stirred up and re-visioned my original perspectives and modes of practice as a 

practitioner. 

*** 
 

To counter the effects of familiarity blur, which is the phrase I will use to refer to the dulling 

effects of over-familiarity in everyday life and practice, requires a further alteration in 
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perception to add to that of an oblique or slanted perspective. Sheringham states that in order 

to "train our sights on as yet unclassified feelings occurring on the fringes of perception", and 

to investigate perceptual "detours aimed at realizing the plenitude of the real", quite simply, 

"[a]ttention is all" (Sheringham, 2006, p. 94). However, as I came to discover in practice, this is 

not just any kind of attention. Instead, for me, it became a concoction that mixed myopic 

awareness of detail (minutiae) with what I experienced and would attempt to describe as a 

form of ‘suspended comprehension’ (epoché). 

The radically altered perceptual mode outlined above also required assistance from a 

philosophical direction. The French phenomenologist, Renaud Barbaras (2006, pp. 62-63), has 

argued that, on a metaphysical level, there is no ‘nothing’ behind existence. In other words, the 

‘something’-ness of the world, so-called ‘reality’, is not and cannot be embedded in an 

emptiness on the basis that, by definition, ‘nothing’ is a non-thing, it lacks ontological 

substance. This enables him to affirm that “[to] deny pure nothingness as the preliminary 

condition of being is to recognize a “reality” always already there as constitutive of 

appearance” (Barbaras, 2006, p. 63). The void is thereby stripped of its onto-metaphysical 

depth and transcendence. 

The wider ‘biblical/philosophical’ context of Barbara’s response to the question: how can 

something come out of nothing? is not relevant to this research. However, the effect of his 

argument was that it stopped my mind from looking ‘behind’ the objects and phenomena of 

everyday movement. By forcefully jettisoning ‘reality’ back into my face, Barbaras freed me to 

take a much closer look at its surface, normally diminished and blurred by superficial 

qualifications such as ‘transient’, ‘commonplace’ and ‘mere’. This in effect altered my 

understanding of the notion of ‘concealed’ and started a process whereby new perceptions of 

everyday movement, and ways of working with familiar practices in dance, could emerge that 

were dynamically surface-driven and immediate. 

 

minutiae 

The sociological theorists of the everyday that have inspired and influenced this research all 

give added credence to the value of paying detailed attention to surface reality stripped of 

‘depth’ processes. To examine mundane reality, for them, is to bring its surface to the surface. 

Sheringham explains this methodological process in the following way: 

The 'work' involved in apprehending something in its self-evidence does not 
transform the real but grasps and 'marks' its presence... The truth of 
[evidence] rests in a sensory experience rather than a logical operation of 
inference or decoding. But the senses do not serve purely as a receptacle: 
self-evidence is produced through a process. […] If it has the character of 
epiphany it is not because a light shines through but […] because the thing 
simply shows itself forth as what it is.  

(Sheringham, 2006, p. 83) 
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Therefore, to investigate the ‘unconcealed’ nature of the everyday involves a sensory/visceral 

orientation the effect of which is to produce a level of immersion in everyday circumstance that 

increases awareness of a plethora of detail. Ben Highmore (2002) calls this “a form of 

sociological microscopy" (Highmore, 2002, p. 34). 

Highmore further adds that paying attention to the typically uneventful details of everyday life is 

to note also its orientation towards ‘the economical’ (Highmore, 2002, p. 34). To his list of the 

general economics of the everyday - "an economics of the senses, an economics of nervous 

energies, an economics of affect" (Highmore, 2002, p. 34) - I am mindful that this research, in 

appropriating movement principles from pedestrian activity as its database, has systematised 

them into a form of ‘sociokinetic economics’: one that is designed to add value to my practice, 

as well as to the encompassing field of dance. 

Better armed by all the above for the project’s cross-disciplinary purposes, I look at 

‘sociological microscopy’ and its sensory/visceral attraction to details; what does this feel like 

to do?  

The everyday, to qualify as such, cannot be epic, it must be ‘low-brow’, it must be so 

commonplace as to fall under one’s general perceptual radar. The 20th  century French writer, 

Georges Perec, is acknowledged in the field of sociology as a specialist of the everyday. His 

fascination, during his life, was with the ‘infraordinary’, which he defined as “that which is not 

noticed, that which has no importance” (Perec, 2010, p. 3). The basis of Perec’s approach was 

up-close and immersive. He was an archivist of the everyday who was intent on studying the 

innocuous details of immediate, contingent reality. His target was what his English translator 

describes as a “substrata of experience” (Lowenthal in Perec, 2010, p. 51). An excerpt from 

one of Perec’s books, An Attempt at Exhausting a Place in Paris (2010), provides an example of 

his process of archiving the ‘infraordinary’: 

 

An ambulance goes by, siren blaring, then a tow truck…  
Several women are pulling wheeled shopping bags 
The pigeons arrive; there seem to be fewer of them than yesterday 
Influx of human or automotive crowds. Lulls. 
Alternations. 
Two “Parisian Coach” type buses with platforms pass 
by with their cargoes of photophagous Japanese… 
The rain stopped very suddenly… 
It is a quarter past 11 

 (Perec, 2010, p. 30) 

How do I translate the infraordinary into a useful tool for my analytical needs with regard to 

movement? I am mindful of the earlier quotation: ‘attention is everything’. Perec patiently sits 

at a sidewalk café, quietly immersed in a field of vision and observation and unobtrusively 
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takes note of the minutiae of detail in the surrounding scene. This is a form of attention that 

does not extract meaning or impose assumptions but simply rests itself on what is seen, 

perusing, waiting and enjoying its absorption. In Chichester I do the same. I isolate the ‘kinetic’ 

infraordinary and take notes (also see Appendix 1): 

 
a couple are walking through the mall hand in hand  

 
their grip is firm  

 
the woman’s hand is behind the man’s, giving the quality  

that she is acquiescent  
 

his hand covers hers, shielding it against their direction  
of travel  

 
they are matching footsteps  

 
the woman has a shoulder bag on her hip that makes a  

small barrier between them  
 

the man’s free hand is relaxed in his trouser pocket  
 

he grazes a woman with his elbow in passing and flinches  
 

the flinch stays in my mind  
 

the comfort of physical contact with a partner is contrasted with 
the electric ‘shock’ of touching a stranger  

 
 

[journal note pre-empting sanctified-touch] 
 

In his discussion on the frequent use of photography by Surrealist artists in the early part of the 

20th century, in relation to an obsession at the time to capture and document quotidien life and 

to enable it to present itself as itself, Sheringham states that what was involved here was “an 

orientation or posture towards reality” that marks an “active process of self-evidence” and a 

denial of the notion of surface as a “closed realm” (Sheringham, 2006, pp. 83, 94).  

All such observations and analyses as these from Sheringham and the various other writers 

mentioned in this chapter provided considerable guidance to my empirical work in the streets 

of Chichester. They allowed me to experience the territory opening itself up to my investigative 

inquiry seemingly of its own accord. Moreover, the methods that were inspired and adopted 

from the sociological literature and used in the participant-observation of pedestrians as a way 

to deconstruct and re-vision movement were carried over to the studio practice. There they 

were maintained in the exploratory work that was undertaken on the SocioKinetic-Principles 

and later influenced the formation and development of the project’s Kinetic-bodymAPP.   
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The last of the assists from the sociological and philosophical literature – epoché – was the 

most important. This phenomenological concept, initially encountered in the work of Barbaras 

(2006), proved decisive in unlocking everyday movement. It enabled me to perceive elements 

in it that, up to that point, had been obscured by familiarity blur. The practice of epoché, which 

is a psycho-perceptual technique, was directly responsible for the eleven SocioKinetic-

Principles that are the basis and foundation of this research. 

 
 

epoché 

Before explaining this technique, it suffices to say that the philosophical concept of epoché 

has completely radicalised my way of viewing dance and movement. As a choreographer, I 

watch danced movement all the time. I am skilled at noticing its detail, as well as recognising 

familiar movement patterns that are generic to dance practice. I can discern stylistic influences 

and can see the technical lineages that dancers and choreographers have subscribed to in 

their training and work. For me, however, this ‘dance literate’ expertise is also at times an 

obstacle to viewing dance differently. 

The surprise I experienced when attempting epoché as a viewing technique was that not only 

did it make me see things that I was not able to see before in my surroundings and its goings 

on generally, but I was specifically able to see movement in a different and refreshing way, and 

in ways that I did not expect. I have since adopted epoché as an important viewing technique 

in my movement work. But what is it? Or more to the point, what do I understand it to be, 

given that there is an air of interpretive complexity about it that has bearings on its practical 

application? 

A concise, workable definition of epoché is provided by dance practitioner, phenomenologist 

and scholar, Susan Kozel. It is also known as ‘phenomenological reduction’ and the idea is a 

product of the philosophy of Edmund Husserl, the founder of the branch of philosophy known 

as Phenomenology. Involving acts referred to as ‘bracketing’ and ‘suspension’, epoché is 

explained by Kozel as follows: 

The idea of side stepping preconceived notions is central to phenomenology. 
In phenomenological method it has been called the epoché, the procedure of 
bracketing that means to suspend, as much as possible, bias, expecations 
(sic), or prior knowledge in order to inhabit the immediate moment of 
perception. On a more challenging level, the bracketing of existing 
conceptions of the world brings us face to face with the ill-defined zone of the 
pre-conceptual, or pre-reflective: phenomenology attempts to make explicit 
what is implicit in our day-to-day life. 

 (Kozel, 2007, p. 18) 
 

Another dance scholar/phenomenologist, Sondra Fraleigh (1987, 1991), more simply states 

that the goal of epoché is to take familiar and habitual ways of perceiving ‘the world’, and then 
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psychologically suspend or bracket them (Fraleigh, 1991, p. 12). Summarily, the mental act just 

described involves “removing commonly held beliefs that obscure our understanding” so that 

we may then be able “to take a thorough look at the object, or phenomenon of inspection” 

(Fraleigh, 1987, p. 6).  

The Internet Encyclopedia of Philosophy (a peer-reviewed academic publication), adds a 

qualification to these definitions that reflects more closely the radical affect of this technique on 

my observations of everyday movement. The quotation formalises ‘astonishment’ in its 

definition, which is close to what I felt: 

The phenomenological reduction is at once a description and prescription of a 
technique that allows one to voluntarily sustain the awakening force of 
astonishment so that conceptual cognition can be carried throughout 
intentional analysis, thus bringing the “knowing” of astonishment into our 
everyday experience. 

(Cogan, 2003)  

The notion of suspending or bracketing one’s habitual way of viewing, when I tried it, produced 

an instant reversal of my observational faculties and fortunes. When studying the pedestrian 

domain, my initial state of familiarity blur meant that I was confronted with the ‘concealed’ 

aspect of Heidegger’s depiction of ‘average everydayness’, in other words I perceived nothing 

of interest. However, the introduction of epoché instantly switched me to a state where what I 

perceived was now, in ways that were crucial to my investigative needs, ‘uncovered’ and 

intriguing.  

The technique, as I applied it, seemed straightforward: to approach my research territory, 

suspending or putting my habitual ways of viewing aside for the moment, while mentally 

holding an ‘emptiness’, like a lens or a transparent container, between my vision and the thing I 

was looking at. The difference between this approach and that of simply having an empty mind 

is that the latter feels passive, whereas bracketing an emptiness feels like the latter becomes 

actively charged by its non-anticipatory focus and contained receptivity. It was this last 

psychological state that made the crucial difference when it came to re-perceiving pedestrian 

movement and identifying the project’s eleven SocioKinetic-Principles.  

The manner of using the concept of epoché, or ‘phenomenological reduction’, just described 

created an uncanny experience, but one that consistently succeeded in providing me with 

insightful observations of pedestrian movement that had been unnoticed all along, but now, for 

some reason could be seen.  

Another surprise was how diverse everyday activity suddenly appeared to be in its kinetic 

complexity and interest. From Heidegger’s perspective where, according to common 

experience, the everyday was qualified as ‘mere’ – with pedestrian movement this also 

translates as ‘minimalistic’ – the same phenomena was transformed by epoché, alongside the 

earlier mentioned techniques (oblique, minutiae), without this movement panorama having 
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actually changed. The ‘possibilities’ that Heidegger hinted at that are concealed in 

commonplace reality revealed themselves to me, through the emergence of the SKPs, as new 

avenues of artistic investigation and pursuit. Consequently, the research, both empirically, in 

terms of everyday movement, and practically, with regard to the project’s studio work, was 

opened up and developed by the concepts and techniques described in this chapter in 

unexpected yet productive ways. The effect on my overall dance practice is that the 

bodymAPP and its system of SocioKinetic-Principles has radically reconfigured my former 

perceptions and working methods as a practitioner. 

 

 

*** 

 

With the above, I have endeavoured to show how the cross-disciplinary weaving of sociology, 

philosophy and a dance-focused agenda created a fertile and productive exchange in this 

project, following a figure-8 trajectory, that allowed my ‘art’ practice to be refracted and 

returned to me through the intermediary of a literary-based theoretical analysis. 

The outcome of this exchange is a profoundly altered relationship and engagement with my 

practice and its raw medium, movement. This has resulted in the devising, outlined herein, of a 

sociokinetic discourse and a uniquely conceived, movement improvisation tool that is spatio-

anatomically structured and ‘embodied’.   

 

*** 

 

Finally, like improvisational movement, which is the mode of operation and subject of this 

project, the newness of the cross-disciplinary terrain outlined above was being negotiated and 

charted as it went along. Numerous direction-changing strategies and decisions along the way 

were frequently accompanied by uncertainty as to whether the right choices were being made. 

Much of the time there was an element of blindness and risk to the proceedings. Although a 

final arrival point was satisfactorily reached and goals achieved, to which this document bears 

witness, the research process had an erratic, one-step-at-a-time quality.  

Reflecting on the experience of having had to traverse an investigative pathway that was 

mostly improvised, I am mindful of Highmore’s comment that, for all sociological and/or art 

practitioners entering the domain of daily life, when it comes to the question of which is the 

right or best approach or method to pursue, that, in actuality, as he states, there is no “form of 

attention that is proper to it” (Highmore, 2002, p. 161). Nevertheless, this lack of a proper 
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method may in itself be paradoxically viewed as a guiding principle, one which forces 

improvisational strategies that are capable of resourceful levels of imagination and application, 

along with surprising outcomes.   

Highmore, when summarising the work of sociologists and arts practitioners who have 

employed a “range of imaginative responses” in their examinations of daily life,1 praises the 

“ambitious and unsystematic” nature of their collective efforts (Highmore, 2002, p. 161). The 

sociokinetic method devised and implemented by this research can now be added to the 

diversity of other approaches lining the everyday’s investigative borders.  

 

 

 

 

The next chapter picks up where Chapter 3 left off. It covers the remaining fives SKPs and their 

practical investigation in the studio. 

 

 

 

                                       
1 Highmore’s list of the more individualistic practices of researchers of the everyday include: “Georg 

Simmel’s archive, made up of cell-like instances and micro-materials that find the general in the 
particular (small objects and big stories); Walter Benjamin’s ‘dialectical-images’, constellations of new 
and old materials (emergent, outmoded, too early, too late), emerge from an archival practice of 
extraordinary diversity; for Surrealism, an archive based on collaged arrangements of the ordinary and 
bizarre attempts to bring out the fantastic in the everyday; Mass-Observation’s surreal empiricism 
generates, potentially at least, an archive that could be as extensive as the everyday; and/or Lefebvre 
the search for a differentiating totality leads him to treat the urban environment as an archive of 
‘moments’ and forces.” (Highmore, 2002, p. 161) 
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C H A P T E R    5 

S T U D I  O  -  L A B   2 
 

 

ratios-of-
control  

control, controlled 
 

 
 
 

I didn’t know where I was going next … it felt a bit disorientating 
… it just happened … it’s a little bit scary … I completely didn’t 

plan that one … 
 

(Ruth Barclay, studio session, 3/10/2009) 
 
 

… movement with the joints feels a lot more unpredictable …  
 

(Sarah Richter Rose, studio session, 5/5/2012) 
 
 

… that one felt quite rigid … maybe it’s to do with how we 
perceive order … how things are organised and put in boxes … 

grids and patterns in a space, or the order within an office where 
things get filed or put in the right order … I was thinking about 
how the world might organise itself and about how things are 

placed … about being placed more precisely in those spaces …  
I felt that the movement I was doing needed more precision … 

 
(Sara Licher, studio session, 16/8/2009) 

 
 

everyday movement source 

The SocioKinetic-Principle - ratios-of-control - refers to two aspects of pedestrian activity, 

both of which regulate and manage human movement. The first is the innate capacity for 

people to control their own physical movement, this is an internal factor. The second is the way 

public space externally controls pedestrian activity and everyday proceedings. Usually these 

two components are in harmony and pedestrians comply with architectural givens and 

sociocultural rules concerning public movement and behaviour. The potential for people to 

challenge and defy external codes of conduct and control, however, is always present and 

occurs to varying degrees and extremes in everyday circumstances and life.  
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introductory movement tasks  

Manipulating movement is a core component of the dancer’s craft, hence, the first instruction 

given to the dancer concerning the SocioKinetic-Principle, ratios-of-control – to consciously 

examine and play with the mechanics and kinetics of physical control – is a familiar task.  

The quality that emerges here is of a self-marionetting kind, one in which the dancer plays the 

roles of both puppet and puppeteer. Anatomically, primary attention is given to the joints, 

which, in combination with muscle, determine the shapes and spatial orientations that 

movement makes, with the muscular component providing and controlling the force (space-

against) needed to manipulate the leverage actions and manoeuvrability of body parts. The 

type of movement that arises from an introductory exploration of the SKP, ratios-of-control, is 

often of a disjointed, fragmented nature, with an emphasis on the manipulation of isolated 

body parts. 

A further focus of ratios-of-control’s introductory stage, beyond its bio-mechanical 

manipulations, is the complementary condition of being out of control. In this instance, the 

dancer can be asked to find and explore, if they do not discover it themselves, the borderline 

where movement meets its physical challenges and instabilities. 

 

… in the beginning I just tried to explore ‘control’ and manipulate my 
body parts, or control my body muscularly … then it occurred to me 

that I could do the opposite‚ I could do out-of-control, where I wouldn’t 
be able to control my body … so then I went between the two, and did 

some thing's with control, followed by some thing's out-of-control. 
 

(Yuyu Rau, studio session, 23/2/2009) 
 
 

… having control, and letting go of control … but am I ever letting go 
of control? … I was thinking about if I could let my body manipulate 

what I do, rather than me deciding it … as though my body itself was 
a gravity-like force, and letting that control my movement … but it's 
hard to let go of control … I had moments where I thought I had let 
go, but they were very small moments … when they happened, I’d 

ask myself 'well didn’t I just make that happen'?  
 

(Kayleigh Crouch, studio session, 17/6/2009) 
 
 
Ratios-of-control also concerns external and environmental controls. Attention focuses on 

how the nature and structure of an environment enhances and/or manipulates human 

movement. The dancer is invited to take note of the structural aspects of an architectural 

surround (to use Gins and Arakawa’s terminology) and respond to the influences that dictate 

what is permissible or possible with regard to movement. Inevitably, the spatial volume and 

openness (or emptiness) of a traditional dance studio permits and invites movement freedom, 
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yet even here there are various architectural features with which to interact, as well as 

significant qualitative differences and feelings from one place to the next in the space. Included 

also are the actions of other dancers and occupants to create mobile architectures, like 

surrounding pedestrians in a street, that exert an influence on a moving subject.  

At its most basic level, external control is ever-present in the form of gravity: 
 

… my habit, in my own movement is that I really let go … I enjoy 
responding to gravity, so I use falling a lot in my movement … I love 

the feeling of the ground pulling me down into it … 
 

(Kayleigh Crouch, studio session, 17/6/2009) 
 

The goal of ratios-of-control’s introductory level is to establish an awareness in the movement 

practitioner of the parallels between internal and external control mechanisms, primarily those 

that exist between architectural/spatial joins (corners, edges, hinges, etc.) and human 

anatomical joints. Human joints create corners and curves in movement. Actual corners in 

external architectures do the same by bending, as it were, not only material forms, but the 

available shape of the space for movement to use. Therefore, the split focus required of the 

dancer in this SKP involves perceiving an empathetic connection between jointed bodies and 

jointed space.  

The split focus between the body and the environment described above in relation to ratios-

of-control is also a primary objective of the bodymAPP’s general functionality. When the SKPs 

are mapped onto and around the body to form the bodymAPP, they connect a subject’s 

internal and external faculties in ways that link human and spatial architectures and anatomies. 

Perceptions of self unite with perceived objects to become coextensive in terms of structural 

and compositional parities. What results from this self/other correspondence is one of the 

system’s unique features whose value extends proprioceptive sensitivity and imagination 

beyond the confines of the body alone.  
 

In the instance of ratios-of-control, the joints and breaks in the body create an empathetic 

resonance with jointed space in all its external forms and permutations. The points of contact 

in the body where bones connect with each other to enable kinetic flexibility in human 

movement therefore find community and kinship with the network of breaks, joins and all the 

points in space where straight lines are forced to change direction, either suddenly or 

gradually. For the dance practitioner, therefore, beyond an intellectual or conceptual 

recognition, what is sought is an embodied kinetic resonance between the architectures of 

internal and external anatomies. Simply, for ratios-of-control, the question in the studio asked 

of the dancer is: How does perception of the corners and joins in space affect movement in 

terms of their resonance with the human joints? 
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spatio-anatomical/kinetic focus 

� decision-making and control in physical movement 

� manoeuvrability factors in kinetic anatomies 

� environmental controls and pressures 

� hinges, breaks and abrupt changes of direction in movement 

� angularity and sculpturally jointed movement patterning  

� processes of organisation and precision 

� human and architectural correspondences of joins and joints  

 
pictorial and metaphorical themes 

… with images in general, I think when you say the word 'control', that can 
mean anything … so the advantage of the pictures is that they allow me to 

see the path that you're thinking about in your research, rather than me 
going off in some other direction …  

 
(Ruth Barclay, studio session, 3/10/2009) 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

In the area of behavioural and metaphorical depiction, ratios-of-control is recognised in 

colloquialisms that have the word control in them, or refer to people or situations that involve 

power play, hence: to ‘lose control’, to be a ‘control freak’, to have a ‘controlling’ personality, 

to be ‘top dog’ or an ‘underdog’, to be ‘manipulative’, to be a ‘back stabber’, to ‘climb the 

ladder’ of success, to ‘walk over people’ or, alternatively, be a ‘walk over’, to be an ‘upstart’, to 

be ‘too big for one’s boots’, to be ‘chained to the wheel’, to have a ‘battle between head and 

heart’, to ‘take the bull by the horns’, to be a ‘blood sucker’, to be a ‘greaser’ or a sycophant, 

in other words, a ‘boot- or ‘arse-licker’, and so on.   
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Many of these refer to manipulative tactics and struggles in human behaviour that strive 

towards personal advantage or betterment, often at the expense of others. To be trapped by a 

situation or ‘to chase one’s own tail’, or be torn by indecision, or to fight with one’s addictions, 

‘demons’ or destiny, these also depict circumstances where there are issues relating to the 

theme of control. The acts of ‘falling apart’ or ‘pulling oneself together’ are further ratios-of-

control examples.  

The interpretive scope that emerges from pictorial depictions of any of the above cannot be 

generalised in simple movement terms, dancers responses can be highly idiosyncratic. 

Explanations are often required if the viewer wishes to probe more deeply into what motivated 

and guided a dancer’s improvisation and movement ideas regarding ratios-of-control. 
 
 

… the first image that I saw was the hand over the head, pushing it 
down, which is probably the most prominent, so I was thinking 
about being under something, and just trying to get away from 

what's controlling you, but never being strong enough to get away‚ 
and having to always give in to it … that image stood out the most 

because of its contorted facial expression …  
 

… the image of the lightning reminded me of always being told in 
technique class to send the energy out, but not lose it … so I was 
trying to kind of show the power of lightning, but also control and 

keep the energy, and let it flow through my body to see where it 
takes my movement and what it leads and guides it towards … more 

and more it’s about where the energy was, around and in me, and 
how it affected the dynamics … I think if I'd had maybe a little bit 
longer I would have started thinking about where it is in my legs, 

torso, and where I can hold it, and where I can let it go … and even 
though I was deciding where to go in the space, it was all a bit more 

unsteady because I was going all over the place, and I didn’t know 
how far to go in any one direction, or how far to go into another … 

or how strong the force might be … 
 

(Ruth Barclay, studio session, 3/10/2009) 
 

 
… you said something about social control, and then there's 

the marionette images … and I got influenced by the ballet 
barres in the studio as well … they made me remember my 
ballet classes and the way they made me do stuff that was 
uncomfortable to my body, and how I used to fight against 

them … which was about losing control and just letting go, and 
then trying to regain control … it was interesting, I don't know 

what it was, but working with those particular thoughts and 
images made me feel more spontaneous … I let go a lot more 
in what I was doing … rather than doing familiar improvisation 

material, I produced movement that I hadn't done before … 
 

(Kayleigh Crouch, studio session, 28/11/2009) 
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movement-as-landscape 

In the movement-as-landscape scenario, all the external/environmental factors that control and 

shape human action have to be transferred by the dancer into their movement and body. 

Instead of working and interacting with actual features in an environment, it is from the inner 

world of the dancer’s imagination that these must make their influence. 
 

… controlling the movement from within my body, and then having 
it controlled by an imaginary external source, the two did feel really 

different … when I was controlling the movement myself, it came 
from the inside out, and I was thinking it's quite technical in a way 
because you've got to be in control of your limbs and what they’re 
doing, but I felt much lighter, freer … when I was being controlled 

externally, I imagined someone was manipulating my hand to 
manipulate another part of my body … so there was an external 

force over the area that was pushing another part of my body … for 
me, working with this idea of an outer force made the movement 

feel quite heavy and tense …  
 

(Hannily Bendell, studio session, 8/11/2009) 
 
 

Ratios-of-control’s movement-as-landscape exercises focus on the different ways that 

movement can be externally manipulated. A common response is for dancers to use one part 

of the body to control the movement of another. Other methods that emerged in the studio 

included being manipulated by the imagined presence and influence of others, taking on 

another person or entity’s kinetic persona, and simulating the effects of different external 

forces and natural elements, such as standing on board a ship on rolling seas, floating in 

weightless space, being moved by currents of air or water, experiencing an earthquake, or 

swapping the horizontal and vertical axes so that floors become walls and vice versa. 

The above improvisations stimulated discussion and reflection in the studio on the question of 

control that highlighted an unresolvable side to this topic. For instance: Are there degrees of 

movement control? If so, can a person consciously generate less control over their own 

movement? Can a dancer or person completely relinquish control over their own movement 

and still initiate it? Can a dancer be completely out of control in their movement, or can this 

only ever be partially achieved or simulated?  

 

movement-as-paradox 

• movement is both in control and out of control at the same time 
 

In the instruction above, rather than a bodily struggle and split in which the dancer is in an 

explosive state of kinetic chaos, as typically happens in many of the paradoxical exercises, a 

new option emerged from one of the dancers that featured a cooperative rather than 

antagonistic interplay between the opposing forces.  
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Katie Joan, the dancer concerned, created an imaginary duet that was ballroom dance-like in 

its interaction between externally and internally applied states of control. The unique thing 

about what she experimented with was that she reversed the direction of the opposing forces 

so that they moved towards each other, and not, as usually happens, away. This face-to-face 

change of direction still kept them faithful to their opposing orientation. Although in her fantasy 

she imagined she was not in control, the whole fiction itself was being created by her, so she 

also had complete control. I thought this was a clever new approach to the movement-as-

paradox dilemma. 

 
… I quite liked that one because it made me think there was 

someone else in the performance with me … I could imagine 
them putting my arm there or lifting me up, but at the same 

time my body was controlling the whole situation …  
 

… it was really interesting … it was quite enjoyable because I 
was giving into and wanting to do what the other person was 

making me do, and my body was trying to get into the persona 
of that other person’s impulse …  

 
… at the start it was challenging because I was switching 
between thinking about someone else’s impulse but then 

letting my body take over with its own rhythm … mostly 
because I didn't think my body was going to keep the rhythm 

of what the other person started …  
 

… but once I felt like I could let that go a little bit more, I found 
that I started feeling like someone's giving me the impulse, but 

then my body takes over, and the two were starting to come 
together, but maybe not always working as one …  

 
… mostly for me in my mind it was like someone was starting 

to do it but then my body would carry on and keep it going, 
and then the other person would stop it and go now actually 

do this bit …  
 

… it was quite playful and cooperative … after a while they 
were working more closely together … 

 
(Katie Joan Lawson, studio session, 8/11/2009) 

 

 

spatio-anatomical placement in Kinetic-bodymAPP 
 

• the human joints / ‘jointed’ elements in the environment 
 

The emphasis in ratios-of-control is to recognise that we have breaks in our bony structure 

that enable manoeuvrability and that the environment is also similarly full of joins and joints. 

Therefore, this SKP instructs: “Let your joints have communion with all the hinges, angles and 

joints in the external world that enable changes of direction.” 
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… because you were talking about recognition as the dominant 
point … for me the improvisation was suddenly no longer about: 

'Oh look, I have these influences and so how can I move?' … it 
was sort of like: ‘These are my joints over here in the room‚ what 

do these joints do?’ That kind of thing … it felt like the improv 
shifted a bit from how they are normally … it had a more playful 
quality to it rather than just an exploratory quality … it definitely 

made me feel much more open …  it felt different …  
 

(Sarah Richter Rose, studio session, 12/5/2012) 
 
 
The notion of ‘joints’ is also underpinned by that of freedom and restraint. Hinged angles 

contribute to closing and/or enclosing a space (a make-space feature). They can also go in the 

other direction, towards openness and increased spatial vistas and opportunity.  

 

 

 

_________________________________ 
 
 



 CHAPTER    5:  STUDIO-LAB 2 SANCTIFIED-TOUCH 

 128 

 

 
sanctified-

touch  

sensation, emotion, physical touch 

 

 

… emotion inaugurates our motor projects, propelling us toward desired 
goals. This is reflected in the common etymological root shared by the 
words motion and emotion. Yet, while guiding our sensorimotor 
engagements, emotionality is also rooted in the visceral. 

(Leder, 1990, p. 136) 
 

 
 
 
 

… there's a sense that the impulses or the stimuli come from the 
surface of the body, as a connection with its immediate 

environment … and it’s sort of more touchy-feely, it’s to do with 
direct contact with something, so I found myself a lot on the floor 
... it’s either suddenly being conscious of contact with something, 

and either seeking it, or wanting to get rid of it … so there’s 
something a bit neurotic about it … unless I’m in a comfortable 

place, and then it becomes indulgent … so it goes in-between ‘Ah! 
Don’t touch me!’ and ‘Oh! This is nice!’ … but there might be more 

subtlety to explore in-between these two extremes … 
 

(Tamar Daly, studio session, 1/10/2009) 
 
 

 
… I feel like I'm getting sucked in when I feel a sensation … it 

also feels like I'm moving softly, and that I'm trying to really feel 
… I’m just feeling the sensation … I kind of want to take time to 

feel the sensations …  
 

… I think the main sensation that I get is the air on my skin … 
when I turned my body I could feel the fabric of my sock digging 
into the ball of my foot … I can feel bits of my hair on my face … 

and the pressure and wobbles in my feet, trying to get my balance 
… internally‚ my tummy was rumbling and I was getting a pull in 

my back … it's not a nice sensation … it's sad [laughs] …  
 

  
CHAPTER    5:  STUDIO-LAB 2 
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… the hair on my face … that was nice … ‘cute' sprang to 
mind, memories started to happen, it made me think of my 
baby nephew‚ and baby hair [laughs] … it's a really delicate 

feeling, and babies are delicate … I've seen him recently, so 
the softness of his touch on your skin, it's like how soft his skin 

is … I munch and kiss him a lot, he's got really soft skin … I 
guess that's what made me think of that … I'm feeling a lot 

more softer …  
 

… I’m feeling sensations from my bones … I’ve got a bit of a 
dodgy neck and it's just creaking a bit, and then my foot was 

creaking, I guess I was responding to a bit of pain or whatever I 
was getting from there … I wanted to stand still just to soak in 

all the sensations [laughs]… and just take my time to kind of 
really feel … it's almost like I'm trying to pre-empt a sensation 
… I want the sensation to be real … I keep closing my eyes … 

  
(Tara Baker, studio session, 30/4/2012) 

 
 

… there's the world, the air, everything's stuck to you and it's 
always touching you everywhere … but how do you react to 

the different ones? … Oh, it's on my foot now‚ or here on this 
part of me … or there … it's difficult to keep your focus on the 

whole body as it's being touched … we're used to, when being 
touched, to being touched in one place … if a person taps you 

on the back, your mind goes there … so when the space 
touches you, what's your reaction to that? … 

 
(Sara Licher, studio session, 16/8/2009) 

 

 

everyday movement source 

The SocioKinetic-Principle - sanctified-touch - is witnessed in public space in instances of 

physical contact between people (and also with objects, animals, architecture, etc.). The kinetic 

rule in the street, however, emphasises the esteemed nature of touch by enforcing, as a social 

practice, its opposite - non-contact.  

In the street this means that pedestrians must avoid brushing or bumping into other 

pedestrians. ‘Accidents’ involving physical contact violate common understandings and norms 

concerning the sanctity of an individual’s body and personal space. The apology that 

frequently occurs when people collide, or more tellingly, almost collide, indicates awareness of 

a transgression. Physical contact between individuals, therefore, or between individuals and 

things must be perceived to be legitimate to a particular circumstance. Touch, both 

communally and with regard to self, is regulated and confined by deeply enshrined social 

norms and legislations, and is perceived by me to be on a level that makes it sanctified. 
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introductory movement tasks  

At its basic level of application and exploration, this SKP takes into account the phenomenon 

of physical sensation and of the existence, fundamentally, of the entire nervous system. 

Commencing with simple things like the feel of air on the skin when moving through space, or 

the textures of surfaces against the body, such as clothing or the feel of the ground underfoot, 

awareness branches out to include the varied range of data pouring into consciousness 

through all the physical senses, not just touch alone, as well as, emotions/feelings and moods.  

The premise for this extended conception of sanctified-touch is that sensory data of whatever 

kind - auditory, visual, olfactory, gustative, kinaesthetic, proprioceptive, etc. - are stimuli that 

‘touch’ consciousness by means of the varied conduits and networks of nerve endings and 

sense organs in the body. A slight leap is taken in this SKP, therefore, between its initial source 

in pedestrian movement as touch, and its application in the dance studio as sensation. The 

nature of its phenomenon as a sense faculty led to a focus on all the meanings attached to the 

word ‘feeling’, which is where moods and emotions make their entrance into this category.  

Also added to this SKP is the ‘affective’ nature of thought, as encapsulated, for instance, in 

expressions or questions asked of people such as: ‘How does that thought or image affect you 

or make you feel?’ In the project’s analysis and development of this SKP, so-called ‘touch 

stimuli’ are not just confined to sensory impulses directed towards the body from the external 

environment, sanctified-touch also includes the affects and influences of internal thought on 

one’s feeling states and moods; hence, thoughts are perceived as impulses that ‘touch’ 

consciousness (‘I was really touched by your kind thought’).  

 

*** 

 
The first encounter that a dancer has with this SKP can cause confusion when its overlaps and 

similarities with some of the other SKPs are noticed. Space-against and cut-slice, for 

instance, both involve the body applying its force or momentum towards or against an external 

point of contact.  

Clarification is also often required to establish that sanctified-touch, alongside physical 

sensation, also includes emotion. The difficulty here for the dancer is that feelings and moods 

are a psychological phenomena, and so, by comparison to the movement-based focus of the 

other SKPs, emotion initially seems out of place: 

 
Sarah 

So with sanctified-touch, do you mean physical, chemical 
sensation? Or like: 'Dancing just makes me feel happy’? 
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Chris 

It does include emotion, it can be both‚ because there can be 
a psychological dimension … I don't think it's possible to have 
a sensation without having some kind of feeling about it … so 

don't restrict the wider meaning of the word 'feeling' … it is 
about physical feeling as well as 'feelings' that just come from 

the movement. 
 

(Sarah Richter Rose, studio session, 5/5/2012) 
 
 

The difference between sanctified-touch and other SKPs, therefore, is that the latter generally 

focus on an action, such as the use of pressure and force in space-against or the nature of 

movement trajectories in cut-slice, whereas sanctified-touch takes these same actions but 

addresses itself to how they feel. In this way, the movement senses of kinesthesia and 

proprioception are added to. The task given to the dancer in sanctified-touch’s introductory 

phase is to note the physical and emotional sensations of movement and allow different feeling 

states and moods to determine an improvisation’s content and unfolding.  
 

Sarah 
… for me, to focus on sensation makes me feel more  

self-indulgent in my dancing …  
 

… to get the physical sensation of dancing in the studio in a way 
that felt that it was just for me, rather than‚ say, in a technique 

class, where you're very much focussed on the outer sense and 
look of what you’re doing and not so much on things like, what 

does the floor make me feel? or the studio telling me? … 
 

… that movement I did where I brushed the floor as I was 
coming away from it‚ that's actually not something I would 

normally do … I don't normally dance like that … but it was 
almost like a greeting to the floor … obviously I don't know 

what it looked like, but when I did it, I thought, 'oh‚ ok‚ that’s 
unusual’ … it came from a place I wasn't really expecting … 

 
 

Chris 
Yes, there was quite a long pause before you did it, and then  

you got up and retreated backwards … for me too, watching it, it was 
quite a delicate moment, and quite absorbed and focussed … 

 
(Sarah Richter Rose, studio session, 5/5/2012) 

 
 
To the outside eye, excluding acts of physical contact, there is no other recognisable type of 

movement or condition that is associated with sanctified-touch when its focus is simply on 

sensation except, perhaps, a look of immersed physical indulgence. This SKP intensifies the 

distinctly enclosed and personal nature of embodied presence and feeling. Its resistance to 

spatio-kinetic analysis and description makes it slightly alien to the rest. Yet, one dancer in the 

project described this movement principle as being more ‘human’ than the others. The 
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bodymAPP system as a whole is relatively formal in its structure and logic, so the presence of 

sanctified-touch within this, with its interest in the ‘messy’ nature of moods, sensations and 

feelings, provides a corrective towards ‘human-ness’  and the ‘personal’. 
 

… I think it's nice to be dancing and then, because sanctified-
touch is there, you do remember that it's you dancing, if that 
makes sense … you don't get too abstracted from it … I think 

the word 'grounding' is a good way to describe it, by having 
that moment of rebound back to yourself that sanctified-

touch gives … and when I come back to myself, it's also like 
re-getting the data that's been inputted … you get it again and 

your body can re-process it …  
 

… also, in this work generally, you don’t have to break up your 
improv to have a moment to yourself, you can have it almost 

instantly … you could be doing something and then just go 'Oh 
hang on, I actually really feel that happening right there' …  even 

if it's a split second, just to breathe and go 'Hello body, this is my 
body, this is me, this is not just something analytical' … 

 
(Sarah Richter Rose, studio session, 15/5/2012) 

 
 

Sanctified-touch gives unique and direct access to the ‘body-personal’ and to its habits, 

patterns, strengths, weaknesses and idiosyncrasies. As Sarah points out above, there is a 

heightened state of awareness that this SKP produces of ‘this is my body’. Ultimately, 

however, sanctified-touch explores the nature of ‘contact’, physical and otherwise. 
 

… thinking about the surface of the skin and parting air, how 
does it feel to part the air? … and also if you part the air but 

then you meet something as an obstruction … the differences 
between them … 

 
… I was thinking about how touch is also really important 

socially for communication … and how much can be read from 
it … by touch, or almost touch, or trying to touch and moving 

away … and whether touch is sort of like a warning, like 
stopping something, or it's an aid to something … 

 
(Sarah Richter Rose, studio session, 19/5/2012) 

 
 

… I was focusing on the different ways you touch things … the 
intentions and feelings … and the people things … What do 

you do when you touch something, or someone, or feel or 
touch yourself? … I’m relating more to it because I'm quite a 
touchy person anyway, so it's finding the different meanings 

behind different touches … if it's a really good mate, for 
instance, or someone you've just met … with a really good 

friend, you hug … or someone you just meet, is it a handshake 
or is it no touch? ... so, yeah, where is the touch coming from 

and where does it take you? … 
 

(Sara Licher, studio session, 16/8/2009) 
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When physical contact between dancers is explored in this SKP, improvisations can be 

devised using simple ‘touch’ rules. As an example; restricting dancers to maintaining physical 

contact with each other as they move (in twos, threes or more) but giving the person being 

touched sole authority over where on their body another person touches them by assuming 

control over the other person’s hand or limb, sets up improvisation scenarios that are ruled by 

concepts of sanctity, sensitivity and permission. Rule-based sanctified-touch exercises such 

as this make the simple act of people holding hands in the street a springboard for complex 

partner- and group-based movement improvisations.   
 
 
spatio-anatomical/kinetic focus 

� physical contact and touch in all its forms, qualities and intensities 

� the chiasmic inversions of touching and touched 

� the world of the nervous system, the senses and sensation 

� kinaesthesia, proprioception and embodiment 

� mood, emotion and feeling 

� the effects of thought and memory on sensation, mood and movement 

 

pictorial and metaphorical themes 

 

 

 

 

 

 

 

 

 

 
 

… images that I responded to? … a theme in some of the images was the 
delicacy and subtleness of touch, as opposed to the violent kind … and then 

there was that thing of the holy wall … but then I didn't feel like the wall I 
was touching was sacred … it was just this idea of contact with a physical 

thing … and the idea of contact and non-contact, and touch without touch 
… like that image of two people embracing while death was splitting and 

pulling them apart and taking away their physical touch, but not their 
connection … and also that idea of being joined in touch, with a partner … 

which was why I was using my image in the mirror to represent that … 
 

(Kayleigh Crouch, studio session, 28/11/2009) 
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The use of pictorial stimuli is particularly effective for the way they not only expand 

understanding of each of the SKPs, but for producing interpretive responses that can be 

poignant and rich in creative potential. I was struck by the responses to pictorial data on the 

theme of sanctified-touch, in particular. Kayleigh’s quotation above and Tamar’s below have 

been selected for their depth of thought and the subtlety of their reflections and perceptions. 

They contain numerous ideas that I consider would be worthy of further creative investigation 

and development. 
 

… it's interesting to see what images you chose, it gives me a little bit 
of a better idea of how you define your categories … there were lots 
of interesting things to work with … a range of images such as these 

provide a larger context for your kinetic categories than what was 
suggested by the everyday pedestrian situations in the street where 

people are mostly just holding hands … 
 

… however, it's quite challenging to do it as a solo because most of 
the images involve at least two people … except for those that involve 

a relation with objects … there's a wall, with sort of more religious 
connotations, and then there's people touching holy statues … so 

that was quite interesting, to have the connection between a live body 
and a not-live body … 

 
… when I started to move I had the image of the sacred wall in mind, 

because that was quite a strong image … I said to myself OK it's 
mainly hands, so I started by challenging myself by not using the 

hands to create sanctified-touch … I was thinking of an encounter 
between two things that was soft and meaningful … and quite gentle 
… I used my face and knee to begin with‚ that was one motif … and 
then I was thinking OK how can I use a different part of my body to 

create that contact with the wall? … I tried my elbow, and other parts 
… and then my knees on the floor making a gentle relation to it …  

 
… my attempt to break typical clichés surrounding ‘touch’ or work 

otherwise with them gave me a counterpoint‚ as opposed to trying to 
recreate any of those themes literally … to actually somehow go 

against them or find another way of recreating them …  
 

… my overall impression of this category, based on those images was 
that it's about touch that is meaningful … it's not a touch that has a 

certain purpose, it's not about doing an action necessarily … it's not 
like OK I'm holding the bottle … it's a form of touch that has another 

kind of meaning … it's touch for the sake of contact … for the sake of 
being physically close … or connecting with something or someone … 

 
… there was one image that specifically appealed to me where there 

were two guys sitting on a bench, and they weren't even touching 
each other necessarily but they were both sort of touching through 

the bench … which was more interesting because it somehow 
opened up for me the definition of touch …  

 
(Tamar Daly, studio session, 1/10/2009) 
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movement-as-landscape 

In sanctified-touch’s movement-as-landscape improvisations, it is the body that frequently 

takes on the landscape role more often than movement. As such, it becomes the terrain for 

movement to explore. Again, as in earlier observations regarding this SKP, it provides a 

platform and focus for personal, more sensitized discoveries.  
 

… this idea of sanctified-touch, it's quite a personal journey, 
 being able to map out your body, and touch places you don't 

normally necessarily play around with … like the feeling of tracing the 
outlines of your fingertips‚ that's just reminded me of water running in 

between the fingers … but I'm also going round the corners of my 
fingers … and then going round the edges of the whole body … you 

can fit yourself into the different areas … it all just fits into itself …  
 

… and the sensations that come from different pressures you apply, 
like here, quite heavy pressure, that makes me feel more grounded … 
and then when I did something on my head, it was a nice kind of pull 
on my neck … and when I did something round my back, I could just 
feel the meat of the muscles in my back … I remember moving in this 

direction, and feeling the softness underneath my neck and chin … 
and comparing the softness of that to how hard my back feels … two 

very different kinds of feelings and sensations … 
 

(Tara Baker, studio session, 27/5/2012) 
 
 

The feelings and emotions generated by the body, in general, are full of polarised sensations – 

ease and awkwardness, satisfaction and frustration, comfort and discomfort, attraction and 

repulsion and so on – all of which are of investigative relevance and value to this SKP’s 

movement terrain. Sanctified-touch’s oppositional extremes are summarised by Tamar’s 

observation at the start of this section “Ah! Don’t touch me! … Oh! This is nice!”. Movement-

as-landscape exercises are aimed at sanctified-touch’s themes of connection and contact. 

Along these lines, the dancer can be asked to explore the physical notion and sensation of 

feeling at one with their movement, and, contrastingly, not at one with it. 

Kinetic experiences that expand and enhance this SKP’s feeling-based repertoire are 

produced by improvisations that explore qualities such as coordinated, graceful, flowing, 

lyrical, comfortable, smooth, preferred, desirable, etc., along with their opposites. A goal in the 

studio work was to find ways of opening personal movement territory to new directions and 

sensations, and for the participant dancers to ‘feel’ new things. Feelings states, like movement,  

are constantly shifting and fluid, an emotion can swing quickly back and forth between itself 

and its opposite. This is typical, for example, when dancers try to master difficult or challenging 

movement situations where their self-critical faculties elicit feelings of frustration, 

disappointment, determination and such like. Opposing emotions are a driving force in a 

dancer’s learning, growth and ultimate satisfaction. Sanctified-touch allowed insights to 

emerge about this slightly masochistic relationship in dance between movement and emotion. 
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… moving in a dissatisfied way, that's a really difficult one … 
when I'm less satisfied with movement it’s because I’m self-
critical … so I feel I probably actually find more satisfaction 
sometimes when I'm dancing in an awkward or abandoned 

way … I find satisfaction in that kind of movement because I'm 
finding new ways of moving, and it feels more interesting … it 

also makes me want to repeat it … I want to stay with it longer 
and take my time with it … and then it takes me into 

comfortable places that I want to stay in …  
 

(Kayleigh Crouch, studio session, 30/6/2009) 
 

 

 
Finally, as a sort of climax to this movement-as-landscape exploration of feeling and emotion, a 

dancer can be asked to simply be ‘awash with sensation’. In this improvisation there is no one 

feeling that dominates, instead, the goal is to imagine being kinetically immersed in a sea of 

touch and sensation that is continuous and all-embracing.  
 

… to somehow materialise touch without touch actually taking place 
… so there's something about paying attention to the outskirts of my 

body, or the clothes, the skin, and the area just around me … and 
bringing most of the attention there … but it’s not specific … before, 

when the touch or sensation was actual or imagined, it involved 
specific places and specific intensities, so it could be a pull or a push, 
or just a touch, but they were specific places … now it was more like 
moving as if I'm in something that has constant contact … so all the 

surfaces of my body seem to be more active simultaneously … 
 

(Tamar Daly, studio session, 1/10/2009) 
 

 

 

movement-as-paradox 

• movement attracts and repels itself at the same time 

 
The primary value to this research that comes from movement-as-paradox tasks is their ability 

to disrupt deep-set movement languages acquired from years of dance training. Mostly, they 

create a kinetic storm in the body driven by the demands of an impossible instruction. It is here 

that the movement practitioner experiences an intensified engagement with an improvisation’s 

theme or question, which, in the instance of sanctified-touch is for movement to attract and 

repel itself simultaneously. Through the dancer’s psychologically frustrated bodily turmoil my 

eye was drawn, in the studio, to expressive glimpses of kinetic interest and potential. 
 

Yuyu 
… it's so hard … I really don't know how to do it … [gestures 

to me in despair, she is stumped] … 
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Chris 
[laughter] … but you were doing some good things … it's 

interesting because it produces a lot of indecision and lack of 
clarity … but I like it, it’s so much in the moment … for me, that 
movement state is really absorbing and fascinating to watch … 

 
(Yuyu Rau, studio session, 26/5/2009) 

 
 
 
 
spatio-anatomical placement in Kinetic-bodymAPP 
 
Starting from the faculty of touch, the bodymAPP locates sanctified-touch in all the human 

senses, as well as in emotions, moods and thoughts that directly influence movement and its 

expression. 

 

 

_________________________________ 
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balance-
order 

equilibrium, organisation,  
stability, harmony, security 

 

 

 

These Rio dancers, did they know, at that time, before I did, that our joints and 
muscles are furnished with refined senses? That the sense that most 
confederates the other senses remains the sense of balance and movement?  

(Serres, 2011, pp. 25) 

 
 

 
 
 

… I did have an image … there’s a statue by Dali which is called 
‘Equilibrium’ I think … what I remember is a head, and on top of 

the head there are these things balancing, and they’re actually 
moving slightly … I don’t know why, they’re just moving slightly 

all the time … so I just had that image of the head … 
  

(Tamar Daly, studio session, 1/10/2009) 
 
 
 
 

… it felt more like an internal thing that I was trying to find, 
maybe not a neutral point, but a sense of ease within … I had 

moments where I was about to touch on it, but just as I was 
about to find that ease, it moved away … the movement kept 

breaking away from it … it also felt like every intestine in my 
body was moving of its own accord … everything inside had its 

own way of moving and was trying to find a place where they 
all fitted together again … 

 
(Sara Licher, studio session, 16/8/2009) 
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everyday movement source 

The SocioKinetic-Principle - balance-order - is simply, in its original form as a kinetic 

observation in the streets of Chichester, the human being’s ability to balance in an upright 

position, typically on the legs. Second to this, but directly related in terms of group movement, 

is the order that is produced by the spatial weaves and negotiations between people as they 

travel to and fro between destinations.  

This choreography of the crowd may be perceived as either an ordered form of chaos or, 

conversely, a chaotic form of order; either way it is an example of a sociokinetic equilibrium. 

The cohesive efficiency of the pedestrian street and thoroughfare is organised by shared 

understandings of public movement codes held together by acts of coordinated cooperation. 

The collective repression of disorderly excess, the use of restrained energies and circumspect 

interactions are key to the public street’s successful functionality. Pedestrian flow and stability 

is further framed and assisted, if not controlled, by the constructions and instructions of urban 

architecture. 

 

 

introductory movement tasks  

 

… I was working with the idea of equilibrium ‘within’ the body 
and how I could feel that, so I quite liked actually doing the 

more static things, more small things, and thinking about how 
they were working within the body … and then taking a slight 
movement and feeling how its equilibrium balances it out on 

the other side of my body  … I particularly liked exploring those 
small sensations because its quite different to my natural 

movement tendencies … 
 

(Lucy Jarvis, studio session, 10/3/2009) 
 
 

The literal exploration of this SKP is to simply explore physical balance and equilibrium in the 

moving body, as well as in the manner or ways that movement maintains, uses and challenges 

its sense of stability and security.  

Themes that are embraced include notions of harmony, symmetry, ease of motion, 

coordination between body parts, centred-ness, as well as such things as stillness, silence, 

rapport, flow and continuity. All these can be explored quite rapidly as part of the introduction 

to this SKP as it is all very familiar and straightforward to a dancer (and to most people). 

Nevertheless, covering the basics has its small insights, revelations and challenges: 
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… I realise I hadn't really thought so much about balance 
before … instead of just working with being on balance, I could 
explore off-balance … but then I was thinking more about how 

I could create other kinds of balance, but not a symmetrical 
balance necessarily, but one which maybe had a balanced 
relationship between the arm and the leg instead of just a 

traditional sort of thing … 
 

(Lucy Jarvis, studio session, 10/3/2009) 
 

 
 

… at first, to deal with balance-order, I enjoyed looking for a 
sense of being out-of-balance, and how the body and the 

bones can be just weights and stuff, but then it seemed too 
familiar, and so I abandoned that … 

 
(Tamar Daly, studio session, March, 2009) 

 
… obviously, for balance, I've got two arms, two legs and two 
sides of my body … each counteracting the other … so if I’m 

thinking about symmetry, something that pulls you to this side 
makes you want to do it straight after on the other side …  

 
(Tara Baker, studio session, 27/5/2012) 

 

 
… internal balance … to find and be in that place, it feels 

easier moving with the eyes closed … 
 

(Sara Licher, studio session, 16/8/2009 
 
While the commonplace nature of this SKP makes its themes readily accessible, the short 

interview extracts above draw attention to a problem that can be encountered when first 

working with it, one that precipitated this whole research: familiarity blur. The identifying 

features of the SKP, balance-order – physical balance, equilibrium, symmetry – are so 

fundamental anatomically that they can easily be overlooked and undervalued. Hence, with the 

comments above: Lucy had not given it much thought; Tamar loses interest very quickly; Tara 

finds it ‘obvious’; while Sara works with her eyes closed. To introduce or teach this SKP at this 

introductory level can feel uninspiring and ordinary. For this reason, in the studio, I found it the 

most challenging of all the SKPs to work with. As the sessions progressed, it required more 

imaginative or oblique attention in the devising of improvisation tasks and concepts, otherwise, 

like the daily rounds and routines of everyday life itself, it quickly slipped under the interest 

radar and became monotonous and limiting. This need for more creative solutions for exploring 

balance-order led to novel ways of perceiving and working with stillness as a movement 

stimuli and source of provocation/disequilibrium. 
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spatio-anatomical/kinetic focus 

� physical equilibrium and balance 

� earth’s gravity as a tent-pole for the flag of movement 

� stability, grounded-ness and security in movement 

� symmetrical structures, axis points and forces in the body that are necessary 
for coordination, balance and movement 

� relationship of ground, feet, pelvic floor and shoulder girdle, platformed and 
suspended by knee joints and spinal column 

� oppositional tensions and factors that need balancing and organising to allow 
task and movement accomplishment 

� stillness as an anchor, rest point and springboard in a kinetic terrain 

� the effects of harmony on motion 
 

 

 

pictorial and metaphorical themes 

 

 

 

 

 

 

 

 

 

 

 

Pictorial images on the theme of balance-order convey its sense of harmony, centred-ness, 

organised arrangement of elements and its symmetries. This SKP’s behavioural and 

psychological characteristics are represented by such metaphorical phrases as: ‘a balanced 

outlook’, ‘weighing up the odds’, ‘seeing both sides of an argument’, ‘a calculated risk’, ‘to 

have one’s eye on the target’, ‘to be un-phased’, ‘cool, calm and collected’, ‘feet firmly on the 

ground’, ‘solid as a rock’, ‘a shoulder to lean on’, ‘to be equals’, ‘give and take’, ‘eye for an 

eye’, ‘sure-footed’, ‘to be an all-rounder’, to name but a few examples. Despite images and 

metaphoric interpretations providing a lot more information and options regarding how to work 

with this SKP in more varied ways, it can still have a stultifying and conventional affect on 

movement improvisations and tasks. As a thematic topic on its own, unmixed with anything 

that would disrupt or disturb it, balance-order does what it does best, which is to create 

stability and reduce tension. 
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… I was drawn to the image of the bright coloured leaves and 

how they were symmetrically splayed out, and so I was thinking 
about how I could get my movements to replicate that … if I did 
a movement on one side, I then worked with it on the other side 

as well to create that sense of symmetry … with the images I 
definitely felt like I had more ideas to play with … one that I 

worked with a lot was the idea of things having an order and a 
place, so I was manipulating my body by deliberately placing it 

in the space around me, and I was trying to construct the 
movement by giving it a sense of order … but also with the idea 

of trying to achieve a balance, even when it was asymmetrical, 
trying to keep it balanced and grounded in some way … 

 
(Lucy Jarvis, studio session, 10/3/2009) 

 

 

movement-as-landscape 

In order for balance-order to provide more interesting and challenging kinetic experiences and 

data in the studio work, an approach in the movement-as-landscape improvisations focused 

on an untypical approach to the use of stillness, which is one of this SKP’s qualities. The task 

given to dancers was: ‘How would you move if movement was attacked by stillness, or was 

trying to be caught by it, but was constantly breaking free?’ In contrast to this, but also 

interesting in terms of its outcomes, they were also asked: ‘What would it be like if your 

movement world was made of its own harmony?’ With questions such as these, new kinetic 

spaces started to appear and the previously bland SKP - balance-order – began providing 

different forms of expression and information about itself.  

 
Chris 

What you just did was good to watch actually‚ because that 
unpredictable stillness in your movement created an interesting 

tension which became very absorbing. 
 

Katie Joan 
Yes, I felt the tension … I am more of a moving dancer‚ I find it really difficult to 

be still … so I was trying to catch my body out by trying to press pause at the 
most inconvenient time possible … for instance, I’d do a turn and say to myself 

‘right, we're going to stop here’ and then try and catch the momentum of my 
limbs before they kept on moving … I noticed my rhythm as well because at one 
point I found myself doing move, move, move, move, pause over and over again 

… I didn't want that to keep going, I wanted to catch myself out with that as well, 
so then I'd move, pause, and suddenly I was saying to myself, ‘oh, that was 

interesting, I didn't think that was going to happen’ … 
 

… but sometimes when I was trying to catch myself out, I’d make the movement 
get up some sort of flow so that I could really catch it on the still … and I felt 

myself do some awkward balances … but what was really interesting was that 
because the body is moving and then all of a sudden you've stopped, I noticed in 

that split second you could appreciate where the body had just been …  
 

(Katie Joan Lawson, studio session, 8/11/2009) 
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In a more conventional manner, but still with some added slant, the studio work also conceived 

a model for exploring balance-order and equilibrium that had an influence in it of Rudolf 

Laban’s movement/space analyses. Laban’s notion of the ‘Kinesphere’ is defined as the 

personal space around the human body that extends to the periphery of one’s reach (Laban, 

1974, p. 10). It is designed like a crystalline sphere that maps the directional possibilities of 

movement that are anatomically available to a person (see Fig. 16 below). 

 

   
Fig. 16: Laban’s ‘Kinesphere’            Fig. 17: Martha Graham’s Lamentation (1930) 
 
As a conceptual object, Laban’s kinesphere is geometrically static, movement takes place 

within it. A variation emerging from our studio explorations takes Laban’s idea of a spatial 

frame around the body but alters it to a narrow, vertical rectangle that hugs the human shape. 

Crucially, instead of the static, crystalline consistency of Laban’s spherical structure, this 

rectangular frame is malleable. It bends, twists and extends with the body’s movement, much 

in the fashion that Martha Graham’s body-hugging material does in her famous 1930’s dance, 

Lamentation (Fig. 17). This is how the concept was described to the dancer: 
 

Chris 
… another way of looking at equilibrium is to imagine a frame 

around you, a rectangular frame with its six sides - front/back, 
left/right, top/bottom … if you can picture that and feel it around 

you, wherever you go that frame is with you … there was a toy 
that came out years ago, a thin, green rubber man called Gumby‚ 

you could bend and twist it … imagine that the frame has the 
constitution of that rubber figure, it's not fixed or locked‚ it's 
malleable … so the frame twists and you can distort it … but 

when you come back to centre‚ it's its normal shape again … 
and so equilibrium is that frame‚ and it never goes away … and 
movement is distorting, warping, bending and creasing it all the 

time … but there is an internal pressure in it that makes it always 
want to come back to equilibrium and to its centre … so use that 
concept as a way of exploring movement … movement that has 

the intention of tangibly warping and manipulating that constantly 
present equilibrium frame …  
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Sarah 
… I really like this … with movement we do warp our own 

space … but this image, it brings you back to your own 
structure, by the frame being around you it centers everything 

around the whole of you … in technique class, and in dance 
generally, you think about using your core all the time, and your 

focus is your relationship with gravity and the ground 
underneath you … but because this image is a frame, and it's 
malleable, it really brings attention to your extremities as well 

… to me it’s a good image to make you dance as a whole, but 
still allow articulation  … and when you’re not on your centre or 

balance, the idea that the frame tries to snap or pull you back 
onto your balance path … it’s a good image to work with … 

 
(Sarah Richter Rose, studio session, 19/5/2012) 

 
 

A body-hugging equilibrium-frame that has a malleable pliancy and structure gives the dancer 

more to work with, as an idea, than that of merely being on and off balance. This Gumby-frame 

concept employs the technique of approaching an investigative circumstance that may 

ordinarily be restricted in its interest level and application and dealing with it in a less orthodox 

way. The term oblique has been used to describe this methodological strategy, which has 

proven of value with regard to balance-order and its inclination towards deceptive mundanity. 

 

 
movement-as-paradox 

An improvisation exercise that helps illustrate how balance-order can be investigated using 

movement-as-paradox techniques focuses, once more, on stillness as a form of equilibrium 

and asks of the dancer:  
 

• what would happen if movement tries to be both still and moving at the same time? 
 

… in dance you're always taught that when you're still, you're still 
moving, and so I had that running through my mind, the fact that I am 

still moving even when I am being still … I didn’t have any difficulty with 
that idea‚ but there was still a battle doing the exercise … it was 

uncomfortable because I couldn't find the balance between actual 
movement and actual stillness … I tried to isolate it so that there was 

movement in one part of my body and stillness in another …  
 

(Kayleigh Crouch, studio session, 14/11/2009) 
 
 

… I was trying to find a moment that was still, but that I could keep 
alive … so I was letting my fingers be really active the whole time … I 

think, though, it was mostly just about keeping alive in the body in the 
still moments … 

 
(Thomas Pickard, studio session, 14/11/2009) 
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… it's definitely a difficult concept to keep the body moving while thinking 
about being still … how do you try and keep it still while it's moving? 

 
(Katie Joan Lawson, studio session, 8/11/2009) 

 

 

A variation on the above is to have the dancer be influenced by the stillness of inanimate 

objects in the surrounding environment: 
 

Chris 
… for this improvisation I am connecting equilibrium to 

stillness … empty space and all the inanimate objects around 
us here in the studio are still … we're surrounded by 

equilibrium in its form as inanimate stillness … what I would 
like you to imagine is that the stillness of surrounding objects 

and space is trying to impose itself on you and on your 
movement, and your movement doesn't like that and is trying 

to resist that imposition, that invasion … try it … 
 

Tara 
… I was in a kind of in-between reality … I moved how I 

wanted to, but when I felt like the space was making me stop, 
the stillness in it was overpowering … I didn't want to move at 
all, but there was a little monkey in the back of my head going 

'you've gotta move, you've gotta move’, so I moved … 
 

(Tara Baker, studio session, 13/5/2012) 
 
A second task applies to both balance-order and the later category, same-not-same. It plays 

with the aesthetic structuring of movement and its components by posing the question: 

• what happens if movement tries to be both symmetrical and asymmetrical at 
the same time? 

The kinetic scenarios and observations generated by these paradoxical questions, both from 

my own experiences and those of participant dancers, while generating lack of success with 

regard to actualising or realising specific tasks, create a tensile slipperiness that helps to 

augment personal insight into their themes. In the first question/task above, a sensation of 

movement is produced that is deeply lacerated with stillness, and in the second, a frustrated 

bond between symmetry and asymmetry becomes torturously alive and immediate. It is 

difficult, or at least I find it so, to properly capture in words the bodied/kinetic states produced 

by such paradoxical movement instructions, designed as they are to short-circuit physical 

mastery and familiar practices (and ways of speaking about them), hence the fall-back into 

descriptive hyperbole.  

The strength, nevertheless, of this use of paradox comes from the provocation of a ‘nearly but 

not quite’ state that taps into the intensities generated by frustrated desire and intention. The 

closer one gets to the movement objective, the larger it looms in embodied consciousness. It is 

this experiential amplification that offers new observations and understandings. This is how 
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movement-as-paradox seems to operate as a technique for generating a deepened awareness 

of an area of investigation. The pressure that comes from sandwiching and compressing 

opposites (stillness/movement, symmetry/asymmetry, for example), enables more light to be 

shed on a chosen kinetic theme by magnifying and intensifying comparative differences. Used 

in this way, paradox is a potent explorative and creative tool. 

 

 

spatio-anatomical placement in Kinetic-bodymAPP 

Balance-order, in the bodymAPP’s cartography, is physical balance in combination with 

gravity, the spatio-anatomical divisions of right/left, front/back, top/bottom, and the ‘triple 

platform’ of feet (ground), pelvic floor and shoulder girdle, buttressed by the suspension 

systems of knees and spine. 

 

*** 

 

The thematic breadth of balance-order spans the physical act of equilibrium and balance in 

the human body on one side, and the kinetic and functional organisation and stability of people 

in a crowd on the other. Hence, (as with the other SKPs) one focal point is of the subject 

(internal), and the other of the environment (external), the first involving the individual’s self-

manoeuvrability and proprioceptive concerns and the second the individual’s interaction with 

others and with architectural circumstances and surrounds. The introductory emphasis on the 

individual confines investigation of balance-order to physical/anatomical levels of engagement 

with equilibrium. Later exploration enlarges the focus to the environment. 

 

 
_________________________________ 
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cross-flux   

disruption, unpredictability,  
confusion, opposition, chaos 

 

 

 

Stable through variations, balanced through instabilities, organized 
through disorders, ordered through disruptions, invariant and versatile 
lastly, the living being goes toward: this is the stable, directional, rotary, 
rhythmic, lastly chaotic form of its percolating time … that crystal 
aperiodicity Schrodinger had divined in the science of the living is thus 
conducted back here, into the very experience of our proprioceptivity….  

(Serres, 2011, p. 131) 

 
 

… I like cross-flux … I didn't like it at first, but now I feel like, 
in my head and body, I can just let go … I can just let it do 

anything it likes … I was completely self-absorbed … I like its 
risk and energy … it would be nice to challenge how long you 

could stay like that as another kind of element … 
 

(Tara Baker, studio session, 13/5/2012) 
 
 

… disturbances … when I was improvising, that’s what stayed 
with me from what we spoke about beforehand … you were 

talking about a continuum being disrupted, so I wanted to stay 
with one motif, as opposed to going from one thing to another 

as I always do, and to explore that … and so to take the first 
movement that came up, and say ‘ok, this is it, I’ll work only 

with this’ … and then to see how that could be continued but 
also distracted and disturbed … and just to wait and see where 

the distractions might come from … 
 

(Tamar Daly, studio session, March, 2009) 
 
 

… for some reason I found myself thinking about my breath because 
it never stops moving … so there’s the continuous physical action of 

your ribcage … but then also, if you're thinking about causing a 
disturbance, then you're obviously always changing the air when 

you breath, drawing it in, exhaling it, and so the air's never going to 
be still … it made me think about how the smallest action, such as 

breathing, and any small action, creates a disturbance … 
 

(Sarah Richter Rose, studio session, 12/5/2012) 
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everyday movement source 

This SocioKinetic-Principle – cross-flux - centres attention on misjudgements and accidents in 

pedestrian activity. These take many forms, from actual collisions between individuals, to near 

misses, awkwardness, clumsiness, intrusions, interruptions, difficulties, and the thousand-and-

one micro-shifts and momentary adjustments that people spontaneously make in reaction to 

the world ‘coming at them’. Included in this SKP are a person’s internal, ever-changing mood 

and thought distractions, as well as unexpected or sudden health problems and other physical 

discomforts and discrepancies in the body. Cross-flux is fundamentally the realm of 

unpredictability in all its everyday, movement-affecting shapes and surprises. 

 
 

introductory movement tasks  

In some ways in its introductory level this SKP is both easy and challenging to work with. The 

notion of chaos is not difficult to understand or to apply as a movement task, it simply involves 

moving in an uncontrolled fashion using wild, uncoordinated actions. The more difficult 

problem, however, is to apply the notion of the ‘unexpected’ to one’s own movement. The 

body can, when in an out-of-control state, generate genuine clumsiness, with stumbles and 

falls. These moments are unpredictable in a cross-flux sense. However, as this is not an 

investigative option for reasons of safety, the question regarding how to safely and 

meaningfully explore ‘unexpected disruption’ and ‘chaos’ in the controlled laboratory of the 

dance studio is an interesting one.  

With the above in mind, a suggested introduction to this SKP asks the dancer or movement 

person to try to find solutions to the challenge of self-inflicted kinetic chaos by exploring this 

problem for themselves in an improvisation. Some of the experiences and observations from 

the project participants regarding their attempts to create self-disrupted confusion or surprise 

in their movement are given in the quotations below. As can be seen, when the ‘chaos line’ is 

approached, it can sometimes accidentally by crossed, but rarely with full self-conviction: 
 

I decided to move slowly and then contrast it with sudden actions as 
a surprise … in my mind I was imagining situations like walking in the 
street and someone disturbs me, or something suddenly happens … 
later, I also tried interrupting my movement in an aggressive big way 

for no reason … that made me feel a bit crazy … then I pretended my 
body parts were having a conversation, actually an argument, with 

one part saying ‘I want to go that way’, but then another saying, ‘No, I 
want to go that way’ … 

 
(Yuyu Rau, studio session, 23/3/ 2009) 
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… when I’m trying to make my movement take me by surprise, there's 
this anticipation of what can happen, and of what my body’s going to 

lead me to … but I’m trying not to pre-determine it … I did have 
occasional moments where there wasn't this anticipation, and when I 

wasn't prepared for it … it's when the changes are faster that it's easier 
… obviously I'm in control, but I still have to think as though I'm not …  

  
(Kayleigh Crouch, studio session, 17/6/2009) 

 
 

… it almost felt out of control … I guess there's always a point of 
control as you're doing it … but there are places where you kind of lose 

that balance, so you go with it … I didn't feel confused though … it’s hard 
to create genuine confusion … because you don't want to 'act' confusion 

… it's like when a bird suddenly flies into a room and it's confused, and 
when that happens you yourself really don't expect it … but by creating it 

in this way, as an improvisation, it just doesn't feel real … 
 

(Sara Licher, studio session, 16/8/2009) 
 

 

When working with the concept and landscape of kinetic chaos, initial doubts that a dancer 

has with regard to feeling as though they cannot create real surprise or actual disruption in 

their movement, are doubts concerning the authenticity of self-instigated disruption. These 

require techniques or mental tricks that narrow the distance between decision and execution to 

the point where decision disappears and actual rather than contrived spontaneity occurs.  

Such difficulties and the elusiveness of mental tricks aside, in its first encounter as a stimuli for 

movement improvisation, cross-flux as chaos has an emphasis on bodily conflict, tension and 

high energy.  

 

… I quite enjoyed the stopping, starting … in my body it was 
like something catching you and then throwing you into the 

next movement …  it actually felt more theatrical in some way 
for me … I felt like I came out of myself, I was looking into the 
space and finding imaginary things in the room to stimulate or 

attack me … so I imagined something picking on me and 
irritating me … or something big occurring that shocked me … 
I liked that feeling of being thrown … or suddenly being cut off 
in the movement when something was thrown at it … and then 
just rippling onto the next thing until something else hits you … 

the energy of the chaos was fun … 
 

(Lucy Jarvis, studio session, 3/10/2009) 
 

However, a number of approaches can be used as a follow-on to this initial energetic reaction 

that reveal a greater range of qualities and dynamics of which cross-flux is capable, including 

those that are subtle.  

From the responses quoted above, and other reflections and discoveries made during the 

project, improvisation tasks that diversify cross-flux’s investigation include: the ‘conversation’ 

technique (body parts are arguing with each other); directional interferences (movement is 
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endlessly side-tracked and side-swiped from reaching any of its destinations); erratic and 

unpredictable movement rhythms (temporal tamperings); continual ‘character’ changes in one’s 

personality (‘crazy’ effect); awkward and unfamiliar actions and physicalities (attack of the 

weird); organisational illogicality in movement structures (‘wonky’ choreographic constructs), to 

name a few.  

Normally, or initially, when a person first works with cross-flux, interruption and chaos is 

translated in movement as a stronger force disrupting a weaker one. A typical example sees a 

medium-paced continuum of motion disrupted by energetic physical outbursts. The dancer 

can be asked to reverse this scenario by making the larger energy the norm, and then giving 

the interventionist role to the weaker or softer movement state. An image here would be a 

storm being stopped in its tracks be a whisper or the way a shadowy threat can produce a 

sudden, alert stillness. A role reversal of energy such as this shifts attention to ways in which 

cross-flux can have quieter forms and dynamics than the explosive or aggressive kind. 

Primarily, cross-flux is an influence that takes a person out of their comfort zone, and so 

improvisation tasks ask the dancer to try to deliberately do movement that they know makes 

them feel uncomfortable or that they know is untypical or unfamiliar to them. But again, cross-

flux is elusive and is difficult to pin down; like the earlier observations from the dance 

participants regarding the unrelinquishable presence of control underpinning their attempts to 

be out-of-control, embodying and exploring unfamiliarity rapidly morphs into its opposite: 
 

… this reminded me of a thing we did with one choreographer 
that was about familiar and unfamiliar movement where we 

picked up on other people's movement, and did it as though it 
was our own movement … but then towards the end of the 

session, the movement we picked up from others actually 
started to really feel familiar … and that's what I was feeling 
just now, the unfamiliar movement that I started to find and 

play with, after a while I felt really comfortable doing it … so  
then it became familiar … 

 
(Tara Baker, studio session, 1/5/2012) 

 
 
As a further way to explore cross-flux or be more aware of it, another improvisation exercise 

uses the unpredictable nature of the ‘real world’ as its stimuli by asking the dance practitioner 

to improvise their movement responses to spontaneous sounds in the environment as 

inspiration. Small sounds within the location, such as creaks in the floor, buzzes from electrical 

equipment, sounds made by the body, as well as those infiltrating from the outside world 

(birds, vehicles, weather, people, planes, etc.) are numerous and provide a qualitatively varied 

and spontaneous range of noise intrusions as a source for movement interaction.  

Finally, at the introductory level, in contrast to reacting to found sound in the environment, an 

exploration of cross-flux that leads to the project’s more abstract directions and interests 
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involves the stillness of empty space, a recurring focal point in all the SKPs.  Here space can 

be characterised as a 3-D canvas for the dancer to smear, paint and desecrate with 

movement, a kinetic attack on emptiness involving a kind of Pollock-esque action-painting for 

dance. 
 

 

spatio-anatomical/kinetic focus 

 

� kinetic disruption and chaos 

� disjunction, unpredictability and surprise 

� processes and pathways that thwart logic and sequential flow 

� asymmetries and forces that produce lack of resolution 

� tactics of invasion, interruption and intervention  

� insecurities in movement terrains 

� blurring conventional kinetic vocabularies with ambiguity, uncertainty, 
absurdity and surreality 

� manipulating and distorting temporal landscapes in unconventional or 
extreme ways 

 
 

pictorial and metaphorical themes 

 

 

 

 

 

 

 

 

 

 

Pictorial depictions and metaphorical translations of cross-flux reference a wide range of 

concepts and human behaviours. These include such notions as: indecisiveness, being 

accident prone, risks, gambles, chance encounters, to be at cross purposes, to not see ‘eye to 

eye’, to be a ‘pain in the neck’, to be one’s own worst enemy, not knowing ‘which way the 

wind is blowing’, the ‘throw of the dice’, trials and tribulations, ‘stumble before a fall’, ‘falling to 

pieces’, a run of bad luck, ‘throwing caution to the wind’, ‘chopping and changing’, ‘born 

under a bad sign’, ‘being in the wrong place at the wrong time’, ‘accidents of birth’, to be 

stumped or at a loss for words. Interestingly, the use of pictorial images in the studio work to 

assist understanding of this SPK was slightly superfluous as its meaning and reality seemed 
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instantly clear. 
 

… I don't think I really used the images that much … I don't 
know why … I think it was possibly because I felt more 

comfortable with the idea to start with‚ and so I felt like I could 
go with it more and take more from what you originally said 

about this movement category … nevertheless, I was thinking a 
lot in the improvisation about how different things can interrupt 

you … for instance, when there's really big important things 
that happen that shock you, or something that's just kind of like 

a discomfort or a pain that just interrupts you, but you just 
ignore anyway … I like the contrast between those different 

reactions actually …  
 

(Lucy Jarvis, studio session, 3/10/2009) 
 
 

 

movement-as-landscape 

When working with cross-flux in a movement-as-landscape scenario, the use of discord as an 

improvisation theme asks the dancer: What happens when movement tries to disrupt itself?  
 

… I was constantly trying to think of the next interruption, so I 
kept the movement going so that I could disturb its flow … 
sometimes I came up with new ideas and different ways to 
disrupt it, but it felt hectic because I was trying to come up  

with something I hadn’t done before … and then it started to 
become quite regular and I found myself getting caught up in 
the rhythm and finding it difficult to surprise myself, because 

obviously I’d exhausted many of the possibilities … I kept 
thinking ‘oh, I've done this already’ … basically, though, I was 

trying to stop in unusual places and when I achieved that, it 
naturally made everything quite chopped up and abrupt … 

 
(Katie Joan Lawson, studio session, 8/11/2009) 

 
 

For many of the dancers, disrupting their movement pleased them because it satisfied their 

desire to make breakthroughs into new ways of moving: 
  

… [laughs] … I like the interruption one, I quite enjoy doing it 
… it is one of the exercises that has had the most affect on me 
… that improvisation made me move in a very different way … 
mainly the workshop exercises that have stood out for me the 
most are the ones that felt quite awkward … it was just quite 

nice to explore moving in a new way‚ and in a different way … 
 

(Hannily Bendell, studio session, 8/11/2009) 
 
 

Yet another technique to be added to cross-flux’s experimentations involves the dancer 

diverting the kinetic trajectories of their movement in ways that they consider non-typical of 

their usual processes and practice. The analogy of an aeroplane can be used here. When a 
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movement takes off, instead of it following its typical spatial trajectory and landing normally, 

the dancer diverts its path mid-flight to make it arrive or complete itself somewhere else and in 

a different fashion. These unaccustomed interventions/diversions open up new possibilities 

and alternatives in the dancer’s usual way of moving, thereby expanding their kinetic choices, 

creative options and personal movement repertoire. 

Nevertheless, the ability to alter ingrained movement patterns poses a challenge to one’s 

bodily instincts and habits. It sets up resistances between concepts of natural vs. unnatural 

and can lead to results that feel artificial. 
 

I found that quite a lot harder … it's a sort of subconscious 
thing, once you've thrown yourself in a different direction, then 

subconsciously you just go into different movement material 
that feels separate from what you’ve just done to get there … I 
think when you try and consciously force your mind or body to 

change and go against the grain of what you normally do, it's 
not as instinctive I don't think because the movement didn't 
have that in it naturally … it sort of felt hard to know when to 

change or divert it into another thing … in the end I think I 
ended up trying to think too hard about how I'm to change it 

away from itself …  
 

(Lucy Jarvis, studio session, 3/10/2009) 
 

 
A source of inspiration stemming directly from this project’s roots in pedestrian movement that 

is of investigative value to cross-flux from a movement-as-landscape context involves a 

deconstructive look at the act of walking. In walking, legs work rhythmically in a machine-like 

fashion under the torso. People are balanced on these appendages whose whole kinetic basis 

is ‘opposition’, involving an organised, crossing action of the legs. Taking the idea of kinetic 

opposition as an improvisation stimuli, the dance investigator is asked to play with and explore 

the theme of crossing actions and dynamics in other parts of the body more extensively.  

Another thing that also stands out with walking’s crossing motion is that the oppositional 

directions of the legs do not produce a kinetic conflict of interest, but are an example of 

opposing forces working cooperatively for a common end. At first, the concept of an organised 

or cooperative cross-flux seems inherently contradictory: 
 

My mind has gone blank … I really can't do this …  
cross-flux in an organised way? 

 
(Tara Baker, studio session, 27/5/2012) 

 

However, with perseverance results become possible. In this exercise, an increased awareness 

of the oppositional play of forces that can be initiated across the body’s core and extremities is 

revealed, particularly if, like walking, the emphasis is on constructive opposition rather than on 

cross-flux’s usually awkward or disruptive dynamic: 
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… ok, it’s working now … I had a sense of pull between either 

extremities … of opposite ends pulling each other … and there 
was force and strength as well … I was really pushing into the 

floor, but I was trying to lift up the top half … I wanted to lift the 
top of me up, but keep rooted into the floor … my knees and 

my stomach were just doing this … [does a fist clenching and 
shaking action] … all of that kind of internal chaos in the body 

… I wanted to follow it through a bit more and explore it further 
… with this work, it’s about staying with an idea and playing 

around with it, but having an element of control over it … 
 

(Tara Baker, studio session, 27/5/2012) 
 
 
 

movement-as-paradox 

• movement is chaotic and calm, interfering and non-interfering, or predictable 
and unpredictable at the same time 

 

Typical movement-as-paradox tasks for cross-flux follow a similar pattern to other SKPs by 

taking its central opposing features and colliding them together so that they endeavour to exist 

simultaneously in the physical moment. The bullet point above lists some of these options 

(chaotic/calm; interfering/non-interfering; predictable/unpredictable). However, there are other 

ways to create paradoxical movement scenarios and images that have disruption as a theme, 

mental and physical struggle as an ingredient, and incongruity as a provocation; conceptual 

role-reversal is one such method, as per the example below:  
 

 

Chris 
… this time, when you move, you know those clamping things 

on car wheels? … this time, space all around you is trying to 
clamp your body and your movement, but this is something 
you don’t want, so you resist and break free from it when it 

happens … I am interested in these role-reversal exercises … 
they are trying to find different ways of working with the 

movement principles … cross-flux is usually the disruptive 
thing, whereas with this improvisation I'm trying to make the 

thing that is non-disruptive, which is stillness, into the 
disruptive agency, which then turns it from a quiet invisible, 

immaterial state into an aggressive cross-flux antagonist … so 
imagine that the stillness of space is trying to clamp and stop 

your body and body parts from moving … 
 

Tara 
… that was hard … it's really hard … you really, really have to think 

… you really have to work hard in your mind to imagine that the 
space is clamping you and holding you down … that's a hard one … 

 
(Tara Baker, studio session, 13/5/2012) 
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spatio-anatomical placement in Kinetic-bodymAPP 

Primarily, movement, or more specifically movement as change, is the part of the bodymAPP 

to which cross-flux has been assigned and aligned, making it the SocioKinetic-Principle that, 

in a sense, embraces all the others. Based on the fact that the bodymAPP is a kinetic 

investigative tool, cross-flux, as movement, cannot be relegated to a particular spatio-

anatomical location in the bodymAPP, but instead pervades it as its primary substance. 

Logically, all the SKPs are also divisions and categories of cross-flux. Ultimately, cross-flux is 

the movement of change. 

 

 

Chris 
… so can you try a short cross-flux improvisation that is based on 

exploring the way movement changes itself? … so basically, anything you 
do is cross-flux, and so what does that produce in you as a response? 

 
Sarah  

… I could see how cross-flux can quite easily umbrella the 
others because, with movement as the 'big' category, you're 

talking about a state of being that is always around you and in 
you … so when I was working with it in my body as that umbrella 
state, I could feel all the other kinetic categories occurring at the 

same time … the overall affect is of a kind of ‘everything’ state, 
where there’s moving and not moving, rather than the usual thing 

of just focusing on one of the movement qualities … 
 

(Sarah Richter Rose, studio session, 12/5/2012) 
 
 
 

 

_________________________________ 
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same-not-same  

repetition, familiar-unfamiliar,  
uniform-different, new-old   

 

 

… I am nothing other than the other things … in the world. … [T]here is 
nothing in knowledge which has not been first in the entire body, whose 
gestural metamorphoses, mobile postures, very evolution imitate all that 
surrounds it.  

(Serres, 2011, pp. 56, 70) 

 
 

… the improvisation felt much freer and enjoyable, and not so 
controlled … although the movement incorporated balleticism, it 
was slightly different as well … I felt quite open … the part where 

I was moving my hand felt quite internal, the hand is very light, 
but at that moment I felt almost powerful … a teacher we’ve 
been working with talks about how all the blood cells in your 
body are thinking about every single one, which makes your 

whole body connected... for that moment, I felt like my whole 
body was connected, even though it was just the hand I was 

moving … so I guess I’ve been bringing in outside experiences of 
things we’ve been trying out as well … 

 
(Hannily Bendell, studio session, 8/11/2009) 

 
 

… when I danced in that exercise I felt like my brain was lighter 
… even though I’ve done those movements a thousand times, at 
that moment they felt like the first time … so I didn’t feel negative 

every time I kicked my leg high again … every moment was 
really, really fresh … I actually felt like I could have continued 

forever … every second was new… every second it seemed like I 
could create something different … 

 
(Yuyu Rau, studio session, 26/5/2009) 

 
 

… I found myself noticing all the corners and edges in the 
space and I was thinking about how things like that look the 

same but are actually slightly different … and then I was aware 
of how similar places in the room make me feel different … 

that added a new element for me …  
 

(Sarah Richter Rose, studio session, 19/5/2009) 
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everyday movement source 

The last of the SocioKinetic-Principles - same-not-same - identifies repetition as a significant 

component in pedestrian movement. Actions that have been mastered and naturalised through 

endless repetition dominate the urban landscape of the everyday, the prime example of which 

is walking, with its bipedal motion of the legs and feet to traverse space. Taking all everyday 

actions and cyclical routines into consideration, this kinetic category references a deep 

familiarity between persons, environments and circumstances.  

Same-not-same is dominated by the qualities of the commonplace and the ordinary. Common 

everywhere and too frequent to be unique, over-familiarity drops everyday movement below 

the radar of special attention. However, while serial repetition creates an unremarkable same-

ness of action amongst pedestrians, this situation is also marked by an endless proliferation of 

kinetic individuality and diversity. Hence, the pedestrian milieu is comprised equally of 

‘sameness’ and ‘different-sameness’. 
 

… it was quite interesting because this category got me 
thinking about how people imitate things a lot to try to fit in … 

adopting particular ways of walking, or having an attitude 
about them, or a style … we try really hard to be ‘normal’ in 

particular ways of moving and being … and so we imitate 
things‚ like when you're talking to someone and you start 

imitating their facial expression without realising it, to show 
you're into the conversation and understand how they're 

feeling … that kind of sensitivity without us even being aware 
of having it … it's quite cool …  

 
(Sarah Richter Rose, studio session, 28/5/2009) 

 
 
introductory movement tasks 

The first focus for this SKP is the theme of repetition, the introductory task being simply to 

explore repetitive movement and to create kinetic landscapes that are full of motifs and actions 

that can be revisited, re-explored and developed. No attempt is made to discriminate between 

new and old movements, and the dancer is encouraged to allow familiar dance vocabularies to 

emerge and to approach them as though they are being done for the first time.  

With regard to familiar movement languages, one of the dancers, Hannily, explored her 

fondness for incorporating ballet into her contemporary dance practice, but also noticed that 

the same-not-same improvisation produced an overall body connection that was similar to 

what she experienced in a very different area of her dance studies, that of somatics. Hence, in 

a contemporary dancer’s frequent drive for new and different experiences, the SocioKinetic-

Principle same-not-same does not inhibit, critique or banish familiar and preferred practices, 

but rather offers them new insights, connections and freedoms.  
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An important aspect of same-not-same is that it produces an awareness of real-time as being 

inherently new, irrespective of what it contains. The hyphenated division in the SKP’s title - 

same- / not-same - is also perceived as linking old and new: the ‘pre’-ness of the moment 

(the quality of same-ness) flows through this hyphenated divide into the new-ness of what is 

currently happening (the not-sameness), as well as into what is verging on happening. This is 

the interface between being and becoming. The living, ever-birthing present, updates 

everything, transforming the ‘new-old’ of the current moment into a continuous same-not-

same. The idea that the temporal edge of now makes its contents ever-new can affect time-

worn, familiar movement habits by psychologically rejuvenating them. Hence, as a kinetic 

catalyst, exploration of the effervescent ‘now’, introduces a vital feature of the SKP, same-not-

same, which is to do with its re-enervating capacities and potential. 

In effect, what this SKP does is to help dancer’s find ways to re-work their movement habits 

and make change. Many of the volunteer dancers involved in this project expressed frustration 

at not finding it easy to break free of habitual movement responses and patterns. These 

dancers would then feel excitement when their improvisations exposed new kinetic 

experiences and territory. When asked about the basis for these swings between frustration 

and excitement, the reply predictably implicated employment concerns in the profession: the 

more versatile a dancer is able to become, the readier he or she feels they are for the demands 

and extremes of contemporary dance with its highly competitive and highly limited job 

opportunities. Therefore, skill at breaking habits is welcomingly embraced. 

 
… probably the hardest thing for me is that it's quite difficult to get 

out of habitual ways of moving, I quite often fall back on steps or 
movement that I feel comfortable with in my body … one thing, 

though, that emerged when I was playing with the idea of being new 
was to change my focus quite a lot … so one moment I was here, 

then here, then here … a new place each time, which felt really 
different‚ and some of the movements were definitely new to me, with 

occasional old ones creeping in … but when I started thinking that it 
doesn’t matter whether the movement is new or old, because in a 

sense it’s actually always new, it gave me permission that, whatever I 
do, it’s ok to move in that way … so when I was finding new ways of 

doing things by incorporating old movements as well, I felt I could 
easily have gone on and done more with that … 

 
(Hannily Bendell, studio session, 8/11/2009) 

 
 

… I was doing the movement that I normally do, but differently … for 
instance, I always end up in this position … or I often stretch out here … 

and I always travel like this … so I wanted to think about how I could 
change those habits somehow … so one thing I did was to change the 

quality of the movement and I was also experimenting with leading with 
different body parts … the exercise really made me aware of what I always 
do, and so this time, when I went to those usual places all I took was their 

essence, and then I worked on making them look different …  
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… I was also sometimes doing the opposite of what I normally do … 

keeping in the same position almost, and doing the same movement, 
but if I normally point my toes, well this time I flexed my feet … that sort 

of thing … and if I was falling that way, I was thinking 'Ok I'm going to 
fall, but I'm going to turn it around', instead of going with the 

movement’s usual direction …  
 

… as a dancer you want to try to avoid habits and go round them, and 
so I think it is really good to work with these ideas … perhaps if you can 

find new or different ways out of your usual movement, then you'll 
probably almost lose the original habit after a while … 

 
(Kayleigh Crouch, studio session, 17/6/2009) 

 
 

With its focus on repetition, what also emerges when it comes to this SKP’s non-rejection of 

familiar or usual movement choices and patterns is that it creates a platform that offers these 

to the dancer for closer reflection and analysis. 

 
… when you're in an improv you’re absorbed in the flow and 

interest of the moment and you don’t get time to look back 
and objectively evaluate what you may have just done … but 

with same-not-same, because you’re revisiting familiar 
movement places and repeating stuff, it sets up a rhythm and 

balance where you can look back … and so you get interested 
in the how's and why's of what you're doing, and how you 

dance generally, rather than doing something and throwing it 
away because you’ve moved on to the next thing … 

 
(Sarah Richter Rose, studio session, 19/5/2012) 

 
 

 
Beyond a dancer being able to examine the how’s and why’s of their dancing, same-not-

same’s capacity for reflexivity can also benefit analyses and appraisals of the creative/artistic 

potential of their movement ideas and content, as Sarah goes on to explain: 

 

… I think the thing I notice about how same-not-same re-loops 
the focus of the movement back on itself is that it can add a new 

level of attention and importance to what you’re doing and you 
are able to start evaluating and qualifying it, as well as challenge 

yourself about whether the movement is interesting to you or not, 
and how to try to make it more so … that whole process helps 

you enlarge and question your own movement … it also makes 
you try to understand a bit more about your own improv 

processes and where they’re coming from, because noting 
whether something is the same or not the same comes from 

asking yourself, ‘have I been here before?’, and if I recognise that 
I have, then asking ‘well, why have I come back to this movement 

again? Why do I find it interesting?’ …   
 

(Sarah Richter Rose, studio session, 19/5/2012) 
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Revisiting and evaluating a particular movement sequence to ascertain its relative importance 

is also later observed by Sarah to be an aspect of same-not-same that has value to the 

creating and assessing of choreographic motifs, where the intentional use of repetition is 

designed to increase a movement’s noticeability and overall significance in a dance’s structural 

schematic. 

A way to generate kinetic insights that expand this SKP’s thematic territory and scope is to 

play with and explore notions of self and other, or self and not-self. A sense of the latter can be 

achieved when inanimate objects and/or non-human sources provide thematic and kinetic 

stimulation. Other-ness may also be created in an ‘actorial’ sense where changes in the quality 

and nature of a movement and/or gestures can make a dancer feel like a different person or a 

‘character’, to use a term from the actor’s craft that Sarah uses in the quotation below.  
 

… I really like what you said about same-not-same and how 
you can be yourself and not yourself … so I was setting up 

different dynamic 'characters' in me, and then I was changing 
them … or how same-not-same can give things different 

meanings … I approached it very simply … I decided to find a 
few fairly basic gestural movements and then I played with 

them to see how I could not change them, but somehow also 
make them feel different … for instance, if I move this hand and 

guide it out from me as a soft movement, it has a completely 
different meaning if I move the other hand with it and change 

my body shape … that then becomes another point of focus … 
it was a bit like rearranging a sentence, so you're using the 

same components, but sort of changing around subject and 
object and the emphasis and stuff like that … 

 
(Sarah Richter Rose, studio session, 19/5/2012) 

 
 
 
 

spatio-anatomical/kinetic focus 

� repetition and movement memory 

� cyclical routines and rhythms in bodies, circumstances and world 

� repetition’s traps and freedoms as both deadening to creativity and 
productive of it 

� the differences in things that are the same and the same-ness in things that 
are different 

� the uniqueness and temporal one-off-ness of familiar movement 
vocabularies, habits and actions  

� the simultaneous presence of ever-old and ever-new 

� new kinetic languages based on established ones 

� the anatomical split of the body into opposing, mirror parts 
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pictorial and metaphorical themes 

 

 

 

 

 

 

 

 

 

 

 

 

Colloquialisms and connotations associated with the SocioKinetic-Principle, same-not-same, 

emphasise uniformity within individuality (and vice versa), as well as forces, circumstances, 

people and conditions that are inextricably and commonly linked and/or compared. These 

include such sayings as: ‘peas in a pod’, ‘birds of a feather’, ‘brothers and sisters under the 

sun’, ‘strength in numbers’, ‘two halves don’t make a whole’, ‘many hands make light work’, 

‘herd mentality’, ‘sheep to the slaughter’, ‘can’t see the wood for the trees’, ‘blind leading the 

blind’, ‘as strong as the weakest link’, ‘a drop in the bucket’, ‘can’t change one’s spots’, 

‘copycat’, ‘a picture is worth a thousand words’, ‘against the grain’, ‘attached at the hip’, ‘what 

goes around comes around’, etc. All these variants and concepts help colour and expand 

understanding of this SKP beyond its identification in public movement as similar, but 

individualised kinetic manoeuvres.  

 

movement-as-landscape 

A picture that emerges to represent the kind of kinetic world that same-not-same generates is 

of a terrain that one can go over many times, but be discovering new things in it constantly. 

Also, this is a movement landscape that is being tinkered and tampered with all the time. Like 

an inventor’s workshop with many items in it in various states of development, there is always 

something for the dance/movement practitioner to pick up, re-examine, play with or modify. 
 

… that was difficult‚ but it was a good challenge because I was 
thinking about how I could develop the same image, but totally 

differently … so I tried to keep the same picture in my mind as I was 
moving around the space, but letting my body decide how it would 
make the image change when it came out in movement … I found 
myself doing little motifs that were similar to each other, but then 
became different because of where I was doing them and putting 

them in the room, which gave them a different feeling …  
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… and then I was also trying to think about putting some risk 

into it, or surprising myself, so it was kind of like 'oh I didn't 
know that was going to come here' … but it did‚ and it was 

quite interesting to see how the same motif could be 
interpreted a different way each time I did it … 

 
… all in all it felt more like a journey that I was taking, with high 

points and low points … but a journey where I was building 
stuff the whole time … and it was all happening in a kind of 

cycle‚ but not like a ritual‚ it definitely felt like it had a building 
feel … there were little moments and little moments that built 

and built … and there was always a rhythm where I’d be 
moving over to the next thing and then coming back and 

keeping a link to the previous thing … it was interesting to see 
how repeating material could change your view on it … 

 
(Katie Joan Lawson, studio session, 8/11/2009) 

 
 

 
A central theme in same-not-same, as has been noted earlier, is that of familiarity vs. 

unfamiliarity, which, in movement-as-landscape territory, directly concerns movement’s self-

identity and its comfort/discomfort ratios.  

Tasks that deepen engagement with the familiar aspects of one’s movement language can 

take a number of forms that progress from one stage to another. For example, a dancer can be 

asked to start by doing movement that they are familiar with and prefer to do, noting what it is 

that attracts them to their chosen kinetic style.  
 
 

… I seem to use my hips quite a lot‚ and be really kind of 
disjointed, but fluid … and I always isolate my movement … I 
like to use the floor and I prefer doing swishy things on it … I 

do this movement all the time, and I try and keep its line 
continuous … and I always use my arms on the floor like a sort 

of guiding point, I mostly lead with the right hand … and I like a 
soft marshmallowy kind of feeling when I move … I also 

frequently do this snake-like shoulder-out-of-the-way action … 
 

(Tara Baker, studio session, 1/5/2012) 
 
 

On the other side of the spectrum, namely the ‘not-same’/unfamiliar aspect, the dancer is 

asked to attempt movement that they do not like doing. This can lead to realisations of some 

surprise to the person concerned, and a reappraisal whereby new values are found in 

movements that are normally avoided, leading to a more embracive attitude: 
 

… I don't know why it happened, but that actually felt quite 
nice … [laughs] … I felt a bit silly doing all that footwork, 

because it’s not what I normally like doing … but it's really quite 
nice to do fidgety things like that, that’s very different for me …  

 
(Tara Baker, studio session, 1/5/2012) 
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Finishing this small cycle of same-not-same exercises and progressions concerning familiar 

and unfamiliar movement, the next task is to mix preferred and less preferred modes together 

without giving any extra privilege to either one. To do so means to mimic same-not-same’s 

formula, which is to combine in a hybrid fashion a movement quality with its opposite: 
 

… I feel like I'm having a conversation with myself … and with 
the space … but more so with my body … and I'm finding the 

stuff that I found was new and unfamiliar, it's becoming my habit‚ 
and I really like it … so I'm now trying to find more movements 

that are different and unfamiliar, which is starting to get harder … 
 

(Tara Baker, studio session, 1/5/2012) 
 

In a rare instance where the project was able to expand its focus beyond that of the solo 

practitioner, interactions between two dancers added further insights into the movement 

territory created by these explorations of same-not-same and its concepts and forms. When 

two (or more) dancers improvise together, many new comparisons and contrasts regarding 

‘otherness’ are instantly brought into focus and become available for kinetic stimulation and 

response. Instead of browsing one’s own movement domain, a person’s interpretive powers 

can be directed at reading another’s kinetic terrain, with its signals, communications and 

unique qualities. This creates a richly, expanded data field in which to ‘play’ and gain new 

kinetic experiences and information: 
 

Sarah 
… that improv, being the same and not the same as each other, that was very, very different 

from everything we've done in this project … it just felt like a very different way of working … it 
felt like a nice place to be in as an improv … 

 
Tara 

… for me, I was just listening … with my whole body, just listening to what was going to 
happen … 

 
Yuyu 

… and you've got to keep looking, glancing … 
 

Sarah 
… exactly … and in some ways it closed the focus and distance between us because it was just 

about sensitivity to the other dancers … we had this connection wherever we were in the 
space, even when we were a big distance away from each other … and we could just pick up 

on each others’ energy and do something … and suddenly burst out of something and then be 
really still … 

 
Yuyu 

… I think towards the end, I felt like we found a common rhythm … I don't know if you noticed 
that … at one point I tried to break it, but it was quite hard because it's much easier when 

someone initiates something, to just join in …  
 

Tara 
… for me, I’ve not danced like that for a long time … I took different things that I saw and then 

represented them in a different way … but it was mostly the timing structure that I enjoyed 
responding to … drops and falls, kicks and cuts and those kinds of things … it reminded me of 

a contact duet, but with no physical contact …  
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Sarah 

… or a conversation, but one that’s at the same level … it's not one person whispering and 
one person shouting, it’s give and take … it's like you're agreeing and going 'Yeah, yeah, or 

maybe we'll try this' … and the other goes, ‘Yeah, okay, that's quite interesting, now what 
about this?' … 

 
Yuyu 

… because it's the first time we’ve worked together, we really don't know each other … and so 
I was noticing how different we all are … and then because we’re taking inspiration from each 

other, it gives us more to work with and helps generate new ideas … so for example you might 
do a movement like this … [puts hand to face] … and so I use that to do this … [she leans to 

side] … and so on … 
 

Sarah 
… it was quite a good exercise for that, wasn't it? …  what I found interesting was that I could 
get the energy, and the idea behind the shapes you were making by only glancing at you for a 

second … I didn't have to analyse it, a really quick first impression was enough … and then, 
because we’re sort of mirroring and reflecting each other in movement, it all grows as a whole 

… you're always part of it, even if for a minute you might think 'What do I do?' … just a little 
glance at someone else and, ‘Oh yeah, this is what we're doing’, and then you’re back into it … 

 
Yuyu 

… because the focus is other people, you take their style into your body, and so then it 
becomes different anyway … but overall, it's quite gentle … actually, I think it might be quite 

interesting if someone was shouting while someone was whispering … 
 

(Tara Baker, Sarah Richter Rose, Yuyu Rau, studio session, 28/5/2012) 

 
movement-as-paradox 

• movement tries to be the same as itself and different at the same time 
 

The notion of movement being the same as itself and not the same as itself can be interpreted 

in many different ways. Some interpretations arising from the project’s studio work include 

ideas such as the movement accepting or rejecting itself, staying the same or becoming 

radically different, feeling itself to be old or on the other hand very new, or that it is both 

symmetrical and/or asymmetrical, there are no shortage of ideas along this line of thinking. Any 

and all of these themes can be used as movement tasks in the movement-as-paradox 

improvisations, with the added pressure and challenge, of course, that the oppositional states 

be done simultaneously. This request will often produce skepticism: 

 

… I’ve no idea how I’m going to do that … it's hard, I wouldn’t 
even know where to start … it's like stillness and movement are 

physical things, but movement being part of itself and not is 
something that doesn't really exist, if you know what I mean? … 

 
(Kayleigh Crouch, studio session, 14/11/2009) 
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The initial resistance and confusion that these paradox tasks produce is followed by a level of 

physical engagement that can be fascinating to observe. My description of the movement is 

that it contains a kind of tensile futility laced with faith, a faith fuelled by a perseverance that is 

undaunted by ongoing defeat. The bonus, for an investigation that seeks to confuse familiar 

dance patterns and languages, is that the kinetic landscape in these movement-as-paradox 

exercises is always ‘raw’. Plus, participants confess to a heightened state of kinetic sensitivity. 
 

 
… it’s so confusing … passing between the modes … the 

words are escaping me … all your decisions … it's like, 'what 
do I do next?' … you're constantly moving but your mind can’t 
figure it out … in spite of that though, it does make you hyper-

aware or really sensitive to what you’re doing and what  
you've just done … 

 
(Tara Baker, studio session, 1/5/2012) 

 
 
Amongst the various investigative possibilities that apply paradox-driven movement tasks to 

same-not-same, the peak of these experiments for the research proved to be the examination 

of symmetry and asymmetry. In reading I had been doing concerning Complexity and Chaos 

Theory, a concept immediately sparked my interest for its relevance to the studio work’s 

kinetic analysis of same-not-same. In Jeffrey Bell’s book Philosophy at the Edge of Chaos: 

Gilles Deleuze and the Philosophy of Difference (2006), he speaks of a “cascade of bifurcations 

poised between order and chaos” (p. 203), this phrase immediately grabbed my imagination.  

‘Bifurcation’, divides or splits a thing into two branches or parts. This is, of course, the 

structure of paradox, as well as that of  same-not-same. 

At the place where the bifurcation split starts, an energy or flow hesitates or hovers 

momentarily, before choosing one path or the other. I was curious to see what would happen if 

this picture in my mind of a hovering point between chaos and order was translated into 

movement, specifically through an exploration of the split between ‘high symmetry’ (order) and 

‘low symmetry’ (chaos). (I borrow the term ‘low symmetry’ from Complexity Theory and prefer 

it to ‘asymmetry’, which is the more common term to use in dance. ‘Low/High symmetry’ also 

seems to suit a human body, which is anatomically symmetrical in its bilateral divide, but less 

so in its movement).  

The last of the movement-as-paradox exercises, therefore, poses the question:  
 

• How would you move if you were in a state of both high symmetry and low 
symmetry at the same time?  

 

Tara’s response to this task, although not being able to achieve it, made her lean more towards 

the ‘high symmetry’ end of the spectrum as she was finding levels of appreciation and subtlety 

there that she had not experienced before: 
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… I quite like that … I kind of like the whole idea of symmetry 

itself … it made me feel quite centred … quite calm in my 
movement … everything was really swish and clean and 

together … I picked up on little details in the high symmetry, 
where everything was the same … and then‚ to bring in the low 

symmetry‚ I just tweaked a little detail … and I found 
everything was really delicate … it was my extremities that did 

all the moving, rather than inside … it was just little 
adjustments … like just now I had my hands on the floor … but 
I just had my little finger sticking out … it was kind of like a nod 

towards the low symmetry … I wasn't thinking chaotic‚ it was 
almost like a little bit of disjointedness was all I needed …  

 
(Tara Baker, studio session, 1/5/2012) 

 
 

Experientially, for me, this high-symmetry/low-symmetry bifurcation exercise is profound. It 

resides comfortably in a zone between tacit knowledge and overt expression, unconsciously 

drawing on and utilizing all the research’s data and all the information and understanding that 

has been collected from its well–studied stock of SocioKinetic-Principles, without having to 

consciously think about any of these, while at the same time creating a simplicity of immersed 

absorption that feels as though the improvisation is endless in its ability to string together and 

construct unique movement threads. As a practitioner, I came to the opinion that same-not-

same finds its most refined and complete form of expression in this potent bifurcation 

technique and experience. 

 

 

spatio-anatomical placement in Kinetic-bodyMAP 

In the bodymAPP’s schematic, same-not-same has its primary position in the split symmetry 

of the two halves of the body. Further mapping places it in the phenomenon of repetition in all 

its literal, psychological and kinetic forms and variations. 

 

_________________________________________ 
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concluding statement regarding the practical work 

With regard to the practical research outlined in this chapter and in Chapter 4, numerous 

exercises have been given, all of which (and many others not mentioned) were devised in the 

studio processes. Those that have been provided here are merely a sample of the type and 

range of tasks and approaches that this work makes possible. It is in the nature of a system 

that is based around improvisation to also be improvisatory and creative with its methods. 

Hence, the exercises here are not prescriptive or final, they are meant as examples of what is 

possible, or as stepping off points for further exploration and development. 

The suggested approach, therefore, is for anyone choosing to work with this system to 

customise it to their circumstance and needs. In this way, the bodymAPP is not only 

productive in terms of movement outcomes, but encourages discovery of new methods for 

working with it, which subsequently proliferates a diversity of techniques and avenues for 

entering kinetic landscapes beyond those given here. And so, as has been mentioned 

elsewhere, inventive ownership of the methods for working with the bodymAPP and the SKPs 

is recommended.  

 

_________________________________________ 
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C H A P T E R    6 
K I  N E T I  C  -  b o d y m A P P 

 

Ally yourself that closely with your tactically posed surround that it 
reads as the perimeter of your extended body. 

(Gins and Arakawa, 2002, p. 98) 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 18:   SocioKinetic-bodymAPP 
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I feel as a whole method this is useful to use because as a 
dancer all this vocabulary is in there deep down, but often very 

much forgotten about ... seeing it as a diagramme like this 
makes you explore and remember how many possibilities there 

are in the body, movement, mind and thinking ... 

... also I felt more of a spiritual sense of moving with this format 
... it makes me listen to my body and initiate things more 

clearly and more honestly ... 

(Danielle Tyrer, bodymAPP journal entry, 2012)  

 

In this chapter the rationale and principles underlying the operation of the Kinetic-bodymAPP 

(BM) will be explored, and its processes explained. Firstly, however, I mention two influences 

that helped contribute to the bodymAPP’s embodied structure and understanding, Madeline 

Gins and Arakawa’s (2002) ‘architectural body’ and Drew Leder’s (1990) concept of 

‘phenomenological anatomy’. 
 

 

Gins and Arakawa’s ‘architectural body’ 

The distinctly original notion of an ‘architectural body’, conceived by artists and 

architecturalists, Gins and Arakawa, as depicted in their 2002 book of the same name, has 

ingrained itself into this project’s bodymAPP and its methods of application. This research, in 

many respects, re-appropriates and amplifies their key ideas, theories and concepts regarding 

the human subject/body as ‘biomorphically architected’ into their surrounds (to use my own 

way of paraphrasing their view).  

For Gins and Arakawa (this will be condensed to ‘G. & A.’ from now on), movement and action 

is central to their whole conceptual framework, starting with the environment, about which they 

state: “Preexisting those who enter them, architectural surrounds stand as elaborately 

structured pretexts for action” (Gins and Arakawa, 2002, pp. 41-42). Like the crouched runner 

at the start of a race, they call this, “architecture at the ready” (Gins and Arakawa, 2002, pp. 

41-42). This readiness is for human occupancy whose entrance into an environment organically 

completes the picture, one that is holistically interconnected to such a degree that no part of 

the body/architecture/environment formula is removable or possible without the others.  

To capture the deeply entrenched, structural symbiosis of the world as they see it, G. & A. use 

anti-Cartesian allusions, hyphenations (a strategy borrowed by this research in coining the 

phrase, SocioKinetic-bodymAPP, and in the naming of the SKPs), as well as the further textual 

device of placing key linking words between other words. The example below of the word 

‘organism’ demonstrates how its central positioning casts its net over the whole image to make 

three separate elements into a single, holistic entity:  
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Environment-organism-person is all that is the case. Isolating persons from 
their architectural surrounds leads to a dualism no less pernicious than that 
of mind and body.  

(Gins and Arakawa, 2002, p. 44) 

The research’s SocioKinetic-Principles are ‘spatio-anatomical’ in a way that reflects G. & A.’s 

symbiotics, making the triad ‘environment-movement-body’ (to borrow their word-linking 

technique) equally as inseparable in the bodymAPP system. This kinetic coextensivity between 

a person and their surroundings is the bodymAPP’s overriding identity, motif and mode of 

operation. One particular sentence in G. & A’s. writings exerted a strong influence on the 

research in this regard; the uniqueness of their biomorphic body/space conception, as later 

adopted by the BM, is clearly expressed by the observation: “Similarly to how she flexes her 

muscles, a person flexes her surrounds” (Gins and Arakawa, 2002, pp. 39-40).  

In the ‘flexing muscles, flexing surrounds’ example just given, this analogy makes its way into 

two SKPs, space-against and ratios-of-control. The decision for the human joints to be the 

primary location and insignia for ratios-of-control in the bodymAPP’s cartography is because 

human joints find their counterpart in environmental layouts in such things as corners, 

roundabouts, intersections (the elbow-joints of the street), and all the many other aspects of 

external reality that deflect, alter and control (‘control’ is also force, namely space-against) the 

directional flow of movement, pedestrian and otherwise. Conflating an action, such as bending 

the elbow, with things like opening doors and windows on their ‘flexed’ hinges, or the hooked 

trajectory of rounding a corner, indicates not only the conceptual foundation of the BM, but the 

spatio-anatomical manner by which all its SocioKinetic-Principles function. 

A further example of the parallels and influences just described can be seen in the following, 

which also plants the seed for the practical research’s idea of a cartography that 

simultaneously maps the SKPs onto the body and its surroundings. I have italicised words and 

phrases that for me enhance the sense that G. & A. generate of an immersive symbiosis 

between person and place that is ‘in-habituated’ by kinetic actions and forces: 

Repeatedly, incessantly, a person surrounds herself by conforming in a 
particular set of ways to what surrounds her. Constrained by her 
environment, she proceeds to piece together an architectural surround that 
maps onto the one within which she finds herself.  

(Gins and Arakawa, 2002, p. 40) 

The bio-conceptual mapping described above is replicated by the bodymAPP’s spatio-

anatomical structure and its function as a guide to familiar kinetic forces found in relation to 

how we inhabit and habituate environments. G. & A. continue, again with an emphasis on the 

key role of a kinetic perspective and dynamic: 
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Having once begun to architect their surroundings, human beings never stop. A 
person turns a desert or a forest into an architectural surround by how she 
moves through it. Advancing and cutting paths, fending for herself and 
defending herself, she uses her limbs to erect enclosures or break them. That 
which has been architected blocks, guides, facilitates, comforts, contains, or 
suggests containing.  

(Gins and Arakawa, 2002, p. 44, emphasis added) 

This analogy and depiction of fundamental human habitation processes is infiltrated in its 

language by many of the SKPs extracted by my analysis of everyday pedestrian activity. In this 

regard, a deconstruction of the above quotation reveals: cut-slice > “advancing and cutting 

paths”; make-space > “erect enclosures”; cross-flux > “breaks them”; avoid-detour > 

“blocks”; ratios-of-control > “guides”; sanctified-touch > “comforts”; make-space > 

“contains, or suggests containing”.  

Finally, mention must be made of one of G. & A.’s concepts that had an impact on me that was 

considerably greater than a first reading of it made me aware (this is similar, I might add to the 

way pedestrian movement also had a delayed affect on my empirical engagement with it). In 

what follows, I was drawn back to the phrase ‘hesitancy in abundance’: 

… even the most surefooted, self-confident person brings hesitancy in 
abundance to her relationship with an architectural surround, for part of being 
a person is to feel uncertain in regard to and tentative about what comes next. 
Tentativeness, which produces out of its own generative chaos the possibility 
of a firm or definite sense of things, needs to receive directions. 

(Gins and Arakawa, 2002, p. 45) 

What fascinated me was the link that was being established here between ‘surefooted’ and 

‘hesitancy’. The SKP that bears directly on the ideas expressed above concerning the 

‘hesitantly surefooted’ is cross-flux and G. & A. reveal considerable subtlety in its 

understanding.  

Cross-flux in this research is everything on the side of uncertainty and unpredictability, but G. 

& A. show it to be an underlying psychological condition that ‘reality’ engenders, summed up 

accurately as the ubiquitous/coterminous presence of ‘hesitancy’ and ‘tentativeness’ even 

when we are confident and ‘surefooted’. Ultimately, in the above, G. & A. make ‘ubiquitous 

uncertainty’ a defining characteristic of ‘being a person’, whose possession of an ‘architectural 

body’ inherently provides tentativeness with the directives it needs. When applied to the 

bodymAPP, this also, like G. & A’s ‘architectural body’, supplies directives and possibilities to 

the dance improviser who adopts it. 

There is much more that can be said about the strong links and influences that came from 

these writers, however, I believe those that have been mentioned above sufficiently reveal 

some of the more salient points. What I have found illuminating in G. & A.’s ideas is the way 
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their conceptual perspective alters familiar ways of thinking about everyday spatial motility and 

inhabitation, which is exactly my own agenda in this project’s central investigative attack on 

habitual processes in dance.  

My efforts at finding new terminology and new ways of re-describing kinetic principles in 

pedestrian activity for the benefit of my daily practice, therefore, are aligned to G. & A. similarly 

re-articulating the status quo between movement, architecture and occupancy in their field. 

This is about looking at what people are already doing, rather than describing something new, 

but making the description and the way of viewing it new. In return, these altered viewing and 

describing techniques inspire new ways of moving and new ways of occupying space. 
 

 

Drew Leder’s ‘phenomenological anatomy’ 

The human body is the experiential template over which the bodymAPP is superimposed, the 

two forming an interactive unit (see Fig. 18, p. 168). Drew Leder (1990) depicts the human 

body, or more importantly, the ‘lived body’ in the following way: 

I have characterized the lived body as an ecstatic/recessive being, engaged 
both in a leaping out and a falling back. Through its sensorimotor surface it 
projects outward to the world. At the same time it recedes from its own 
apprehension into anonymous visceral depths. The body is never a simple 
presence, but that which is away from itself, a being of difference and 
absence.  

(Leder, 1990, p. 103) 

This lays the foundations for understanding the way the bodymAPP functions and is designed, 

particularly in terms of its own extensive/intensive capacities, which is equivalent to Leder’s 

‘ecstatic/recessive’ continuum mentioned above. From positional-primacy and ratios-of-

control with their internal locations in the bones and skeletal system (the intensive/recessive 

end of the scale), to the ‘sensorimotor surface’ represented by a cluster of SKP’s (sancitified-

touch, space-against, cut-slice), to make-space and common-ground, whose embrace 

start with immediate space and extend to the outermost shell of the surrounding world (the 

ecstatic/extensive perspective) – the bodymAPP’s scattered SKPs make it that which is 

similarly ‘away from itself’. Depth disappearance in the hidden visceral/physiological 

dimensions of the body, spatial areas and contents beyond physical reach, yet within the 

scope of visual perception, these are the bodymAPP’s bookends, and compressed between 

them, the flesh and blood of our kinespheric presence and form. Leder calls the lived body a 

‘phenomenological anatomy’, which, from the description just given, is a term that is 

appropriate(d) for the bodymAPP also.  

Concerning our motor capacities and  “involvement with the world”, the bodymAPP deploys its 

full extent and range of ecstatic-recessive capacities by encompassing the “two complemental 
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series: focal-background, surface-depth” (Leder, 1990, p. 91). This ‘focal-background, surface-

depth’ allusion helps articulate the interconnection of two horizons, or two spheres, one sitting 

like a Russian doll inside the other, around which the bodymAPP revolves and is modeled (see 

Fig. 20, p. 179). These may also be referred to as the ‘horizon of the world’ (borrowing from 

Heidegger’s phenomenology) and the ‘horizon of the skin’ (my own notion). The first materially 

contains the second, while, the latter, in a reversal, embraces and contains its ‘world horizon 

container’ perceptually.  

In the schema of the bodymAPP, the focal-background pair refers to that, or the things, which 

we focus on externally, sitting within their own background, one that is usually blurred or 

unnoticed (as background). The surface-depth pair indicates the skin as the surface of the 

smaller sphere (the body) surrounding the contents of its visceral depths and organs, which 

form an internal background that, like its external counterpart, is similarly blurred and invisible 

(to sensation and awareness). The bodymAPP in its practical application is actively aware of 

the simultaneity of these two spheres at all times, and only functions in a complete sense when 

both these blurred horizons can be sensed and acknowledged at the extremities of its 

cartography and embrace. 

Leder observes that “human awareness can seem most disembodied when the deep 

connection between perception and movement is broken” (Leder, 1990, pp. 116-117). 

Although he posits this as the cause, on a sensation level, for the famous mind-body split of 

Descartes, a cause rooted in the “depth disappearance [of our] anonymous visceral functions” 

(Leder, 1990, pp. 116-117), a role of the bodymAPP is to re-sensitise us to our embodied 

condition and our Cartesian sensation gaps. 

*** 

I now turn to a fuller description of the Kinetic-bodymAPP and its manner of application as an 

improvisation tool. 
 

 

 

preliminary description of the Kinetic-bodymAPP 

The Kinetic-bodymAPP is intended primarily as a holistic tool for the exploration and creation 

of movement. It is envisaged as an embodied, spatio-anatomical ‘bodysuit’ that consists of 

eleven SocioKinetic-Principles extracted from the observation of everyday pedestrian 

movement. The BM expands in a layered fashion from the human skeleton outwards to include 

external objects and the environmental surround. Each layer represents one of the eleven 

SKPs, which are arranged and overlaid in an imbricational fashion. Customised by the abilities 

of its users, the bodymAPP furthers and enhances understanding of both everyday movement 

and dance, and offers methods for deeper and more complex kinetic and proprioceptive 
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experiences. 

The BM is the result of movement and dance investigations that were undertaken on my own 

body and with dancers in a studio-lab scenario. The practical research took place in three 

stages. The first was an observation phase involving the participant-observation of pedestrians 

in a public street from which sociokinetic data was collected and analysed. This led to the 

formulation of the SocioKinetic-Principles that form the basis of the BM. The second was the 

studio-lab phase during which dancers investigated, with me, the kinetic data and SKPs in a 

context of dance. The final stage saw the construction and testing of the BM in the studio, and 

also explored its potential as an improvisation tool for choreographic/performance 

experimentation.  

Examples of the manner in which the eleven SKPs were examined in the studio have been 

outlined in some detail in Chapters 3 and 5. On their own, they comprise a diverse range of 

pathways into movement that expand its explorative scope and practical range. However, 

without a system to combine them together in some logistical way, simply using and exploring 

the SKPs as discrete, stand-alone components, raises various difficulties and limitations, as 

summarised below:  
 

• the SKPs, in isolation, are relatively one-dimensional and mono-thematic; 

• maintaining just one quality of movement, or one SKP, is limited and repetitive, in 
spite of the numerous explorative and thematic approaches that are available and 
investigatively possible; 

• retaining eleven SKPs, with their diverse array of applications and meanings, is too 
difficult a memory task; 

• combining the SKPs so that they interact with one another becomes arbitrary and 
direction-less without some sort of framework or system as guidance. 

 

The issues listed above are resolved by the systemic approach provided by the BM as follows: 
 

• the BM provides a form of guidance and a rationale for mixing and combining the 
SKPs in various ways; 

• it supplies a new structural setting that functionally replicates the environment from 
which the SKPs were originally taken; 

• the system enables the original intricacies and dynamics observed between the 
SKPs to be re-established and accessed;  

• the BM assists and facilitates memorisation.  
 

One reason for contemplating a systematic framework that could combine the SKPs in a 

logistically cohesive fashion arose from a desire to overcome a sense of randomness when 

working with them in the studio. Prior to the creation of the BM, the studio sessions 

experimented with mixing the SKPs in different combinations, however, these attempts felt 

arbitrary. It was clear that some kind of guidance or rationale was needed to influence and 
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direct their investigation. Furthermore, a piecemeal approach ran counter to the original 

environment and conditions in the everyday world, inasmuch as the SKPs in their ‘natural’ 

setting are always tailored and conditioned by the needs of task-focused circumstances and 

objectives. Task-based, everyday scenarios intrinsically determine and control which SKPs are 

activated and in what manner, combination and degree, making them instrumental and 

subordinate to wider, external concerns. In other words, the SKPs in everyday life are never a 

means to their own end, as is the case in the studio when a research spotlight is directed 

solely at their individual objectification and study.  

Fundamentally, in the landscape of everyday life, ordinary movement is environmentally and 

communally coordinated. The actions of pedestrians and their adoption of the sociokinetic 

rules of the street are so deeply ingrained that they are ‘second nature’. Sociokinetic 

manoeuvres are coded actions that signal and share specific kinds of kinetic and intentional 

information. Behavioural/kinetic codes such as these enable cooperation and collectively 

comprise an integrated system for human movement that enables it to successfully function in 

public environments. Also, everyday movement principles in everyday life interconnect to form 

a sociokinetic system. The diagramme below (Fig. 19) endeavours to capture the SKPs 

systemic, real-world application. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 19:    Theoretical systematisation of the 11 SocioKinetic-Principles in everyday life 

This tree-shaped diagramme (Fig. 19) represents an attempt to create a sociokinetic system 

comprised of the eleven SKPs and is analogous to an hourglass with regard to its directional 
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flow and compositional energy. The four, vertical clusters of paired SKPs at the top interact 

with one another and are divided into two layers: the top layer indicates kinetic actions that 

create an effect in the environment through their corresponding partners in the second layer. 

The corresponding symbols to the far right signify that movement is perceived as flow (wave-

like), and environment as construction (a zigzag). In the bodymAPP the accumulation of all 

these  paired  clusters forms an equilibrium state of balance-order, which stands as the 

fulcrum of the middle layer (the symbol on the right references the alignment and interweaving 

of movement and environment). The function here is one of coordination and balance, like a 

juggling act, and the channeling of everything above into outcomes below (represented by the 

funnel symbol). The next layer, cross-flux, represents the contingent nature of ‘reality’, its 

symbol signifies that the continuum of real-time is erratic and unpredictable.  

Finally, the base layer, same-not-same, is the everyday world formed by all the elements 

above it. It sits as the foundation and is the root from which all else extends in a ‘tree of life’ 

fashion. The corresponding symbol for this layer is perforated, like day and night, heartbeats, 

the in and out of breathing, life and death, and so on. The accompanying word ‘identity’ is 

used to indicate that same-not-same embraces the ‘scenic’ (or ‘seen’-ic) dimension. The 

latter refers to the visible and tangible actualities that individuate one thing from another, and 

that it is in the nature of existence to be simultaneously closed and open (or as sociologist Ben 

Highmore (2002) might put it, to exceed our ability to fully embrace it). The narrative unfolding 

across the top of the diagramme reads from left to right and reveals separate human figures 

gradually being drawn towards each other to eventually connect and negotiate, bringing with 

them their particular identities and capacities. This same narrative also reads from right to left 

as a mechanism and dynamic for disunity. 

The ‘tree of life’ diagramme was an early attempt at organising the SKPs into a system that 

recognised relationships between them. As such it was a first prototype and inspiration for the 

project’s Kinetic-bodymAPP. Although the diagramme constructs a framework out of the 

eleven everyday movement principles, its purely conceptual format required further 

development for it to be adopted as a model for an embodied dance and movement practice. 

Given the issues mentioned earlier (mono-thematic simplicity, arbitrary combinations, memory 

challenges, etc.) that arose from the practical study of the SKPs in the studio, the search for a 

more suitable model asked:  
 

• How might a memory-friendly and cohesively logical system for combining the 

SocioKinetic-Principles be devised that integrates them in a manner similar to 

everyday movement and life? 

 

The success of the bodymAPP, by comparison to the ‘tree of life’ diagramme, lies in its 

arranging of the SKPs in a way that effectively translates concept and theory into practice. The 
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critical factor here is the BM’s targeted area of operation: dance and movement-making, and 

its embodied application by dance and performance practitioners. For this, it possesses a 

holistic, body-friendly structure that provides easy access to the SKPs for their investigation 

and creative freedom/application. As a unit or a whole, the Kinetic-bodymAPP functions as a 

twelfth SocioKinetic-Principle.  

 

*** 

This chapter now outlines various methods by which the Kinetic-bodymAPP is able to be used. 

It reviews and rationalises how the eleven SocioKinetic-Principles are spatio-anatomically 

organised and accessed. The following improvisation exercises and tasks from the studio work 

outline a process for learning and working with the BM. They effectively fulfill the research 

project’s desire to challenge and liberate habitual dance practices.  

 

__________________________________________ 
 

 

Kinetic-bodymAPP’s structure 

 

A motivation for devising a framework that could organise the SocioKinetic-Principles in a 

cohesively integrated manner came from the need to create a mnemonic technique to help the 

participant dancers and myself more easily remember them (and all their varied attributes). 

Adjacent to this, and without wishing to restrict the SKPs freedom to interact with each other, 

was the desire to establish networks and patterns between them that also provided non-

random levels of engagement and interaction. Influenced by these thoughts and motives, the 

following questions lie at the foundation of the Kinetic-bodymAPP’s formation and structure:   

 

• What would happen if, in order to assist memory, the SKPs were attached to different 
parts of the human body (the string tied around finger technique)?   

 
• Furthermore, might it be possible for SKPs to be assigned to parts of the body based 

on a unique, defining characteristic that is common to both the body part and the 
SKP? 

 

The diagramme of the bodymAPP at the start of this chapter (Fig. 18, p. 168) shows the 

mapping/attaching of the eleven SKPs to associated parts and aspects in the human body and 

its spatial environment. The addition of the hyphenated preposition, ‘spatio-’ in this project’s 

central use of the word ‘spatio-anatomical’ indicates that the mapping extends outside the 

body to embrace environmental elements. This inclusion of the area and objects surrounding 

the body recognises the latter’s anatomical and kinetic inter-connections with its external 
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concerns and involvements in the world. Importantly, the BM’s spatio-anatomical structure 

establishes a crucial overlap and link between the body and its environment that establishes an 

inseparable symbiosis and inter-dependency between them. This expanded anatomical 

cartography re-enlivens a dancer’s somatic awareness as a spatial being.  
 

... one of the essential things that the bodymAPP does is make you think 
about and view dance from an inside view as well as an outside one ... 

and so I am getting a grip on the duality of focus in the bodymAPP – 
inside and out – and with the interaction with space and environment ... it 

made me think of ‘projected’ and ‘absorbed’ energies ... 

... it’s a bit like using a lens to zoom in and out of a category... sometimes 
it takes up the whole viewfinder and you ONLY think of your muscles’ 

force and the space in relation to you ... or you see the forces and 
energies as much more impersonal or general – like an unstoppable wave 

of time that fills the whole room and doesn’t really care about you ... 

(Sarah Richter Rose, bodymAPP journal entry, 26/5/2012) 

Such a spatio-anatomical mapping exercise, as mentioned previously, provides a 

person/dancer with two perimeters of equal perceptual and kinetic value to work with: the first 

is the familiar boundary zone of the skin, and the second is the enveloping perimeter of the 

surrounding environment (with its multitude of variously distanced sub-perimeters in the form 

of walls, ceilings, objects, natural formations, sky, and every other kind of obstructed, 

delineated or bounded space). Within these two shells, marking a subject’s inner and outer 

modes of existence, the eleven SKPs are dotted and reside.  

The diagramme on the following page (Fig. 20) is another way of depicting the bodymAPP that 

shows the locations of the SKPs relative to the two enclosing shells just noted; its inside circle 

representing our coating/horizon of skin and the outside circle that of the environment, the 

world horizon.  

The triangle in the centre, facing upwards, depicts the three SKPs that have been mapped 

inside the human body - positional-primacy (the skeleton and bones), ratios-of-control (the 

joints), space-against (muscle). The larger triangle pointing down contains the SKPs 

positioned in the environment - avoid-detour (empty space), common-ground (objects, 

proximities), make-space (frames, circularity, volume). The upward facing orientation of the 

smaller triangle is the upright human frame, while the larger triangle’s downward orientation is 

the gravitational force that pins us to the earth.  

The larger circle’s double layer represents balance-order and is another ‘universal’ factor (like 

gravity) that positions any and every thing/entity/object between its own sides (the two 

halves/sides of the human body achieve physical balance through their coordinated counter-

adjustments). The smaller circle’s double layer depicts the SKPs, sanctified-touch (sensation, 

nerves) and cut-slice (skin, the body’s bladed edge/circumference). The SKP, cross-flux 
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(disruption, movement, change) is the opposite facing arrows in the bigger and smaller circles; 

this refers to the observation that motion in the world relies on an opposing spatial dynamic for 

its success, for instance, when walking towards a thing, if I am to reach it, the motion of the 

thing must be directly contrary/oppositional to my own, its trajectory must be coming towards 

me. The last SKP, same-not-same (repetition, cyclical events), is represented by there being 

two of everything - two triangles, two circles (also split into two), opposing arrows - in 

reference to a symbiotic microcosm/macrocosm relationship/correspondence between person 

and world. Finally, the diagramme, and the bodymAPP itself, is anthropocentrically centered 

(like Da Vinci’s Vetruvian Man) because it is designed on and for the human form. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 
 

 
 
 

Fig. 20:  Circular diagramme of the Kinetic-bodymAPP 

The following table (Fig. 21) offers a short rationale and summary for the mapping of each of 

the SKPs. The bodymAPP’s identity as a spatially-symbiotic, kinetic garment emphasises its 
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experiential nature and purpose. The process of operating it, then, is about physically engaging 

with such things as the moving of bones; the gaps and angularity of joints; the intensities of 

muscle; the sensations from nerves; the edge-ness of the skin; the emptiness and freedom of 

space; the proximity of objects; the embrace of structures and actions; the mechanics of 

balance; the warping of movement; and the renewing of repetition. Furthermore, beyond the 

purely literal understanding and application of the spatio-anatomical terms in each of their 

internal and external forms listed below (‘bones’, ‘joints’, ‘muscles’, etc.), the fact that these 

words are enclosed in inverted commas directs the bodymAPP’s wearer to engage with their 

non-literal/metaphoric meanings as well. 

 

SKP 
SPATIO- 

ANATOMICAL 
LOCATION 

RATIONALE 

positional-primacy ‘bones’ 
the skeleton and bones hold primacy as a central core by 
and around which the rest of the body is positioned and 
constructed  

ratios-of-control ‘joints’ 
the joints are breaks in the bony structure that enable body 
parts to be bent, curved and twisted, making 
manoeuvrability and control possible  

space-against ‘muscles’ the force needed to make movement happen is represented 
and actualised by muscular energy and its functionality 

sanctified-touch ‘nerves’ touch and all the other human senses/sensations require 
nerve impulses to be consciously registered 

cut-slice ‘skin’ 
the skin is a division and an edge that separates bodies from 
their surrounds and is the surface that cuts human ‘form’ 
into and through space 

avoid-detour ‘space’ 
movement requires gaps and emptiness in which to operate 
and through which to orientate and direct itself (room to 
move) 

common-ground ‘proximity’  
objects of interest and affiliation draw movement through 
space towards them for the purposes of acquisition, 
manipulation, interaction, affiliation, etc. 

make-space ‘embrace’ 
movement frames and embraces space, from the grasping 
of an object with the hands or arms to the building of 
architectural enclosures 

balance-order ‘equilibrium’ 
left/right, front/back, top/bottom and the balance that comes 
from coordinating the body’s symmetrically bilateral 
polarities, sides, limbs, etc. 

cross-flux ‘change’  
unpredictable disruptions, plus the self-morphing nature of 
movement itself and its role as the dynamical cause of 
change 

same-not-same ‘repetition’ 

conditioned habits, repetitions, regularities, actions and 
cycles that form the bulk of what we ‘do’, movement-wise, 
daily; also that we are split-beings possessing bilateral 
anatomical symmetry whose two mirrored halves are 
kinetically connected and independent 

 

Fig. 21:   Table of the bodymAPP’s locations of its 11 SocioKinetic-Principles 

 

The choices made as to which SKP goes where in the bodymAPP are based on what I and the 

participants in this project experienced as having a commonsense ‘feel’ to them, that is on 
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experiential factors that emerged in the research process. Ongoing familiarity and practice with 

the system has deepened and confirmed this initial response and evaluation. Some of the 

associations are stronger than others, particularly those in the body that refer to specific 

physical objects such as ‘bones’, ‘joints’, ‘skin’, etc., by comparison to those outside of it, 

which are more concept related (near/far, enclosed, repetition, disruption, etc.). Nevertheless, 

as far as memory issues are concerned, attaching the SKPs spatio-anatomically as per the 

table above (Fig. 21) assists immeasurably in their recall.  

The bias that this research project has given to movement compels it to first examine all the 

SKPs in their most basic kinetic forms, prior to pursuing metaphorical and/or other more 

abstract conceptual directions. However, the bodymAPP’s foundation in literal movement can 

be unintentionally reductive, and can shut out wider vistas of meaning and inspiration if its user 

does not move beyond the system’s introductory/superficial form. To use an analogy, the 

structural simplicity of a trumpet produces musical complexity that is greater than its 

possession of only three valves might suggest. In a similar way, the bodymAPP, as a 

movement instrument, is also far more complex in its capacities and potential if links to the 

SKPs’ wider horizons are not prematurely closed off. 

The cautionary note just given concerning the BM’s reductive effect comes from an 

experiential analysis of what it first felt like to operate. The methodological and thematic variety 

and depth of data that emerged from exploring each of the SKPs individually was initially found 

to be squeezed out when they were simplistically linked in the BM to aspects of the body and 

its surroundings. As one node or zone among others dotted throughout the BM each of the 

SKPs finds that only its most basic kinetic identity makes its way to consciousness. There 

simply is not enough space in the brain to include the full thematic panorama that one SKP 

opens out to, let alone eleven of them all at once.  

Nevertheless, the 2-stage process suggested by this thesis, based on the studio investigations 

- namely, to thoroughly workshop the SKPs before learning the bodymAPP - is regarded as 

more productive than following the reverse procedure, which, by learning the BM first, with its 

simplistic reduction of each of the SKPs, is to begin the process with an abstract concept/map 

and delays the scope and benefits of a fuller movment-based understanding and depth. At the 

point of writing, the question of method, here, is still an open one, future work and feedback 

will help ascertain the most productive pedagogical approaches for learning the BM. 

 

*** 
 

The next section introduces concepts and exercises from the studio research that develop the 

Kinetic-bodymAPP from a basic to increasingly more complex levels of application. 

 

how to use the Kinetic-bodymAPP 
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The examination of kinetic stimuli in everyday pedestrian activity for the purpose of finding new 

methods of movement invention and exploration in dance is the principle reason for this 

research, as well as the practical intention and goal of the project’s devised Kinetic-

bodymAPP. The BM condenses data derived from everyday movement into the spatio-

anatomical coordinates of its structure. Its eleven SocioKinetic-Principles form conduits or 

nodes that provide access to their original use/function in everyday life, as well as 

corresponding to kinetic concepts and practices that are common to dance. This dance-

friendly aspect and component of the BM was noted by practitioners who test-ran it. Its 

information and content can, therefore, diverge in two directions – dance and everyday 

movement – both of which the system makes readily available. 

 

... I began to relate the components to things I have already 
experienced as a dancer … for me, most of the elements have 

some resonance in improvisation tasks that I have previously 
explored ... for example, with one of my tutors, we were 

working on the differences in thinking about muscle, skin or 
bone within our dancing ... we were also thinking about 

differences in feeling and effort ... 

 ... I have also done a lot of work with environment and space, 
so some of the bodymAPP elements remind me of this work ... 

the same-not-same and cross-flux components made me 
recall a previous choreographic process I worked on that dealt 

with repetition and disturbance or change ... 

... it is interesting to see how these elements, which have 
previously seemed separate to me, can be combined so 

comprehensively ... 

... one more thought about the project is the ‘humanness’ of it ... 
the fact that it is derived from pedestrians, human movement and 

instinctual patterns and behaviours also really interested me ... 

(Hayley Ovens, bodymAPP journal entry, 30/4/2012) 

 

As has been stated, the BM comfortably spans the kinetic contours and functions of both 

dance and life, and in many ways, to those who have trialled it, it feels ‘natural’ to each 

territory. Metaphorically speaking, the BM is a passport - a kinetic passport - that offers clear 

passage to both its domains (dance and life), having dual citizenship and shared ancestry 

between the two. Crucially, the BM, due to its three-dimensional nature as something that is 

put on and worn, is immersive, which is critical to both its successful operation and the proper 

understanding and potential, in practical terms, of the movement it generates. 

The BMs three-dimensionality encircles and invades the human body; its structure is in the 

form of an imbricated strata in that the SKPs are layered one against the other and extend out 
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from the centre of the body. The expanded mapping of the eleven SKPs places an emphasis 

on affinities and relative locations, allowing proximities and distances between them to 

influence the interactive combinations and possibilities that they embrace. The most important 

aspect of this wearable system, however, is that a dancer or movement practitioner is always 

in intimate contact with all the SKPs. Therefore, as an embodied state the BM and its contents 

are always immediate and are being accessed every time a person moves. All that needs 

adding to make the system functional is the relevant conceptual software and a willing and 

attentive proprioceptive curiosity and awareness.  

 

*** 

 

 

i/  k i n e t i c   scales 

 
When introducing the bodymAPP to a new dancer, once they have learnt the eleven 

SocioKinetic-Principles and have then been shown how they are mapped in and around the 

body, an exercise is introduced that works in a similar fashion to the way that a musical scale 

functions as a warm-up for a musician. This I refer to as a kinetic–scale, which is analogous to 

the sequence of a scale of musical notes, as it places the SKPs in a linear order spatio-

anatomically as follows: bones/positional-primacy | joints/ratios-of-control | muscle/space-

against | sensation/sanctified-touch | skin/cut-slice | space/avoid-detour | objects 

(proximity, etc.)/common-ground | frame (embrace, etc.)/make-space | equilibrium/balance-

order | disruption (change, etc.)/cross-flux | repetition (new-old, etc.)/same-not-same | (see 

Fig. 22 below).  

Other useful analogies for the structural dynamic of the diagramme below is that the expanding 

circles are like rippling waves in water, or like electron shells radiating out in their successive 

orbits from the nucleus of our skeletal core. Images such as these reinforce an experiential 

dimension of the SKPs; that of kinetic energy states that, by morphological overlaps and 

transitions, produce each of their varying qualities and distinctions. 

The kinetic-scale exercise simply involves commencing with positional-primacy and then 

spending a few minutes experiencing, exploring and attending to each SKP in the linear order 

shown below (Fig. 22). Running through the kinetic-scale as a warm-up involves working with 

the body parts and the movement attributes associated with each of the SKPs; this means that 

it starts with the bones, and then progresses in its trajectory through the joints, muscles, 

nerves and skin surface, exploring each one as a movement stimuli. The warm-up then moves 

out into the immediate space around the body and an exploration of the emptiness that allows 

movement to happen, followed by kinetic reactions to objects and their distances and 
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proximities, the presence of structural enclosures and the body’s encircling gestures. Physical 

balance is the next SKP explored, then on to disequilibrium and chaos, and finishes with 

same-not-same with its focus on repetitious actions, familiar movements, our bi-symmetrical 

anatomy and the everyday same-ness and/or difference of the surrounding world/location. 

Once the end has been reached, the order can be reversed back to its start. The time taken for 

each SKP in the kinetic-scale can be relatively short as it is designed to simply act as a warm-

up for the body and to help draw attention to the structure and layout of the bodymAPP. 

 

 

        Fig. 22:   The Kinetic-bodymAPP as expanding concentric circles 
 

As a cycle, the kinetic-scale is an aperture (to borrow an analogy from photography) that 

incrementally expands from closed to wide open back down to closed. From a subject position 

the experiential perspective and sensation follows the sequence: internal, external, internal (or 

the reverse if a person wants to start from the outside). One goes from being deeply inside 

oneself, taking note of deep and subtle and/or more forceful physical shifts, feeling states and 

changes in the body and its structure (for instance, the difference between moving the bones 

and moving the joints, or the bio-mechanical dimensions of muscle compared to the emotive 

characterisations and sensualities of sensation and the nervous system) to being distantly 

outside oneself, and noticing one’s kinetic responses to objects, details, structures, aspects, 

etc., of the surrounding location and environment.  

… the more into it I got, the more I began to develop a 
story/relationship connection to the environment around me 

and make responses to it … I like the idea of working from 
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inside to out of the body … 

(Tara Baker, bodymAPP journal entry, 30/4/2012) 
 

Done in this fashion, the scale constitutes a whistle-stop tour through all the SKPs, briefly 

touching on their most salient and basic thematic qualities and meanings. Subsequently longer 

times spent on each SKP enables wider concepts and experiential factors to be embraced. 

Frequent repetition of such explorations over time delivers cognitive and physical engagement 

with both the SKPs and the overall bodymAPP system itself, allowing personal and experiential 

movement understandings and insights to develop and expand. The BM deconstructs and 

exposes the diverse range of expressive, proprioceptive and qualitative facets in one’s 

movement palette, and use of the kinetic-scale effectively lays them out for exploration, 

familiarisation and play.  

 

*** 

 

Structurally and experientially, the SKPs can be grouped in the bodymAPP into the following 

categories: 

 i/  interoceptive  

� positional-primacy   bones 

� ratios-of-control   joints  

� space-against   muscle  

� sanctified-touch   sensation  

 

 ii/  exteroceptive  

� cut-slice   skin surface 

� avoid-detour    space  

� common-ground   near-far  

� make-space    include-exclude  

 

 iii/  proprioceptive  

� balance-order  balance 

� cross-flux  movement 

� same-not-same repetition 

Of the above qualifications; while exteroceptive refers to influences outside of the body, the 

distinction between interoceptive and proprioceptive, for practical purposes in this research, is 
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that the former indicates the internal sources listed above, and the latter refers to generalised 

kinetic states that are not fixed to any specific part of the body. Another important distinction is 

that the terms inner and outer, or body and environment, are separated at the BM’s 

introductory level only. The goal in later stages is to blur these distinctions so that the 

environment is perceived and experienced as an extension of the body, while the body, in turn, 

is internalising the other-ness of its out-there. The reason for dismantling the barrier in the BM 

between its internal and external aspects is to synergetically blend them as co-influencing 

resonances in one’s kinetic manoeuvres.  

 

 

 

 

 

 

 

 

 

 

  Fig. 23:   The kinetic-scale: cyclical, reversible, interchangeable 
 

In terms of the kinetic-scale (Fig.23), the order that is proposed above is one among many 

possible combinations and, although it has a sound physical logic, it is not being put forward 

as the only or best sequence for the arrangement of the SKPs. The purpose of the kinetic-scale 

is for it to be experientially viable and cohesive for those who use it. Experimentation with 

different orderings give rise to alternative sequential sensations and engagements with the BM 

system. For instance, another feasible arrangement that feels equally right, body-wise, is to 

take the three proprioceptive SKPs above (balance, movement, repetition) and place them 

between sensation (sanctified-touch) and skin surface (cut-slice). Alternatively, these can be 

placed at the start of the sequence so that the kinetic-scale commences with an exploration of 

physical balance, which is about ‘finding one’s feet’, or the SKPs could be reversed so that the 

whole cycle starts with same-not-same with our vertically split anatomy and 

acknowledgement of a ‘self-other’ nature to our constitution as the opening state, and so on. 

The bodymAPP practitioner/learner then takes ownership of the kinetic-scale exercise by 

tailoring the order of the SKPs to their own movement tastes, moods and curiosity, as well as 

establishing the freedom to keep doing so. 
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ii/      Combining the SKPs 

When the kinetic-scale exercise has been completed, with each of the SKPs physically and 

successively worked with, in each session greater explorative complexity is introduced, which 

involves combining the SKPs into composites of 2, 3 or 4, the latter combinations being 

analogous to  ‘chords’ in music.  

 

 k i n e t i c   pairs 

 
Pairing the SKPs in different combinations is the next development. There are numerous ways 

to create SKP pairings, from randomly to systematically. This too is open to individual devising 

and experimentation. One approach found to be effective in producing viable synergies 

between them makes use of a ripple technique. The image here is that of dropping a pebble 

into a pool, and of the way it then produces expanding circular waves (see Fig. 24, below). If, in 

the SKPs linear layout in the bodymAPP, the imagined pebble is dropped between the two that 

are positioned nearest and onto the skin, namely sanctified-touch and cut-slice, starting with 

these as the first pairing, the expanding circles will connect the next three inner SKPs with 

corresponding outer ones, as per the diagramme below. 

 
 

 

 

 

 

Fig. 24:   Linking SKPs through the ripple effect 
 

… with the pairing cut-slice and sanctified-touch‚ because 
they're associated with the skin and basically share the 

same body space‚ they make a lot of sense together and it 
felt quite easy to work with them as a pair … 

(Sarah Richter Rose, studio session, 19/5/2012) 
 

A rationale for choosing them as the centre of the rippling circles is that both of these SKPs - 

sanctified-touch and cut-slice - are dominant aspects of the skin. The skin is the interface 

between the body’s inside and outside, and so, Janus-like, its two sides simultaneously face in 

opposite directions. This makes it double-layered, hence the two SKPs already form a pair and 

become the centre point or fulcrum between our inner and outer worlds. This is in contrast to 
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positional-primacy, which, as ‘bone’, is positioned at the centres of both the body and the 

bodymAPP system, and so it is not a cross-road in the way that the skin is here being 

portrayed. In the above, however, the circles stop expanding in the outward direction at 

balance-order, leaving it, along with cross-flux and same-not-same, out of the picture. A 

resolution here is to pair balance-order with cross-flux, which acknowledges their already 

interconnected propensities and dynamic, and to leave same-not-same as it is, considering 

that it is already comprised of two different parts. These are then added to the rest to make a 

complete set.  

What is to be reiterated, however, is that this pairing exercise is merely one method out of 

many for combining the SKPs. Other processes and combinations will also produce kinetic 

insights and experiences that are of value to an investigative process seeking to generate new 

movement experiences and understandings. In order to systematically create other sets of 

combinations that vary from the one given above, but which use the same ripple technique, the 

centre point in the exercise can be placed between any two SKPs, whether consecutive or not, 

to produce interesting new pairings; a few of these are illustrated in the diagramme below (Fig. 

24) showing a number of different radiating waves.  

 

 

 

 

 

 

 

 

 

 

 

 

        Fig. 25:   Linking SKPs through the ripple effect (diagramme-2) 
 

The value of this exercise is that it offers a structured way of navigating the large number of 

possible interactive combinations between different SKPs. However, what actually occurs 

when two SKPs are partnered is not that they ‘interact’ as such, but that they co-actively 

create a composite or hybrid movement state out of their mixed qualities. These mixed states 

offer diverse and unique kinetic experiences. Given the quantity of possible SKP combinations, 
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the movement palette for a dancer to access and explore that has been formed by the BM and 

its pairing techniques, creates a kinetic colour-wheel (to use a painting/graphic arts analogy) 

that is exponentially large, richly hued and intricately variegated. Furthermore, this movement 

palette is ‘accessorised’ to the body, which means that, closer than an arm’s reach or a hair’s 

breadth away, it is available anywhere at any time.  

 

*** 

As a whole, the bodymAPP and its arsenal of data and techniques, like everyday life, is an 

inexhaustible resource with a potential for more extensive growth beyond what has been 

documented in these pages. Its body-based immediacy and application can be used to 

enhance diverse dance situations and will contribute insights that are of value to a dancer’s 

current concerns, be they technical, performative or choreographic.  
 

… the bodymAPP and its movement principles came into play 
during technique classes and in my choreographic work – I used 
it as a stimulus to get moving and generate material … I found I 

was mostly using make-space and ratios-of-control … 

(Tara Baker, bodymAPP journal entry, 7/5/2012) 
 

… the idea of joints really makes me think of right angles 
and how angled my body can be … I thought of my femur 
bone and how it is only the joint that moves me, the rest is 
fixed … I also thought of myself from a birds-eye view … I 

really became aware of where my body was/is in space and 
how my body responds to that openness of space … 

(Lauren Moore, bodymAPP journal entry, 9/4/2012) 
 

… I tried them out on a choreographed phrase and found that 
the principles are quite effective as tools for adding layers of 
interest and dynamic … I think I would use/think about them 

in the future if I was developing a phrase … they would act as 
tools to enhance a piece of ‘abstract movement’ … for 

example, a principle such as sanctified-touch adds another 
level to choreographed movement … in this case, thinking 

about the feeling of the skin adds an interesting intention to 
abstract movement … or cross-flux adds dynamic moments 

in a continuous phrase, while common-ground can create 
and change pathways, also adding focus … and so on …  

(Hayley Ovens, bodymAPP journal entry, 14/5/2012) 

 

*** 
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The studio work also used the bodymAPP to mix the SKPs in combinations of 3 and 4 to 

experiment with the possibility of making movement chords, as outlined below. 

 

 

 k i n e t i c   chords 
 

Before the formulation of the BM, while it was relatively easy for us to combine two SKPs, it 

was found to be extremely difficult to have three or more of them active in the body and in 

one’s consciousness at the same time. The BM’s structure alleviated this problem. This is due 

to the nature of the way the SKPs have been spatio-anatomically organised and made organic, 

which makes it possible to categorise them in groups. Consequently, activating any one group 

also activates and brings to mind its SKP members. All that is needed to make the SKPs 

function in a chord-like manner is simply to activate their container, alone.  

The divisions or chord-groups that the SKPs fall under in the BM have been identified and 

named as follows:    
 

• inside-lanes 

• outside-lanes 

• near-4 

• far-4 

• holy-trinity 
 

To understand and make use of the above categorical distinctions in the BM, they have been 

organised diagrammatically as a series of concentric circles, much as in the ripple technique 

mentioned earlier. This time, however, each circle represents an individual SKP, as per the 

series of images in the following pages. In the kinetic-chord diagrammes, the SKPs are 

assigned to ‘lanes’ (like runners’ lanes), with some of them situated inside the body and some 

on the outside of it. 

I have not included any quotations from the participant-dancers in the next section and have 

relied instead on very brief descriptions of my own experience of working with the kinetic-

chords. These help to distinguish them one from the other in terms of their complex 

kinaesthetic qualities and are backed by studio discussions and observations of the dancers. 

 

*** 
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�   INSIDE-LANES 

Four SKPs are positioned in the BM’s so-called ‘inside lanes’ (Fig. 26), these are: positional-

primacy (bones),  ratios-of-control (joints),  space-against (muscle), sanctified-touch 

(sensation). 

 

 

 

 

 

 

 

 

    Fig. 26:   bodymAPP’s ‘INSIDE-LANES’ 

 

Movement that focuses on the INSIDE-LANES has a quality that is totally internal. As a group, 

this combination contains an integrated and insular world of compacted possibility involving 

four quite different SKPs. When they are positioned together like this, they become cohesively 

interactive and function in a very integrated way. When doing movement improvisations that 

activate these four inside SKPs in unison as a kinetic-chord, because they are bounded and 

contained by the surrounding barrier of skin, their compressed proximity makes it easy to hold 

all four of them in mind simultaneously. They already, between them, constitute the internal  

assemblage of the body’s biomechanical and physiological parts and functions, so they are 

used to working and functioning together in a tightly synergistic fashion. Hence, the INSIDE-

LANES, as a kinetic-chord, can be described experientially as having an organic, kinaesthetic 

compactness that is of a sinuously/sensual, bone-manipulating, interiorly focussed harmonic. 

 

*** 
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�   OUTSIDE-LANES  

The ‘outside lanes’ in the BM’s topography contains the four SKPs that are consecutively 

layered on the outside of the body (Fig. 27), namely: cut-slice (skin), avoid-detour (space), 

common-ground (proximities), make-space (enclose): 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

      Fig. 27: bodymAPP’s ‘OUTSIDE-LANES’ 

The experiential focus with the OUTSIDE-LANES throws movement attention out of the body, 

and the skin this time barricades it from getting back in. But the body, in terms of direct 

sensation, is not completely banished, because the surface of the skin is actively engaged with 

the space, which, empty or otherwise, is constantly brushing up against it. The preposition ‘in’, 

in terms of the body being inside its surrounds, is the principle kinaesthetic focus in this SKP 

grouping. Collectively, the kinetic-chord that is struck by the simultaneous playing of these 

outwardly located SKPs is one of extended freedom, in contrast to the claustrophobic 

inwardness of the INSIDE-LANES. This extended quality pulls the spatial/motional elements of 

penetration, openness, orientation and circularity from each of the SKPs concerned, pressing 

them together into a blended kinetic sensation and language. Descriptions like this barely 

touch on the full kinaesthetic experience being described, due in part to how difficult it is to 

verbally articulate the nature and feeling of intricate movement of any kind.  

 

*** 
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�  NEAR-4  

In this grouping, titled NEAR-4, attention is on the two immediate SKPs on the inside and 

outside of the body (Fig. 28): space-against (muscle), sanctified-touch (sensation) - inside; 

cut-slice (skin), avoid-detour (space) - outside. 

 

 

Fig. 28:   bodymAPP’s ‘NEAR-4’ 
 

This SKP group is called ‘near’ because it sandwiches together muscle, sensation, skin and 

proximate space, all of which are near to the body’s surface. Having its feet equally planted on 

both sides of the inside/outside divide, makes this kinetic-chord a bridging one that combines 

key features of the previous two exercises (INSIDE-LANES, OUTSIDE LANES). Hence, given 

that the SKPs involving deeper/interior and distal/spatial factors are not present, the movement 

experience is both semi-interior and semi-exterior, equally. Using the inadequacies of 

movement description once again, the kinetic/experiential quality of NEAR-4 is of a kind of 

thickened superficiality. 

 
*** 
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�   FAR-4  

FAR-4 takes the two most interior SKPs and pairs them with the two most outlying ones, so 

attention is on the externally and internally distant nodes (Fig. 29), namely: positional-primacy 

(bones), ratios-of-control (joints) - internal pair; common-ground (toward/away), make-

space (surround) - external pair.  
 

 

 

 

 

 

 

 

 

 

Fig. 29:   bodymAPP’s ‘FAR-4’ 

 

The fourth group, FAR-4, unlike the previous ones, prises the SKP rings apart, as illustrated in 

the diagramme above. The kinetic-chord that is formed out of these four principles stretches 

movement across the extremities of an extended reach, the effect of which is to bracket an 

inactive and vacant middle (this refers to the SKPs that cluster around the skin). There is 

almost a dematerialised quality and sensation to this mix of elements. Removing the part of the 

BM that includes skin, nerves and muscle has the uncanny effect of removing the intimate 

warmth and presence of the body itself. Bones and joints exist in a visceral zone that makes 

them invisible to sensation (as per Leder’s observations earlier), and the abstract nature of 

spatial distance and enclosing horizons give this kinetic chord a distinctly ‘cold’ feel. In the 

poetic language of ‘weak speak’ (descriptively irrational and inadequate), FAR-4’s combination 

creates an interesting ethereal openness of kinetic engagement formed by an organically mute 

synergy/resonance between internal depth and external distance. 

 

*** 
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�   HOLY-TRINITY  

The last of these experiments in creating kinetic-chords out of multiple SKPs is called the 

HOLY-TRINITY. While diagrammatically they form the outer layers of the BM’s topographical 

design, in reality they infiltrate one’s whole kinetic constitution and cannot be placed into any 

fixed spatial coordinate. The whole body/world has equilibrium (balance-order), disequilibrium 

(cross-flux), and is cyclically continuous and ever-changing (same-not-same). Their placing 

around the outside indicates their all-pervasive nature/influence (hence the word ‘holy’ as an 

appellation).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 30: bodymAPP’s ‘HOLY-TRINITY’ 
 

The last group, HOLY-TRINITY, is a unique category as it cannot be qualified in the way that 

the other SKP-chords have been in terms of interior/exterior focal points and coordinates. The 

dynamic and nature of the movement experience these three SKPs engender when they are 

put together like this, is one that navigates a precipice between symmetry and asymmetry. This 

is a potent energy state in the moving body where kinetic forces move away and towards each 

other simultaneously. Engagement with this kinetic-chord almost brings in a metaphysical 

dimension with an existential schism/curiosity at its core: the body is simultaneously solid, 

centred and unified, a ‘cynosure’ coordinating the actions of its tendrilled limbs, as well as split 

down its middle into vertically anatomical halve-selves with each side mimicking, but more 

frequently not-mimicking, its other in a multi-directional concord of pliantly conducted limb 

asymmetry (in other words, a sensation of dancing!). 
 

*** 
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bodymAPP’s diagrammes and methods 
 

Diagrammes in this project, which piece together data from the entire period of the practical 

research, attempt to arrange elements in a cohesive and accessible manner. However, once 

created, instead of simply summarising an existing state of affairs in visual shorthand, they in 

turn become productive of new possibilities, applications and directions that were not 

previously apparent in the work. This is the manner in which they have functioned in this 

project. What has been fruitful in the research process has occurred because the BM has not 

been restricted to one diagrammatic form of representation. Each fresh depiction of the 

sociokinetic system expanded conceptual understandings and opened up an abundance of 

new ideas and developments for testing in the studio and for evolving the practical research.  

As noted earlier, the SKPs can be organised and systematised in any number of ways, all of 

which would offer different exploratory options and outcomes of value, and be distinguished by 

their own diagrammatic variants and forms. As such there are no definitive or perfect 

organisational strategies embedded in the system that are waiting to be found.  

There is an important note that can be added here; once the SKPs are firmly mapped into 

one’s consciousness and body, spontaneously linking them in any combination merely 

requires pressing their various kinaesthetic buttons, so to speak, to activate the desired 

movement result or combination. The work here is done in and by the body as a form of playful 

investigative improvisation. In contrast to this, a conceptual diagramme, approaches the same 

task from an objective rather than embodied perspective. It offers possibilities and instructions 

that have been arrived at by thought processes and abstractions. Both are of value and offer 

results and insights that are equally productive.  

The preferred method, however, is to make connections and discover processes when using 

the BM that are discovered bodily rather than to rely on diagrammatic or conceptual prompts 

and instructions as the central or primary source. In this project, it was the physical 

investigation in the studio and the insights arising from moving/thinking bodies that were 

translated into tables, diagrammes and other brain-friendly forms for the printed page, but only 

afterwards. The goal with regard to the latter outcomes would be ‘to use them and then lose 

them’, and to allow other conceptual devices and creative tools and diagrammes to emerge 

from the body-based work, in turn subsuming and then adding new ones to them also. This is 

not to denigrate their importance or value, it is to prioritise the thinking that is in movement 

itself and to keep conceptual depictions and processes fluid, rather than in a fixed or ruling 

state. 

With regard to conceptual fluidity, another intriguing insight in this project was the discovery 

that the bodymAPP contains, on closer inspection, other systems within it, and that these can 

independently be expanded to reveal new sub-systems within them. All these higher and lower 
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systems, with the assistance of diagrammatic translation, were found to increase investigative 

activity and versatility and trigger new depths of kinetic engagement and artistic possibility in 

ways that were not achieved when the SKPs remained system-less and ‘disembodied’, or were 

mingled arbitrarily. There is a fractal quality here that suggests that the BM’s ability to spawn 

mini-systems is, hypothetically, without end. In this sense, therefore, it would seem that the 

logic of the overall parent system filters down and, like river or vein networks, branches out into 

numerous tributaries and sub-branches that themselves need ‘mapping’/exploring for further 

distinctive kinetic payloads to emerge. 

The test of the BM’s efficacy is proven by the ease with which it assists and enables the 

dance/movement practitioner to go beyond exploring each of the SKPs singly, and to being 

able to easily mix them in different combinations. The methods illustrated in this chapter are 

examples of the way the project’s devised movement improvisation tool can be used and 

operated productively in this mix and match fashion. Not only do the given examples indicate a 

range of tangible outcomes emerging from the project’s practical/studio work, but, more 

interestingly, they reveal an inherent momentum and capacity to propagate. 

The previous consideration is important from the point of view of future directions for this 

research. The landscape that the methods and approaches in the project expose remains open 

to much wider exploration and development. The techniques outlined above merely show 

methods for doing so, and, although rigorous and relatively prolific, according to my own 

evaluations and beliefs, they are only at a stage of scraping the surface when it comes to the 

bodymAPP’s full potential and value as a kinetic tool for dance and movement practitioners. 
 

… personally, I found the entire SocioKinetic-bodymAPP quite 
overwhelming to begin with, but there is certainly a lot of potential 

within it to find many different outcomes and interpretations … 

(Hayley Ovens, bodymAPP journal entry, 11/6/2012) 
 

… I tried doing the bodymAPP in my garden … doing it in an outside 
space with other objects and things around made me move with 

another quality … I felt bigger, more breathy and weighted in a sense 
and I felt like I could go on for longer with an idea … I don’t know if 

that’s because my space and surroundings were more pleasant than a 
studio with mirrors … it made me more committed to listen to where 

my body was telling me to go rather than my head … 

(Danielle Tyrer, bodymAPP journal entry, 2012) 
 

___________________________________ 
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C H A P T E R    7 
C O N C L U S I  O N 

 

 

This chapter briefly recapitulates the main points and elements of the research. It starts with a 

general summary and then follows this by retrospectively acknowledging key influences in this 

project from the field of dance. This is proceeded by a tighter descriptive encapsulation of the 

bodymAPP. The chapter and thesis conclude with personal reflections regarding my original 

goals and considers future possibilities and directions for this practice-based research. 

 

*** 

 

general summary 

In summary, this investigation has applied a practice-as-research, fieldwork methodology, 

framed by a sociokinetic form of analysis, to an interrogation of the negative influence of 

familiarity and habit in the choreographic workplace and practices of contemporary dance. The 

outcome, the devised SocioKinetic-bodymAPP, is a system that offers a uniquely embodied 

method for exploring and experiencing human movement. Its target is students, professionals 

and educators in the dance and performing arts who wish to uniquely enhance and expand 

their creative skills, expertise and understanding of improvisational techniques and 

possibilities. The need for such a ‘tool’ arose from my awareness, as a contemporary dance 

choreographer and educator of over 30 years standing, of the difficulty to avoid ingrained work 

patterns and practices when attempting to innovate or produce radically different ideas and 

directions in one’s daily routines as an artist. This thesis demonstrates a structured method 

and system for re-routing habitual work tendencies towards new areas of insight and surprise.   

Through applied concepts and holistic techniques, the bodymAPP is formed and informed by a 

cross-disciplinary triangulation and integration of three key areas: sociology, everyday life and 

dance. From everyday life, an analytical deconstruction of walking and other pedestrian 

activities in public space have supplied sociokinetic principles (SKPs) of movement that form 
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the backbone of the bodymAPP system. From a group of sociologists of the everyday comes a 

catalogue of techniques and ‘lenses’ for re-perceiving and re-engaging familiar territories of 

daily practice. Three in particular, accredited separately to 20th century Surrealism, Georges 

Perec’s notion of the ‘infraordinary’, and Husserl’s ‘phenomenological reduction’ – oblique, 

minutiae, epoché - are utilised in the bodymAPP’s development and ingrained into its 

processes. 

A function of this thesis is for it to be a practical manual containing the many tasks and 

strategies that were devised and tested in the studio with the assistance of a team of semi-

professional and professional contemporary dancers. These exercises are used to learn the 

bodymAPP and apply it as an embodied tool to the exploration and invention of new 

movement ideas and experiences. Cross-pollinating Madeline Gins and Arakawa’s notion of 

‘architectural body’ and Drew Leder’s ‘phenomenological anatomy’ as discussed in Chapter 6, 

the SocioKinetic-bodymAPP can be described as an ‘architected phenomenological anatomy’. 

In terms of its practical focus, this research centrally contributes to improvisational practices 

and creativity in the fields of dance and performance. 

 

*** 

 

Structurally, the bodymAPP involves a form of syncretic dualism, it transposes an artificial 

construct (of the mind) onto an organic one (of the body). This creates an intentionally 

‘engineered’ feedback loop whereby “the process is fed back into [the] system […] to augment 

its original direction of operation” (Leder, 1990, p. 152). The result, in bodymAPP terms, is in 

the lived, moving body having its movement enhanced even further by the conceptual addition 

of an extra (socio)kinetic layer. An analogy that captures this structural, embodied dynamic 

would be that of a mirror whose reflection reinvigorates its viewers by being re-positionally 

dispersed inside them. The effect (and goal) of this psycho-kinetic dispersal is succinctly 

captured by Serres’ phrase “an exquisite proprioception” (Serres, 2011, p. 146), quoted at the 

start of this document.  

Dance itself and its numerous learning methods and techniques, along with a large number of 

other practices that it incorporates as supplementary influences, in particular bodywork 

therapies1, fitness training regimes and martial arts, are all responsible for increasing and 

                                       

1 It might be mentioned here that this research and its bodymAPP application is not a form of bodywork, 
such as are Alexander Technique, Feldenkrais Method, Somatics or other personal development 
techniques and therapies. Its context and focus is creative exploration in dance through improvisational 
methods and practices. 
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enhancing proprioceptive and kinaesthetic sensitivities. However, the stated goal of the 

research at the outset was to bypass all familiar areas of common practice for the reason that 

over-familiarity can diminish their effectiveness over time. Hence, the rationale for the project 

was to turn away from the familiar areas listed above and look instead at territories outside of 

dance for its solutions.  

Finally, with regard to the methods and affects of the project’s devised improvisational tool, 

Leder observation that our ‘lived body’ entwines three experiential factors: “transcendence, 

mystery, and interconnection” (Leder, 1990, p.68) is of value. The bodymAPP replicates these 

same factors: it is a transcendent structure imposed conceptually; what is sought is the 

mystery of artistic result; and its format interconnects (or co-extends) body and world. Leder 

further helps me to articulate the bodymAPP’s structural imitation of the ‘lived body’ by 

drawing once more on his ‘ecstatic/recessive’ analogies outlined in Chapter 6: 

… the from-to movement of the ecstatic body opens us to reciprocal 
exchange. I go from my tacit embodiment to a thematically present world. 
However, the world I discover leads me to redesign the body itself. Just as 
the “from” incorporates what once was “to”, the “to” rebounds to transform 
the “from”. 

 (Leder, 1990, p. 34) 
 

This two-way exchange between person and world perfectly encapsulates the bodymAPP’s 

functional and kinetic relationship to the body: its presence is designed to affect a person’s 

actions, while having originally been modeled on them.  

Finally, Leder’s triad: ‘transcendence, mystery, interconnection’ also describes the project’s 

methodological commitment to emergent processes (Grounded Theory). In the practical/studio 

work, movement improvisation tackled the ‘mystery’ set by a task’s question. This was 

followed by analytical reflection and discussion that ‘transcended’ the improvised material, in 

the sense that it lay ‘outside’ it. This post-improvisation ‘transcendence’ then seeded new 

questions and tasks (mysteries). Hence, a continually oscillating interconnection between 

‘immersive doing’ and ‘transcendent reflecting’ guided the project’s underlying practice-as-

research path.  

 

*** 

 

With the full picture of the bodymAPP now as a backdrop, influences that assisted its 

conception and development from the world of dance that managed to get through the 

‘familiarity banishment’ zone can now retroactively be acknowledged and used to more closely 

position the outcomes of this research in its proper context, both in relation to my personal 

practice and in the wider field of dance within which it sits. 
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comparative movement and improvisation techniques and practices 

The Kinetic-bodymAPP joins company with a number of existing methods and practices used 

in contemporary dance with which it shares similar intentions, attributes and functions. A key 

feature amongst these shared systems is a capacity to deconstruct movement in order to be 

able to work with it in a more informed manner. However, the movement improvisation 

tool/system devised by this research has not been created as a critical reaction to existing 

methods elsewhere. The bodymAPP is not intended to correct or improve on any other similar 

systems. It was constructed solely to fulfill a personal need and line of enquiry.  

To fully evaluate the merits of the bodymAPP by comparing it to other approaches is also 

speculative and premature, it is still too new and requires far more testing and development. 

Nevertheless, the critical reception provided by the participants included in this documentation 

are a sufficiently strong recommendation and basis for further hands-on evaluation by myself 

and others. How it stands the test of time, or the future reception and use made of it by 

practitioners in the fields of dance-making, performance and education will more adequately 

determine the bodymAPP’s comparative merits relative to other methods. Ultimately, at 

present, it is primarily a practice-based offering that has just been added to the dance world’s 

current plethora of movement tools, systems, approaches and diverse doing, making and 

analysing techniques. 

Nevertheless, as a contextual exercise to identify closest neighbours and key historical 

influences, those that can be specifically acknowledged as either directly or indirectly informing 

the bodymAPP and its methods are Laban’s movement analysis system (LMA) along with its 

later developments by the choreographer, William Forsythe. To this can be added the avant-

garde experimentations of Judson Church, particularly their deconstruction and 

implementation of pedestrian and everyday movement. In this last group, Deborah Hay can be 

mentioned for her use of paradox and ambiguity. Anna Halprin’s original use and promotion of 

movement scores, alongside Nancy Stark Smith’s later development of it in her ongoing 

Underscore project, are other of the bodymAPP’s affinities that can be noted. Somatic 

practices in dance, in a general sense, with their focus on holistic body-centred approaches, 

as well as heightened/integrated levels of movement sensitivity and embodied consciousness, 

are an area that the bodymAPP is in considerable accord and, in turn, makes its own 

contribution towards. Finally, improvisation in dance, of which Contact Improvisation is a prime 

example and authority, is the bodymAPP’s central mode of operation and the form of 

investigative/inventive movement practice that it is aligned and committed to as its area of 

expertise. 

A brief discussion of three influences listed above – Laban, Forsythe, Judson Church - in terms 

of the nature of their affect on this project, will help towards forming a concluding synopsis of 

the overall scope and nature of the bodymAPP’s functional capacities and embrace. 
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Laban 

Through my study of LMA (Laban Movement Analysis) in an earlier period of my dance 

education, I am aware that the bodymAPP is indebted to Rudolf Laban’s work in a number of 

key ways. Firstly, Laban’s kinesphere is a precedent to the bodymAPP’s embodied, bio-spatial 

design and topography. Secondly, Laban’s ‘movement scales’ and his ‘states’ and ‘drives’ 

involving multiple simultaneous ‘effort/shape’ combinations find their complement in the 

bodymAPP’s experimentation with kinetic scales and chords. However, what ties both systems 

together more centrally is that, in devising a kinetic system that encompasses the human form, 

each has taken everyday movement as their foundational object of study and research. Hence, 

Laban’s sophisticated and widely implemented outcomes clearly provide an important 

backdrop and incentive to this project’s decision to do a sociokinetic analysis of the everyday. 

Laban’s systematised observations of the way people ordinarily move in and through space led 

to his use of architectonic polyhedrons, specifically the five known as ‘Plato’s solids’, which 

are placed inside the kinesphere to illustrate the full range of a person’s directional coordinates 

and spatial/movement capacities. The bodymAPP takes its cue from this method by toying 

with the idea of a spatial frame around the body (humorously called the Gumby-frame) that has 

non-fixed directional coordinates that are able to be twisted, tilted and warped by the body’s 

‘rubbery’ movement capacities. In this sense, Laban’s polyhedral topography inspires the 

bodymAPP’s manipulable topology.  

A practical definition of movement in Laban’s terms would depict it as a form of effort/flow that 

enables the body to move between spatial coordinates as depicted by his 3-dimensional 

polyhedrons. Crucial, in this regard, is that his ‘abstract’ system refers to an ‘embodied’ 

condition drawn from life, as does the bodymAPP in like fashion. Proficiency in Laban’s 

movement scales increases a person’s functional access to architectural and 3-D space, as 

well as enhancing their overall movement capacities and understanding. Similarly, embodied 

use of the bodymAPP, along with benefitting a person’s improvisational skills in dance, 

improves their general proprioceptive and kinaesthesic faculties and sensitivity. Additionally, 

the bodymAPP’er gains increased awareness of sociokinetic codes and practices that are 

common to their movement negotiations in everyday life. 

Originating in his dance practitioner’s milieu, and irrevocably benefitting the evolution and 

sophistication of the dance arts, Laban’s work is of proven value to many other skill- and 

movement-based activities spanning culture, sport and the workplace. The bodymAPP takes 

note of this wider spread of influence, which can be directly traced to Laban’s analytical 

embrace of everyday movement, and feels that its own sociokinetic insights and principles are 

applicable, in the long run, to situations and interests outside of dance as well. Such are the 

synergies/influences in the bodymAPP derived from Laban’s work and its precedents. 
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Forsythe  

In relation to the bodymAPP’s similarities to other movement exploration tools from which it 

has derived inspiration, William Forsythe’s Improvisation Technologies: A Tool for the Analytical 

Dance Eye, published as a CD-ROM in 1999, is a prime example and influence. Based on 

complex developments of Laban’s notions and principles, highly virtuosic and intricate 

movement improvisations are made possible using Forsythe’s innovative techniques. What his 

system provides are methods by which dancers can construct kinetic/virtual inscriptions and 

architectures in the space around them that remain active in their mind’s eye for ongoing 

improvisational interaction and creative development. This kinetic technique in Forsythe’s 

system of consciously designing/enlivening external space in an imagistic manner is something 

that the bodymAPP incorporates also, if not to the same level of conceptual and mathematical 

complexity.  

The facility to be able to work with space in a Forsythean manner is found in a number of the 

bodymAPP’s SKP’s, in particular avoid-detour: Forsythe has an exercise called ‘Avoidance’ 

where dancers takes themselves out of the way of a path of movement created by their own 

bodies; common-ground: Forsythe’s ‘Shearing’ exercise involves maintaining geometrical 

relationships between limbs and body parts; make-space: his ‘Room Writing’ exercise creates 

and analyses an imaginary room for its geometrical content, which the dancer then re-creates 

and uses as a movement stimuli; cut-slice: an exercise of Forsythe’s called ‘Dropping Curves’ 

is where a dancer spatially inscribes the mathematical trajectories of movement curves; and 

space-against: which underpins a task in Forsyth’s system called ‘CZ’, based on movement 

that is initiated from putting pressure between two limbs. Many other examples can be found 

of reference points between Forsythe’s improvisation technologies and practices embedded in 

the bodymAPP’s tools and application. 

In movement and dance terms, Forsythe’s analytical approach/praxis and its highly methodical 

systematising of improvisational practices are a task towards which the bodymAPP is similarly 

focussed. In its own systematising strategies, the bodymAPP structurally encases its principles 

in and around the body in the bio-syncretic fashion outlined in this document, which is its key 

distinguishing characteristic. The integrating of the body with its environment enables 

bodymAPP users to take note of and engage their actual surroundings with a sense of 

expanded physicality (as per Gins and Arakawa’s ‘architectural body’ mentioned in the Chapter 

6). The consequence of a bodymAPP ‘state’, when it is consciously activated by the dancer, is 

to create an immersive sensation of enhanced bio-kinetic totally, aligned with an increased 

perception of the contours, content and creative possibilities/dimensions of space (spatio-

anatomical). Familiarity with Forsythe’s improvisation methods and ‘technologies’ have 

provided the practical research with invaluable exploratory and directional guidance and 

inspiration that have helped to define and shape the bodymAPP and its development.  
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Judson Dance Theatre 

In dance, no group of people have analysed, deconstructed, re-constructed, utilised and 

performatively exhibited and paraded everyday movement as much as the New York group of 

avant-garde practitioners collectively known as Judson Dance Theatre in the 1960s and 70s. 

Out of the many areas in this research that have been affected by Judson’s legacy, their 

practical interest in kinetic ‘found objects’ from everyday life, combined with their use of cross-

disciplinary methods and influences from other practices and knowledge/art fields, can be 

seen as the forerunner and model for the bodymAPP’s conception and construction. Also, from 

their efforts, pedestrian movement is now a staple and accepted part of the contemporary 

dance idiom. Hence, the influence on this project from this experimental ‘post-modern’ period 

in American dance has been wide-ranging and significant.  

This was also the time that improvised dance came into its own as a performance mode, 

enabling the proliferation of investigative methods, games and processes that were being 

devised and conducted in studios to enter the audience domain and become objects for visual 

consumption. Hence, a target group towards which the bodymAPP has distinct potential value 

is the large and established body of dance and movement practitioners who now use 

improvisation as their preferred approach to performance, having Judson Dance Theatre and 

its later offshoot, Grand Union, among many others, as their founding backdrop and 

inspiration.  

An important technique that improvisational practitioners commonly use, famously developed 

by Anna Halprin just prior to Judson Dance, is that of the ‘movement score’. Such scores are 

‘roadmaps’ that outline and arrange themes, rules and other stimuli for movement artists to 

follow. Their purpose is usually to semi-structure a passageway through time that loosely 

predefines a movement-scape for improvisation. Improvisational scores have also informed 

and acted as a background influence for the bodymAPP’s central purpose and function, which 

is to facilitate, stimulate and guide improvised dance and movement landscapes (see 

APPENDIX 2).  

However, while the bodymAPP incorporates this mapping feature of the traditional movement 

score, it is itself not a score. Structurally it cannot be changed in the way that scores can be 

completely replaced ad infinitum. The bodymAPP can be used very easily to generate 

movement scores for improvisation, or as a way to develop dance phrases that lead to set 

choreography. Yet its prime function is to enhance a practitioner’s skills when engaging with 

an improvisation situation, be it scored, structured, semi-structured or simply following free-

form movement impulses. 
 

*** 
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As mentioned above, the influence of the Judson Dance practitioners on all facets of this 

research, with their revolutionary innovations in the practice and field of dance - not to mention 

body therapies and somatic/kinaesthetic areas - cannot adequately be encompassed here. To 

open up, in greater detail, any one area of specific influence in this regard would then require 

opening them all. The most important reference point for this research and its devised 

sociokinetic focus is that the Judson pioneers fostered the entry of everyday, pedestrian 

movement into 20th century dance in a major way, in the process they laid a path that made it 

easy and possible for me to re-enter the same territory to forage its landscape anew.  

 

*** 

 

the bodymAPP’s contribution to somatic practices 

The bodymAPP, with its underpinning collection of SocioKinetic-Principles, is framed mostly by 

a focus that is implicitly directed towards studio practice aimed at the dance ‘performer’. This 

is in keeping with my own bias and background in professional dance and choreography, and 

is also reflected by the choice and nature of the group of contemporary dance participants 

assisting this project, who were either trainee or experienced performers. Nevertheless, it is 

apparent to me that the research and its outcomes potentially extend much more widely than 

the performer-path when it comes to the effects of the bodymAPP on proprioceptive and 

kinaesthetic faculties. 

The bodymAPP and its principles, in its experiential/embodied form, continues and 

contributes, in its own way, to the work and focus of somatic and other bodywork practices 

that endeavour to increase a person’s kinaesthetic and proprioceptive capacities and 

sensitivity. In the experiences and interviews with the participant-dancers in this project, as 

well as from my own considerable use of the bodymAPP, it becomes clear how strongly the 

system produces a highly integrated body-mind state and a level of reflective self-awareness 

that is insightful and beneficial to self-knowledge and well-being. This somatically-inflected 

aspect of the bodymAPP opens its territory into areas that are outside the main purpose for 

which it was made, namely, a movement improvisation tool for a choreographic/performance 

practice. However, the potential value of the bodymAPP to holistic movement practices and 

body-based therapies should be apparent from reading this document and invite further 

investigation. 

 

*** 
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summary description of the SocioKinetic-bodymAPP 

The SocioKinetic-bodymAPP (BM), a relatively complex, spatio-anatomical structure that is 

intended to be conceptually embodied and ‘worn’ by its user, is constructed of eleven nodes 

called SocioKinetic-Principles (SKPs). These are superimposed and planted in fixed locations 

on the BM’s topography relating to specific features in the body, as well as on it and in the 

space surrounding it (see Fig. 18, p. 168). The eleven SKP nodes on the bodymAPP are 

movement-related qualities and themes extracted from the empirical observation of pedestrian 

activity. Each SKP has its own distinctive movement colour and thematic identity, and 

collectively they exist as virtual notes on the spatio-anatomical keyboard of the BM for its user 

to improvisationally play, either one kinetic note at a time or in combinations. 

Learning the BM, as a system and as an improvisational tool, progresses through two stages. 

The first involves the practical exploration of the eleven SKPs and their thorough movement-

based familiarisation, followed by instruction as to where they are placed in the BM’s structure 

and how to use it. Construct-wise, the SKPs are the ‘guts’ of the system, so to speak, and the 

BM is the frame. Accordingly, its main contents are the SKPs, which is why they comprise the 

largest part of this documented research. Once mastered, the BM provides practitioners with 

an extensive and inexhaustible palette of movement possibilities and techniques that remain 

always within embodied reach. Although the BM is a conceptual model that is mentally 

superimposed over one’s body and surrounding space, the goal, with time and familiarity, is to 

make it organic and to let it sink into and beneath one’s actual, as well as one’s ‘kinetic’ skin to 

become an innate part of an enhanced movement understanding and ability. 

From the manner it has been broken down and here described, the bodymAPP might appear 

to be unduly complicated and unwieldy, in actuality and practice it makes a lot of sense and 

possesses a ‘natural’ quality that makes it easy and relatively quick to learn. This assessment 

comes from the experience of my own use of it, as well as feedback from teaching it to the 

project’s participant-dancers. The BM’s natural feeling can be traced to the system’s roots in 

everyday movement. Many of its practices and concepts are also common to the language of 

dance, which people from that discipline quickly recognise and note.  

Important to the operation and use of the BM is the notion of an extended body, one that is 

conceived as a co-extensive amalgamation of one’s physical body with the surrounding 

environment and space. The dimensions of the BM’s embodied ‘throw’ extend well beyond the 

kinesphere in one direction, and disappear into the internal vanishing point of the body’s bones 

and skeletal system in the other to form an ‘architected phenomenological anatomy’. More 

generally, the differentiating feature of this body of research is how it cohesively arranges its 

knowledge pool and diverse assemblage of elements - everyday movement, sociokinetic 

principles, dance, improvisation, body-space/body-mind synergies, creative practices, cross-
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disciplinary techniques, embodied movement skills, to name some of the main ones - so that 

they rotate around a single, bio-syncretic ‘product’ of simple but malleable application and 

design. 

A consistent response from participant dancers when workshopping the bodymAPP’s different 

themes and ideas is that they are constantly ‘thinking’. The underlying implication from this 

comment is that a dancer’s usual movement practices require comparatively less mental 

activity, or that too much thinking is an intrusive presence in dance’s body-centred bias. Part 

of the reason for this investigation’s increased emphasis on thought is inevitably to do with the 

questioning nature of the research and the fact that improvisation tasks are predominantly 

introduced by the phrase: ‘What would happen if …?’ Also, the requirement to seek answers 

through movement, which is the research context for the studio work, means that participant 

dancers are in an analytical state of mind, even unconsciously, when improvising, and are 

attempting to semi-monitor their kinetic exploration in anticipation of having to answer 

questions afterwards.  

For myself, based on the experience of the current research, I prefer it that the bodymAPP 

inclines towards a more mentally active approach. The project’s paradox exercises, in 

particular, strongly appeal to me for their ability to use the brain as a wedge between comfort 

and challenge. The use of ambiguous, enigmatic concepts and unresolvable kinetic puzzles 

prompted an alert and active mental and physical state in dancers; it was in this territory that I 

observed unique insights and many new movement possibilities and understandings. These 

moments, for me, had the most potential and intrigue, artistically and choreographically, out of 

everything I witnessed in this project’s journey and investigative arc. 

As the outside directorial eye, I consistently found myself, in this work, drawn to highly 

concentrated demeanours and depths of immersion that were produced when dancers 

engaged unselfconsciously in tasks that were conceptually and physically tantalizing but 

problematic. This ‘full immersion’ criterion marks the bodymAPP’s unique format and 

application as an embodied technology whose function is to engender greater levels of bio-

spatial and bio-kinetic creativity and sensitivity in its users. Finally, from my own extensive 

background in professional contemporary dance, I believe this devised sociokinetic movement 

system is distinctive and possibly original, not so much in its parts, which, are all well known in 

dance-making and improvisational techniques per se, but rather in its construction and 

conceptual organisation. Beyond its application in dance, I perceive that the BM could also be 

used in other disciplines by practitioners who have no formal dance training, but an interest 

and use for movement-improvisation and new performance-making methods. 

 

*** 
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personal reflections and future directions 

The affect that this research has had on my dance-making practices relative to old habits is 

that it has enabled me to experience an explosion of movement stimuli and understanding that 

considerably exceeds any of the working methods I used previously. All my earlier 

choreographic techniques and approaches to dance and performance have been made 

redundant by this investigation. I am very much looking forward to continuing to implement the 

bodymAPP as a tool in my artistic practices, and to discovering and developing its further 

capacities and values to a creative/choreographic agenda as well as to dance education. 

An immediate follow-on would be to look at group work, which is an under-explored area of 

the bodymAPP’s application and development in this research. The numerous paths and 

exercises that group interactions potentially contribute to the evolution of this improvisation 

tool have only, at this point, been glimpsed, and currently remain an area for future 

investigation. Nevertheless, the few group scenarios that the practical research was able to 

undertake involving larger numbers of participants, and the new vistas of creative exploration 

and potential these provided, signal a valuable bodymAPP chapter still to be written2 (see 

APPENDIX 3). 

The research has also made me look forward to finding out if the bodymAPP’s improvisational 

system and methods generate interest beyond the confines of this project and how viable and 

adaptable it might, or might not be to the needs and interests of other practitioners in the fields 

of movement and dance. In a similar vein, I am keen to seek opportunities where I can test 

what it may have to offer the area of dance education of all kinds and levels. This work has 

considerable potential for diverse forms of dissemination, which I hope and expect to pursue. 

With regard to the point about education, I can see how the bodymAPP would fit very well in a 

tertiary dance environment as part of a curriculum in choreography and improvisation, it has a 

level of complexity in its progression of learning that could be tailored very well to the 

intellectual maturity expected of these students. In the overview of a dancer’s education and 

growth, a bodymAPP course placed at the university undergraduate stage of development 

would provide students with a wealth of ideas and themes for choreographic assignments, but 

more importantly, it would give them long-term techniques and methods for dealing with 

situations where they may feel trapped or restricted by familiar and habitual ways of working. 

This would be no light-weight knowledge, as is evidenced by comments from participants in 

this project that valued above else the moments in the studio work where they found 

themselves creating movement that was ‘different from what they always do’.   

                                       
2 APPENDIX 3 is a transcripted excerpt of a discussion held after a two hour improvisation session based 

on bodymAPP concepts and principles undertaken by a group of twelve tertiary dance students 
enrolled on a Masters in Performance programme. Their comments and feedback reinforce the values 
and goals of this research, particularly with regard to its group-focussed potential and development. 
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Translating this project and its outcomes into a course of study for tertiary education would be 

a specific future path of development for this research that I believe would be a valuable 

undertaking, alongside the creation of simplified versions for pre–tertiary levels and or 

recreational/community dance purposes. 

In the larger scheme of a dancer’s knowledge and skill base, what the bodymAPP would be is 

something that acts very much like an ‘APP’ for the body. In other words, a compact, ready-to-

hand system inscribed in a push-button fashion on a mnemonically capable body that dials up 

numerous options and techniques for movement invention using data that is already kinetically 

soft-wired into them, both as dancers and occupants of the everyday.  On one level the 

bodymAPP works as a vast pool of data that can be consciously tapped and mined for themes 

and inspiration and on another it drops below the surface of conscious awareness to become, 

like most of the other information a dancer works with in their learning processes and daily 

practice, part of their tacit or innate capacities. From either place, the bodymAPP enriches 

kinetic and expressive abilities. 

And so when participant-dancer Rebecca says “I would never have thought of doing that if I 

was improvising and trying to make up movement for one of my own choreographies”, this 

APP would allow her and other dancers who learn it the tools and capacity to know how to 

think, move and work differently, when they wish to. Ingrained into the body, they would have 

this ‘toolkit’ as a capacity for life. 

Finally, without yet, as its creator, being able to assess the wider, long-term value of this 

research and its initiatives, I can still confirm Serres’ statement repeated a number of times 

now in this document: “Creators owe their discoveries to an exquisite proprioception” (Serres, 

2011, p. 146). My extensive daily practice and exploration of the bodymAPP and its emergent 

principles and concepts has produced, as another outcome, the detailed, relatively complex 

system and multi-faceted landscape captured in this thesis. This is an elaborate exercise of 

thought that was mostly led by the moving body as its proper author. When embodied, as well 

as enhancing proprioception, what is contained in this research teaches the mind.   

Hence, this thesis documents a kinetically-inspired landscape, non-existent previously, that 

suddenly emerged (after a bit of labour) like a new atoll in the middle of an ocean.  

 

*** 
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C H I C H E S T E R      setting the scene 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

The spatial design of Chichester’s ‘pedestrian zone’ 
comprises two intersecting streets, with each branch named 
after the cardinal points of the compass – North, South, East 

and West Streets. At the centre lies a domed octagonal 
landmark built toward the end of the 15th century. A 

signature piece of local historical architecture, this 
construction is called ‘The Cross’ or the ‘Chichester Cross’. 
Narrow and tubular in shape, with low two- and three-story 
buildings on either side, two of the streets – North and East 

Streets – are pedestrian shopping zones, while the other two 
allow limited traffic to buses, taxis and goods and service 
vehicles. Movement activity is influenced by architecture, 
the fluctuating density of crowds and the weather. Socio-
cultural codes of ‘civil’ conduct are everywhere prevalent. 

This is the site of my research into the kinetic and 
behavioural patterns of public movement. 

 
 
 

 
The street facilitates locomotion by foot or vehicle and 

demarcates respective places for each of these to occur. The 
pedestrian zones give pedestrians and shoppers greater 

ownership of the road, evidenced by their unflustered 
sauntering gaits, to which the permitted service vehicles must 

cautiously defer. The directional orientation and flow of this 
urban street environment is predominantly along its length. A 
preponderance of large shop windows are invitations to view 

interior offerings. Numerous, regularly spaced entrances/exits 
dot the unbroken rows and walls of shops and businesses. 

These create movement trajectories that allow the 
disappearance and reappearance of people perpendicular to 

the main thoroughfare.  

 

Exercises in 
observation and 
perception of the 
‘infraordinary’ after 
the manner of 
Georges Perec 
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The ground surface is all one flat horizontal plane. Small 
ascending/descending gutters separate the wider centrally placed road 
from the narrower footpaths that border it. Speed for both pedestrians 

and vehicles is restricted by the volume of activity. Ease of movement is 
further congested for pedestrians by the varying widths of the footpath, 

as well as by outcroppings, poles, bollards, rubbish bins, and for 
vehicles, by the presence of parked vehicles, cyclists, or people spilling 
onto the road. Slower, ambling rates of pedestrian and vehicular travel 

serve the commercial interests of the location, which is about attracting 
attention to the merchandise and services in the surrounding shops.  

 

 

 

 

 

 

 

 

 

A small step is required to negotiate the transition between road and footpath. This 
barely affects the momentum of people walking, often only eliciting a small 

downward glance, whereas people pushing prams and wheelchairs, for example, 
will pause to negotiate the transition safely and with greater care and attention. 

There are places where the guttering has been removed to create a sloping 
connection between road and footpath, specifically to create unimpeded progress 

for wheeled objects. 

 

  

People are either alone, with another person, or in various sized groups. Groups expand, 
contract and continually rearrange their configurations.  

 
Pedestrians may remain on the same side of the road or cross to the 

opposite footpath. The crossing may be at any angle relative to the 
road, but is frequently diagonal. There are three directions relative to 

the length of the street that can be taken – aligned, dissecting and 
circumnavigational. Legs generally walk at varying degrees of 

pedestrian rhythm – slowly meandering and intermittent, evenly paced, 
or more speedy and direct. Occasionally there are people who run. 
Trajectories are either uninterrupted, or they are broken by pauses, 

distractions and obstacles. Distractions frequently orientate a person’s 
front or head away from their main direction of travel. 
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Pedestrians freely move in any direction, as much as 

circumstance will allow. Their locomotion and front-facing 
anatomy is oriented ‘towards’ destinations. They are forward-

focussed. Locomotion is upright. The main physical action, the 
ambulatory motion of the legs, finds arms and hands either 

hanging or swinging by the side, gesturing, residing in pockets, 
or carrying shopping bags on one or both sides of the body. 

Arms and hands also push or command wheeled objects, hold 
onto the leads of dogs, link arms or hold hands with children or 

others, use cell phones, or if the weather calls for it, operate 
umbrellas.  

 
 

Pedestrian postures move off their vertical orientation to use 
external bank machines, peer into shop windows, or deal with 

children and objects at lower levels. In these situations 
locomotion has slowed or stopped.  

 
Activity in the enclosed spaces of shops switches from the 
dominance of locomotion, as seen in the street, to greater 
gestural and postural interaction with goods, objects and 

personnel. 
 

 

 

 

 

 

 

 

 

 

 

A woman walking down the street with an umbrella draws my 
attention. It is something about the way the umbrella is held aloft, 

looking like a flimsy almost comical cutout of the sky.  
 

Rain all around cannot penetrate her canopy. The rain-less space 
under her umbrella is of her making. The plastic bit of imitation 

sky mocks and defies the onslaught from overhead. Almost 
taunting it like an obscene finger held aloft. The larger sky is 

helpless.  
 

The woman carries her bit of made space like a shield. 
 

 A little-sky David pitted against a big-sky Goliath. 
 

I know in the back of my mind that there is something potent in 
this image for my research. Something to do with the making of a 

clearing, and differing scales of sameness. 
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Market day in Chichester. 

Thick clouds of bodies in constant rumbling movement, 
 an amorphous mass and tangle of limbs with their prized bargains and 

purchases.  

I see a small boy emerging through a gap, his shoulders are pulled towards 
each other and his hands are joined together in front of his body like a 

plough.  

He is slicing his way through the crowd, taking every postural precaution  
to ensure that he brushes no-one with his body.  

The boy sculpts himself out of the anonymous mass hemming him in  
via the chiseling of his arms and the framing of a gap. 

 

 

a cyclist comes towards me 
he is lurched forward in the concentrated coordination  

of balancing, peddling and steering 
 

his focus is on the road ahead 
he sees as he approaches the corner next to me  
that there are no vehicles coming the other way 

he cuts the corner to shave off  
a sliver of time 

 
there  are things here to examine  

in this ‘cut’ 
in this ‘balance’ 

in the centripetal ‘pull’  
of the corner 

 
 

 

 

a couple are walking through the mall hand in hand  
their grip is firm  

the woman’s hand is behind the man’s, giving the quality that 
she is following  

or being led  
his hand covers hers, shielding it against their journey of travel 

(my mind sees a protective ‘sexist’ configuration?)  
they are matching footsteps, stride for stride  

the woman has a shoulder bag that falls on the hip 
 between them,  

acting as a small barrier  
 

the man’s other hand is relaxed in his trouser pocket  
he grazes a woman pedestrian with his elbow and flinches  

the flinch stays in my mind  
the comfort of physical contact with a partner is contrasted  

with the shock of touching a stranger 
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↴ 

 
 
 

 
 

 
 

    
3 adults walking next to each other take up 
the full width of the footpath  
 
an older woman in the centre, dangling a 
handbag in her left hand, holds an open 
umbrella above her head 
 
a younger woman on her right side is sharing 
the shade of the umbrella, they are in close 
proximity but not touching 
 
the younger woman, the taller of the two, has 
to hunch her head slightly to keep under it 
 
the younger woman has a handbag over her 
right shoulder tucked securely under her 
armpit, she has both arms folded at the 
elbows and her hands are pressed 
comfortably together on her sternum 
 
the third member of the group is a tallish man 
on the street side of the footpath – he is at a 
slightly greater distance from the other two 
and has his head turned slightly to the right in 
conversation with them – he is carrying a 
large plastic shopping bag in his left hand 
down at his side 
 
despite having plenty of awareness of an 
approaching obstacle - a street bollard - the 
man almost collides with it and is uncertain as 
to how to get around it 
 
he breaks the regularity of his stride and does 
an awkward jig on the spot involving a 

combination of a soft-shoe shuffle 
and a ball-change 
 
the two women have now closed the gap 
between them and are in physical contact 
 
perhaps the man considers it easier to go 
around the bollard on his non-bag side 
because he can then use his free hand  
(which he places on the bollard in passing)  
to protect his groin (the bollard’s design and 
height is a direct threat to this area of his 
body) 
 
or perhaps he wants to protect the contents 
of the shopping bag from a possible collision 
and damage from the bollard were he to 
choose the inside path 
 
the bollard incident noticeably brings all 3 
closer together afterwards 

 
this seems to have been caused by the 
middle woman moving slightly to her right to 
give the man space to get around the inside 
of the bollard 
 
he choses not to accept her invitation and 
instead goes clumsily around the outside of 
the obstacle, allowing it to momentarily  
separate him from the group 
 
 
 
________________________________ 

 kinetic snapshot:  dance with a bollard 
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Example of a movement improvisation score using the bodymAPP  
 
[ from the Journal of participant-dancer Hayley Ovens ] 
 
Monday 11th June, 2012 
 
With the image of crowds in a city centre in mind, I devised an imaginary landscape as an 
improvised score. I find spaces and pathways around people and explore objects, using the 11 
movement principles. I have devised the structure in a way that seemed natural to me, using 
principles that fitted with the action being made. 
 
The structure is as follows: 
 

- I begin with an exploration of positional-primacy – awareness of the 
centre and where it is in relation to limbs and space 

- this develops into a walk (pedestrian) and an awareness of same-
not-same 

- I then introduce cross-flux, changes of direction that are sudden – 
could also be interpreted as avoid-detour 

- to add more dance-based action, the direction changes are initiated 
by cut-slice – cutting through space, around and across objects in 
my imaginary landscape 

- I then bring in an exploration of common-ground – determining my 
pathways and focus, drawing me to certain areas 

- I’m being drawn to a particular area of the space, I imagine a statue – 
space-against and make-space are used to explore the shapes and 
feeling of the statue - I also use an underlying awareness of balance-
order 

- cross-flux brings me back to human form 

- avoid-detour allows me to find spaces, dodge, go through gaps in 
the landscape 

- cross-flux brings rapid change 

- the movement is performed with an underlying awareness of 
sanctified-touch – bringing it in from time to time to become aware 
of the sensations of the skin 

 

The only principle I haven’t used is ratios-of-control – for no particular reason other than that 
it just didn’t happen in this score. 
 
 
________________________________ 
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Improv-installation group discussion 
 
mapdance: University of Chichester student dance company 
 
17 May 2012 
 
This is an edited transcript of a discussion following a two hour group improvisation based 
around this project’s research themes. The format for the improvisation was one that the MA 
dance students were familiar with as it followed a similar technique to that used by Nancy Stark 
Smith the week before in a workshop she undertook with these students on her Underscore 
system. My approach was to place a number of colour-coded sheets of paper on the floor 
around the periphery of the dance studio (Nancy stuck hers on the walls). On them were 
instructions placed face down that the dancers were invited to randomly investigate and use as 
movement stimuli. The colour-coding indicated a progression that were equally spread between 
basic instructions on yellow sheets, which were to be examined first, paradoxical tasks on pink 
sheets as the next progression, finishing with a small number of free-form tasks on multi-
coloured sheets of paper. The goal was for the dancers to attempt to work their way through the 
whole progression in the fixed time limit, three of whom did. There were twelve participants in 
total. Party-poppers were lying on the ground next to the final sheets of paper that dancers were 
invited to pop to indicate when they’d completed the whole circuit. Viewing the session from the 
outside amazed me as the dancers leapt into the task with a high degree of gusto, which did not 
let up at any point through the whole improvisation. It had the energy of a weird Heironymous 
Bosch movement landscape involving a crazy mayhem of activity. I loved it. It was the dance 
version of the chaos of the street, but using abstract dance and movement interaction instead. 
Some of the instructions are as follows: 
 

 
� copy what people around you are doing, but in your own way 

� distract or disrupt people from what they are doing 

� establish physical contact with others as much as possible 

� control others and be controlled by others equally 

� enjoy gaps, openings and near misses 

� fill the space with lines and pathways of movement 

� find the best place to be in the space, but each time you do, seek somewhere 

better 

� travel to destinations in the space taking the shortest longest route possible 

� be as close to and as far away from others as you can possibly get 

� be still and move at the same time 

� continuously connect and separate people 

� find people who are moving through space and keep the space clear ahead of 

and around them 

� influence the movement of others in various ways 

� be visible and invisible at the same time 

� take an interest in what someone else is doing and share it with them 
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Post-improvisation discussion 
 
 
Chris 
I thought the improvisation would start quietly and build up, but it didn't. … [general laughter] … 
It went at 110 mph right from the beginning! I thought to myself, 'Wooo, what's going on?' My 
first question is how did you make decisions about how long to stay with a task? Did you feel a 
sense of panic that you had to get through them all? Or not? 
 
Participant 
I decided with the yellow ones that I'd only take a minute, or judge what a minute was with 
those, but the pink ones I took a bit longer. To read what it wanted me to do and to try and find 
an answer. I think there was one: 'Be inside yourself but be outside yourself at the same time'. It 
took me a while. I was consciously thinking 'what can I do? what can I do?', whereas the yellow 
ones, they just came a little bit more naturally. 
 
Chris 
I was expecting some kind of change from the yellow ones to the pink ones, and I think there 
was a change, the mood seemed to get a fraction quieter in the pink ones? 
 
Participant 
It felt like the pink ones, you needed to think about them, and so at the beginning of most of 
them I had a little hesitation before I did them. They automatically make you a bit more 
thoughtful than you might normally be in movement. I think it was the nature of the words. 
 
Chris 
Was it hard going from the yellow to the pink? Was it a big shock? 
 
Participant 
Yes it was … [general agreement] …  It felt like the yellows were a big warm-up. 
 
Chris 
Did any of the pink confuse you completely? 
 
Participants 
[general agreement that they did find them confusing] 
 
Chris 
Which ones? 
 
Participant 
There was one that was said, 'devour the space and let the space devour you', that one 
confused me. 
 
Participant 
I really liked that one. I lay on the floor and I tried to hug it, that was really nice. 
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Participant 
I found the yellow ones were more external in some ways, and the pink ones were more 
internal. The pink ones are more philosophical as well, more poetic, as opposed to the yellow 
ones which were like, 'right - do this'. 
 
Participant 
I enjoyed the pink ones. I spent a lot more time with them. 
 
Chris 
Because they're all quite random, and people are literally on a different page from other people 
during the improvisation, did you find that you spent most of your time isolated in your own task, 
or did you find connections? 
 
Participant 
Sometimes I thought when I was with people, 'Oh, you're on the same page as me, you're 
definitely on the same page'. Particularly if we were in physical contact. But then they would do 
something and I realised, 'no they're not'. Sometimes at certain points I thought people were the 
same as me because they had similar movement ideas, but then they'd change into something 
different, which made me think, 'Oh that could have gone somewhere if we’d been doing the 
same task'. I think I was maybe getting too much into looking for people that were on the same 
page at times. 
 
Participant 
Yeah, I did that as well. If I'd just finished a task and moved on, and then someone else started 
doing something I’d think, 'oh, that's what I just did'. 
 
Chris 
So you started to identify what other people were doing? 
 
Participants 
[general agreement] 
 
Participant 
Some of it was a bit obvious. What was it? The one about controlled and letting people control 
you. You could tell when somebody was on that. And getting close or as far away from someone 
as possible, that was obvious also. 
 
Participant 
Or the one about the space –  chose the best space or place in the space to be in. 
 
Participants 
[strong general agreement to this] 
 
Participant 
… and the internal ones as well, where you've got to think about yourself more, rather than 
being with people … you have like a slight connection with just being in the space with everyone 
else, but you're on your own with the task ... those ones were obvious … 
 
Chris 
Did you find that you had favourites? 
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Participants 
[strong affirmative response] 
 
Chris 
What were some of the favourites? 
 
Participant 
Being internal and external at the same time. … [agreement from others] … I loved dancing in 
that way. 
 
Participant 
I liked the one about being visible and invisible at the same time. … [strong response from 
others: 'oh yeah'… 'I liked that one'…] 
 
Participant 
I kept picking on the same person to hide behind all the time who always kept stepping away 
from me… [laughter] … 
 
Participant 
I really liked the one about 'take the shortest longest route' between two points… [agreement 
from others] … I chose two places and gave myself a goal to work towards, but took my time 
with it, and that was quite nice. 
 
Chris 
Any other favourites? 
 
Participant 
I quite liked 'be yourself, and then not be yourself', that was nice. 
 
Participant 
… and the one about doing something completely different ... 
 
Chris 
How did you resolve that one? 
 
Participant 
I didn't fully resolve it. … [laughs]... 
 
Chris 
How did you try to resolve it? 
 
Participant 
Being myself was easy, but being not-myself was hard. Obviously everything I thought of is me, 
so I was trying to find ways of not being me, so I tried to find it from the rest of the group. 
 
Participant 
I didn't do that, I thought of that task differently to you. Because it said 'be yourself, but 
completely different', I was myself the whole time, but just doing different things. 
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Participant 
That's what I did as well. 
 
Participant 
Me too, I did stuff I wouldn't normally do. 
 
Participant 
For me, I was myself on the inside, but different on the outside. 
 
Participant 
I started off with that, but then I found this myself doing this discord sort of thing as a response. 
 
Chris 
With these tasks there's not one correct way, they’re all valid. 
 
Participant 
There was one that was totally confusing for me, maybe it's the one about being internal and 
external? 
 
Participant 
I loved that. 
 
Participant 
My movement was external, but my focus was internal. I kept looking down, but my movement 
was out. 
 
Participant 
I felt like I was moving internally, but then, going external, it felt right. I felt like that was the way I 
actually move and the way I am like when I dance. 
 
Chris 
One thing I had in mind with this improv-installation is to try it on different groups of people. I am 
wondering, for instance, what would it work like with non-dancers. Do you think the instructions 
are accessible enough for them to work with? 
 
Participant 
I think the yellow ones definitely, but I don't know about the pink ones. We've got a little bit of 
experience of some of the things you’re doing and with some of those kinds of tasks and 
challenges. But people that haven't really had that experience might be a bit confused. Although 
it would be interesting to see what they would get out of it. 
 
Chris 
How did you feel about the discovery thing? About randomly choosing which instructions to 
investigate yourselves? 
 
Participant 
I liked that it was random and that everyone was doing different things. 
 
Participant 
Yes, I agree. The randomness created more room for interesting coincidences.  



Improv-installation group discussion APPENDIX    3 

 228 

Participant 
I was thinking if you did it with a bunch of people that weren't dancers, I think they'd be quite 
reluctant to move on to the third group of tasks until they saw other people do them. For 
instance, I don't think that anyone would really pop the popper until someone else did it. ... 
[general laughter] … 
 
Chris 
With all these tasks and sheets of paper, was there too much information to work with? Was the 
quantity OK? 
 
Participant 
I felt it was quite overwhelming, but it was OK. At one point I was like, 'Oh, I've got loads more 
to do'. But then, when you went to the next one, you could just sort of throw away what you'd 
done before and just continue. 
 
Participant 
I think you need that much information. We can get into a habit of doing the same kinds of 
things in dance, so having a lot of stuff to work with helps break that. 
 
Participants 
[general agreement from others]  
 
Chris 
And there was sufficient variety to keep you interested? 
 
Participants 
 [affirmative responses from group]  
 
Participant 
Actually, by the time I got to those ones up there … [gesturing to the multi-coloured sheets of 
paper] … I couldn't remember any of the earlier ones, so it was hard to respond to the request 
to choose my favourites to go back and work with … in my mind I had been just throwing them 
away, once I'd completed them … [general agreement from others] …  
 
Chris 
That's an important point. I was curious about that. So you had to go back and re-read some of 
the earlier ones? They didn't stay in your mind?  
 
 
Participant 
No … [lots of talking over each other here]… a couple of them did … but it was hard to retain 
them … 
 
Chris 
Thank you very much everyone for participating in my research, it has been extremely valuable 
and provided me with excellent data for future workshops and improv-installations such as this. 
 

 
_____________________________ 
 


