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ABSTRACT

As ant experiential practioe of sovnatic perception, dunce digs inlo the Boing matfer of
whal iz scienfifically currenily recognized as the source of self-consclousness and of
trie thinkirig process, producting what is commomly referred o as ‘embodied knowl-
edge’ or “embodied thinking’. What is the expression of such a mode of knowledge?
Memo can it be transwitted o ather fields of knowledge? Depurting from proposing
the artistic practice of dunce as o techmology of propricception, this article explores
i particular oiew of this fssue by relafimy the dancer's phenomenological experi-
ence with some conlemporary theories of cogmitine science. I develops the nobiom
of ‘emboclied knogpledge” not merely as the innate knmo-how of the bodily system
to acl and surcioe, but as sensorial awareness of such kmow-how, This iniensificd
RIEREss opents wp an experienbial understanding of reality as an embodied motion
comulition, gererating a distnct reasoning based on a transformatine paradoriasl
Tatluee gromnd,

KEYWORDS
cognitive-metaphors
embodied thmking
mursemenl

perceprion

sensonial infensification
techinology




Ceciliz de Limg

INTRODUCTION

It iz oflen difficult to put mto words, and even harder Lo Justily to politicians,
the ways In which dance works its magic — the basizs of ite Leansformative
powers. We tend as a culture (o value ofily what is tangible and measurable
whereas dance is all about the ephemeral, the allusive. the in between.
{(Clarke 2007: 35)

This arlicle: stems from the challenge of unfolding the nature of what i
commenly refermed to as ‘embodied knowledge’ or “embodied thinking” and,
in s way, it seeks to contribule or, a5 Sl Clardae expresses, ‘o pat into
words [...| the ways in which dance works ils magic’. Through my career as
4 dancer and choreographer 1 have observed that many dancers develop an
infensilicd proprioceplive: awareness, which seems 1o be at the base of an
embodied mode of redating to and making sense of the world. This embodied
knowledge luscinales me in the sense fhal it OPeNs up an experiential under-
standing of reality as an embeodied motion condition and produces conscious
ness of thoughl as a somatic process of transfonmation, 1 Towever, the intensily
of such somalic awareness blurs the habingal verbal mode of arliculating
thoughl, resulting in the legendary dilliculty to relate the axperience of dance
with verbal language, and subsequently in a mystification of such experence.
As a consequence, the potential interaction of embodied knowledge with the
formal domains of knowledge remains underdeveloped.

Theee main sections compose the struclure of this arlicle, The Opern
ing piece approaches the relationship between somatics and technology by
comsidering how the somatic practice of dance can be acknowledged as an
embadied technology of perception, Departing rom such contemplation, the
second seclion explores the dancer’s phenomenon of ‘embuodying movement’
by considering how his o her inlensified perceplion of movement reflects a
particular mode of thinking that can be related to recent sludies of cogni
five scence. This study Teads to the propasilion of the notion of “embodiad
maovement thinking” as a practice of a proprioceptive awareness that produces
a dislinct reasoning based on the translormative paradoxical value ground
intrinsic to the body's mMovIng nature,

Finally, the last pant describes a choreographic methodology that | am
currently developing, called Trans meaning’, which approaches the problem-
atic of how Lo interrclate a mode of thinking characterized by its motional
nature with the abstract, predetermined mode of thinking developed through
verbal expression. Or, in other words: how to coordimate Uwe dynamic logic of
the somatic ecosystem with the formal logic associated wilh verbal langmage?
Based on G. Takoff and M. johnson's theory of Cigmitive Metaphors, this
methodalogy does not intend to lonmally capture the perceplive knowledge
ol the dancer, but it aims Lo develup a more conscious and vivid perception
of how the somatic dynamic quality of meaning can be built inl our under-
standing of verbal exprossion,

I - ART AS TECHNOLOGY OF PERCEPTION OR ATECHNE OF LOGOS

K. Li lHua's review (2009) of definitions of technology sugrests (hat although
the concept of technology is currently assoclaled with a particular baady of
knowledye, fhere s not a clear consensus about ks definilion. However, if
we bear in mind the elymological source of the concept of technology as
L Gereek fevhine (o craft skill or knowledpe of means), plus Iagos (word,




discursive reasoning, prindple, argument) {(Andi 1999), we can appreciate the
concept as discursive reasoning about the know-how, or Uw body of kiwrwl
vdpe achieved Lhrough the practice of 2 know how. Following Heidegger's
(1977} vision of the nature of technology as a way ol knowing, resulting from
a particular mode of engaging with the world and conceiving knowledge,
here my intent is to approach lechnology as a “reflevive concept” (Nordmann
2008: 14). According to Heidegger, the modemn relationship with technology
became: ‘instrumental’, as a know-how that consists of mastering substance
by wresting it into a particular form. This vision of lechnolosy derives from a
comcepbion of the world through established categories, which he calls an atii-
tude of enframing, stemming [rom an odentation fowards a precise, control-
lable knowledge. TTowever, he suggests that the original nature of technology
is a practice of poeisis; a mode of knowing developed through a craft that
reveals something that was concealed or bringing lorth the potential of matter
to come into being. In this way Tleidegrer relates the nature of technology to
artistic know-how.

Indeed, the oot of the concepl of “art’ relates 1o a technical craft, or ‘an
ouleome of technical processes” (Gell 2005: 43), which implies the develop-
ment of a distinctive techne. However, il is commonly accepled that art is not
merely a ‘hard technology.! The creative dynamic of art expands it beyond
a purely technical function, and so Gell (2005) distinguishes art as a ‘tech
nology of enchanlment” — a technology that encompasses all those techni
cal systemns and processes able to re-frame our world views and reshape our
perceplion, generating new discourses. The artistic practical skill produces
a crilical perception of the regular patterns of recognilion of the world and
enacts a process of ‘re-recognilion’. So, ark might be approached not merely
as a creative Lechnical system bul also as a practice of technology where fechne
produces logos.

Nonetheless, a basic question arises; How does the practice of an artistic
skill encompass Lhe capadty to develop a new logos? What is its particular
made of engaging with the world and conceiving knowledge?

Although the know-how inbrinsic to art usoally refers Lo the skillful exper-
tise to creatively use and transform specific artistic materalfelements in order
tor createfcompose arlwork, [ would like to contemplate here a different
conbext of such expertise. The lechnique of an arhistic practice, being driven
by a crealive desire and grounded on the artist’s embaodied relation with the
medium(s) of his work (as light, sound, movement, materials and so on),
becames a skill or an ‘act of deep sensorial intensification” (Lepecki 1998: 15).
1he artist’s sensorial systems merease their plasticity in luning with the world,
and this intensilied sensonal relationship constitutes an improved means of
perception. Artislic practice is therefore a technology that develops a specal
red access to sensorial perception

Percephion has always been, in one way or another, associated with the
‘exraction and use of information about one’s eovironment (exteroception)
and one’s own body (interoception)’ (Audi 1999). This informative sensorial
operation is currently widely acknowledged as being the source of our cogni-
tion and our relationship with the world. So, if perceplion is at the base of our
cogmifive: process and if the fechne of art reflects an enhanced awareness of
sensonal perceplion, il becomes clear that artistic practice is a technology that
touches the very foundalion ol ‘our way of knowing’. Subsequently, by play
ing with an enhanced perceplive skill, the arlist exposes ‘our way of knowing’
and ils discursive reasoning as an embodied, creative experience,
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= ""LE“";T Pesrlte. In the case of dance, it beeomes clear that its particolar ‘technological exper-
:;i!.:'?klnl::ffz;}al:::rllg’.-::uw tise! s nol so much to do wilh virtuosity or the capacity of the body to move,
Kinesthesis. but is maore ahout having an improved awateness ol movemnent retated to the

proprioceptive: sense. Tn the next section | explose how Lhis enhanced prop
roceplive awancness is at the root of what 5 vsually refermed to as ‘embodied
thinking’, and leok into what is implied within this mode of thinking.

Il - THE DANCER'S INTENSIFIED PERCEPTION OF MOVEMENT
Perception as movement for affording the world

What are the nature and the operative modes of perception? The work of
1. ]. Gibson (1966, 1979} brought a new vision Lo Lthe dassical approach Lo
perceplion by stressing that (1) percepbive systems are active mechanisms
for receiving different sorls of stmulus information from the environment;
(2) these diverse perceptive syslems [unclion in inlerrelation; (3) perception
is based on the skill to move. Also, by coining Lhe tenm ‘allordance” as the
action possibilities latent in the environment, he poinls Lo perceplion as the
operation that actively relates observer and environment, and relationship
as Lhe experdence of attording. This approach generates a new perspeclive
on the issue of Lhe inberpretation of information. Rather than being consid-
ered as the result of a final simulus information, percepion 1s approached
as an active, recursive process, where cach alfording act becomes part of
the operative mode of the subsequent perception, which resulls in a new
act, and so on. 5o, the significance is not focussed on object-subject, but v
the potential movement generated by the interactive relation between the
body's system of perception and the environment affording character. In this
sense, perceplion is not only based on skill m moving but is m itself a mowve-
ment system for affording the world. Consequently, dance as a technologi-
cal practice of the perception of movemenl, can oller a particular embodied
insight into the moving nature intrinsic to perceplion.

Becoeming movement by zooming into 2 micro level of perception

The propriocephive sense ‘is often unnoticed because humans will adapt to
a continuously present stmulus; this is called habituation, desensitization or
adaptation’” Although the dancer gains a formal and muscalar habituation
tey the movements he or she practices, different fom other phosical activi

tes, dance as an artistc praclice puls geeal emphasis on the expedence of
movement itself. Therefore, tuough several techniques of somatic aware-
ness developed within dance praclice (Eddy 2004), this habituation does nol
lead comsciousness fowards the regular desensihzation of the kinesthetic
sense, hut towards an intensified sensorial awareness of the body in move-
rment. Such awareness leads to the dancer’s perception of self not as bemng in
movemenl, but as ‘becoming mwwvement”. This phenomenaon lnds a paralle
in Merleau-Fonty's (1964) idea of ‘ransubslantiation’, which claims that the
artistic act of the painter happens theough an embodiment of colours, [oomes,
light, etc. — the arhist’s body transubstanbates with the world through the
medium of his ark. Likewnse, the artistic act of the dancer happens nol when
he moves but when he “hecomes movement”. Many dancers recopnize Lhis
expenence as the moments when the dance really happens — the ‘moments
ol danece’. In those moments the dancer plunges his awareness into the
phypsical realm of the sensation of movement, and consciousness becomes




completely merged with the experience of movement itsell. José Gil {2001)
reveals this phenomenon as a deeper sensory layer where the impressions of
micter movements become alive and the awareness of movement enters into
a micro- level of perception. The dancer does not experience himself or herself
a5 a formal body but, as Frin Manning (2009) argues, experiences the body as
a movement condition, and thus the body never simply ‘i, but rather lives
as a constanl process of becoming. Such intensified embodiment of micro-
movemnents leads to a sense of sell-consciousness detached from a defined
identily and perceived as a moving nature,

BMomrethadess, this phenomenon raises [Wwo mam queslions, which [ find
crucial to delve into; (1) How dioses the dancer perceive: such movement condi
tion, and whal is ts nature? () How dioes the intensilied perception of move
ment relate Lo a sense of sell-consdousness?

How does the dancer perceive such movemen! condition, and what
is its natures

In order Lo approach this first question T consider three phases concerning the
dancer’s percephon of the body as a movement condition.

(1) Micro-movements revealing a homeostatic moving condition of the
frving organiso: The dancer's intensilied propricceplive awareness reflects an
mtensified sensorial awareness of the [unctioning of the body's systems such
as the breathing process throughout the whele body and the skin's porous
borders, the movement of blood flow, the heartbeat, Fhe constant aclivity
of the fascia and 50 on. These micro-mavements of the body's funclioning
system are intrmsic to a homeostalic balance. Homeostasis is described by
A, Damdsico (2000} as the constant self -repulation required by the Organism
as & whole Lo maintain a dynamic survival and functional equilibrium, Such
homeostatic balance requires a conslanl micro-movement activity, expressed
by Damasio in an inleresting manner;

If you were to look closely inside the boundary, life comsists of one
big change after another, an agitated sea with one high swelling wave
tollowing another. Bul if you look from a distance, the changes smooth
cul, ikt when a choppy ocean becomes a plassy surface seen from a
planc high in the sky.

{Damasio 2000: 137

In the case ol the dancer, he or she is not merely observing closely as
Damasio points oul, but is also experiencing intimately. He or she experiences
mowving not merely as displacement, but also as an amplified experience of the
budy’s homeostatic molion, a prnmordial condition of the living: body's fune-
Lonality. 5o, the dancer’s amplified sense of the microscopic vibratory nature
ol the body, as A. Tepecki expresses (2000 it, comesponds Lo Lhe perception
of a constanl pulse inherent 1o owr [unclional homeostatic process.

A well-known example of such homeostabic micro-movements is Steve
Paxtan’s Small Dance, where, the simple arlistic proposiion of travelling and
consciousness of the small adjusting movements occurming within the acl of
standing is actually a rellection of the basic funclional equilibrium of the body.

{2) Homeostatic movement reflecting a process of ‘Lrans-formation”; As the
dancer dives deeper inlo the experience of his or her body's wibratory nature,
he or she slarts perceiving the body as a doud of energy; an energetic state

Trans-meaning - Dance ax
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* My lianlation from 1he  that exists as a continual passage through the potential of form — a state of
origenal in Portuguese

4sm deipdi estad de ‘rans-lorm”. In this way, the dancer perceives another level of movement
dewir” manifestation inherent to the homeostatic dytamic of the body — a movement

of transformation, which reflects the body's living process of renewal. Such
sensorial percepfion of movement as a process of ransformation intrinsic to
the body’s living comdition has been expressed by several dance antists, includ-
ing Merce Cunningham, who decared that the dancer percefves “dance as a
constant transtormalion of life itseli” (1985: 84). In the acl of dancing the dances
plays with the vertige of the momentlum of becoming and perceives existence
ws & mobion state of “wans formation’. In this way, the perceplion of self is not
embodied by a furmal body but is an embodiment of this ongeing motion of
transfommation - not a translommation into mﬂmt}]jn‘;{_ but & f-Eg‘_I-J_i_ﬂE ol exrst-
ing as a lransformation flow. Gil (2000} takes this notion further nolicing that,
onee the dancer embodies the process of transformation, he or she becomes
the process of becoming, and so enters a “double state of becoming’

(3} The paradox of affect as the drve of rans-formation: But what is the
force, Uwe wrge, that drives Lhe process of mansfoomation?

The body is able to maintain a homeostalic balance through its trans-
formalive capacity. Such capacity is attained through a constant interaction
between the inside and outside milieu. This ongoing Lansformative inter
change between what is temporarily interior and exterior reflects another
fayer of movement - the movement of atfect The dancer experiences affect
al & busic energetic level: as 2 need to absorb and expel, to incorporate and
be incorporated by the almesphere. This reflects the experience of affect as
addressed by B. Massumi (2002): a pre-personal expericnee of intensily intrin-
sic to the body’s survival needs Lo affict and be affected. Affect perceived as
an inside-outfowtside-in cyclical motion driving the ransiormative gisl ol an
animate body — a primary survival interaction process of aule recreation.

LI the ofher hand, although the body needs to open channels for interaction,
“life and the Tife: urge exdst inside 2 boundary, the selectively permeable wall that
separales the internal environment from the external environment” (Damasio
000 137). 5o, the nature of a living systern as a porous site of affection cannot
be completely open (or it would collapse as & wnit and disinlesrate) nor can it be
a dosed system (oe it would become fozen in ime and lose its living quality). It
needs to engage in a continuous effort 1o regulate the movemnent of cleming and
openimg 1t porous boundaries. The foree of affect inherently implies an oppos-
I foroe — a force of consloaint, a need to preserve division, in order to cdose U
sell — a lorce of individuation. Individuabon and affect can be considerad as
opposing lorces of ‘a tensile, oversaturated systemn, bevond the level of unity”
(Simonden 1995: 23). They relate through a miotion cycle driven by bwvo comple-
mentary sefs of paradoxical needs: aneed Lo buen the inssde-out and the oubside-in
within the need to engage in a dynamic balance of opening/expanding and clos-
ingfeontrachng, 5o, the dancer percerves the functional nature of the lving body
as a double paradiwacal recursive motion, which can be visualizred as a Mochius
Strip, and more noleworthy, reflecting the nature of the movement of breath,

How does theintensified percoption of movement refate to a sense

of self-consciousness?

Wi Rawe seen h':“'-'r l}lfLILI_H'h ATH 1T|IE]'EEI_E|.'_\.|_‘,I_ I_]]_'ﬂj_':-]: i';.:‘L"L']J'I.!."-l'{: AWATE s, ﬂ'l‘l_"
aancer perceives movement as a modus operandi of survival, and the nature of
movement as a paradoxical dynamic intrinsic to the lansformative character
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of the body's living process. Nevertheless, this second question remains
unclear: How does Lhis expenential perceplion of the body's moving condi-
fon ranslale as a sense of self-consciousness?

For this analysis, [ will base my considerations on the work of the neurose -
entist Antonio Damasio (2010, Chapler 8). Damdsio approaches the phenom
enon uof consciousness as an embodied process that happens as a recursive
mapping process of sensorial information received through the perceptive
systems. He desemibes Uuee layers of the process of consciousness COMUEITImNE
the neurological maps of perception: (1) The structural base of conscicusiess
consists of the part of the brain thal represents the funchonal orpanism, which
he: calls the “proto-self’. The proto-sell originates mostly from interoceptive
maps confaining information relative to Lhe internal miliew, like temperaturs,
hunger, heartbeal, pain, etc,; generating what he calls ‘primordial feelings’,
This perceptive layer is the most stable aspect of the physical struclure of the
argamism, varying only according to homeostalic condition. (7) The ‘twelear
self’ is based on the relationship between the organism, represented by the
protu-self, and any other part of the brain that maps an object. To map an
object the brain needs to adapt the body and so the nuclear self is gener-
ated by the “pulses’ that occur when the proto-self is modilied by an interac-
tion between the organism and the objecl Such ‘object mapping” happens
through bwo other maps of the perceptive systems: the ‘maps of the senso-
rial gates lo the exterior’  the Ave traditional senses; and the general body
maps’ — the skeletal and muscular systems. With each pulse of the muclear-sell,
a new chain of phenomena occurs and the primordial feeling is transformed
as @ feeling of knowledge about the object, originating from the capacity of
interaction. (3) Finally, Damasio distinguishes the “autobiographic self’, which
relales to the phenomenon of multiple objects, registered as previous experi-
cnces or anticipated [ulure experiences, in Inlerachon with the “proto self and
producing a series of impulses within the ‘muclear self.

This approach suggests that self-conscousness is an ongoing process Lhal
results from a mapping aclivity that inteprates our perception of the intermal
and external milieu. Within this activity the ‘general body maps’ refersing to the
proprioceptive system have a central role, given that they coordinate both inte-
roceptive and exleroceptive maps. Thus, one can dearty imagine that the nten-
sified propricceplive skill of the dancer becomes a central, coordinaling tool of
self comscousness: by zooming in on micro-perceptions, the dancer aceesses a
vivid inferoceptive awareness relative to the basic functional mode of the organ-
ism, while zooming out, he or she deeply embodies extvroceptive perception,
Based on Lhese considerations, when the dancer perceives the constant micro-
movemenl aclivity intrinsic to Uw body's homeostatic provess, his or her sensa-
tion of the funclivnal organism (called “primordial feeling’ by Damdsio) becomes
the feeling of a moving dynamic. In this way, the profo-self is nod a stable base
of self-consciousness but the moving ground of the homeostatic process. The
conestant pulses of the ‘nucear-self” mteract nol wilh a stable physical structure
bul with a dynamic aflective nature. Tn dance, sell consciousness reflects the
perceplion of the hody's moving condition — its urge and its capacity to mowve,
As Madne Sheels-Johnstone notes: ‘in dance consciousness edsts its body in
movemnent as a lorm-in-the-making, which is a sheer form” (1979: 47). As this
movement condibion s deeply buill inle our basic fmctional provess, 1 tends
i bu imperceptible, covered by all other levels uf abstraction and conceptuali-
zabion. The work of dance brings this moving condition to consciousness. As
Paxbon (2008) claims: ‘it is all to bring movement b comscousness’.

Trans-meaning - Bance as ..
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Furthermore, Damdsio’s theory emphasizes that nolions like exper-
ence, conscousness and perception are not abstract concepts, but are active
embodied praclices resulting [rom a conlinuous, recersive interaction with the
ervironment, In this way newroscience itsell indicates that the study of ouwr
cognilive: nature cannot be approached merely from a stable, formal mode
ol understanding. Tt needs a relational vivid technology that senses eXperi-
ence Inslead of merely analysing it through an abstract conceptualization.
This approach is echowd n Alva Now's proposal that challenges fhe tendency
af neuroscience o identify consciousness as a [ommal event of the brain,
instead of ‘the processes of living In-and with and in response to the world
arcund us” (2009 7). As we have seen the ‘lechnology’ practiced with dance
can contribule to such requirement by producing an experiential expertise.
This experlise perceves the body's living nature as a recursive motion state of
“frans-formation” driven by a twolold paradoxical dynamic between affect and
ndwiduation, leading to a comsciousness of the nature of sell as such para-
dosdcal movement forces. TTowever, how does such perceplion relate to the
process ol thinking?

The somatic foundation of thought and its
verbal conceptualization

Amongst other scentists that defend the theory of embodiment, the work
of Damasio (2003) also claims that thought corresponds to Lhe processing
of imagery, which, at an unconscious level, derives from somatic percep-
fion and owr interachon with the environment. Subsequently this process
becomes abstracied into dillerent levels of representation, with languagpe
being one main foundation lor such abstraction. Maturana and Varels
describe thought al a functional level as “a mode of operation of the nervous
system that reflects [unctionally its intemal anatomical projection [...] onto
ilsell” (1980: 29). In addition, they suggest thal such functional process of
thought is independent of language and that language is merely a reprosen-
tation of thought. Bugenio Barba (1995) refers to the notion of a functional,
embodied, circular system of thought put forward by the famous anthro
pologist John Blacking as thought that does not become a concept, bul is
present in the circular system of mind hand-stone-mind as evidenced in
the action of the hands when rotating a stick to start a fire or when playing
the drum. Accordingly, at a functional level, thought is not approached as a
designed articulation of conceptions, but as a recursive mode of operation
of the nervous system, resulling in a multi-sensorial imagery process; Le. a
recursive process of self-recognition of the organism’s [unctional system of
perception

However, al a aomscoous level, the lognic systemn of Iihilﬂq.l'.n}__; 15 Tt
perceived somatically, but is strongly assoclated with language. According to
U renowned Russian psychologist L, 8. Vygotsky (1985), language plays a
cenlial part not only in the development of thought bul also in the histogical
growlh of consdousness as a whole. As we leamn 1o speak, we leam o leans-
late experience teough an abstraction of our physical perception. We leam
to project and gather meaning through language and therelore, the semantic
structure of the verbal communication we practice subtly becomes the stoue
ture on which we consciously relale o meaning.

Although various studies tell us that the process of thinking derives from
sumatic perception, this process usually remains at an unconscious level,
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and so the conscious mede of perceiving, und articulabing thoughl happens
through verbal language. Conversely, as expressed above, with the practice of
sofabic awareness, many dancers gain an enhanced access to those uncon-
scious levels of percepfion. As a consequence of such access, they develop a
particular ability to vividly perceive the somatic process of thought.

From ‘embodied thinking’ to ‘embodied movement thinking’

The dancer’s vivid perception of the somatic process of thinking is oflen referred
by a5 “embodied thinking’. However, as we have scen, this somatic perceplion
is riot of & predetermined, permanent system, but of a lansformative, dynamic
ceo-system. Therelor, if the notion of thought approached as a somatic opera-
Live systern for articulating sense relies on a moving nature, [ would not call
it merely ‘embodied thinkingg', but rather “embodied movement thinking. The
notion of ‘embodied thinking” although it expresses o mode of thinking based on
somafic experienoe, seems Lo emphasiae the body as u stable entity thal containg
expenence, In conlrast, the teom “embodied movement thinking” puts the focus
urt the nature of meaning deriving from the movement condition mirinsic to the
living boady. Tt proposes the body as a relational event of paradoxical needs and
the notion of thought as the articulation of a rerursive mapping process that
conslantly ‘re-cognizes” an affective movement Lo afford the world?

Il - TRANS-MEANING - SEEKING TO TRANSFER THE QUALITY OF THE
SOMATIC EXPERIENCE OF DANCE TO THE CONCEPTUAL DOMAIN

The core of Trans-meaning - A choreographic practice of physical
emergent concepts

But it is clear that the essence is not the end, bul a means, that our
ellective mvolvement in the world is predisely what has 1o be under-
slood and made amendable to conceprualization, for it is what polarizes
all our conceptual particularization.

{Merdean-Ponty 1963: XIV)

The technology of perceplion developed through the practioe of dance devel-
ops a mode of thinking that refllecls the transformative paradoxical Togic of
our somatic ccosystem, This approach raises a fimdamental problematic of
how to transfer the dynamic, ransformative nature of a sensurial perception
of thought to the domain of conscious thought arhculated through verbal
langmage. Instead of a formal approach to this problematic | propose an expe-
nential mode of tackling it. Therefore, [ am currently initiating a choreographic
methodology enlitlbed Trans-meaning- a methodolosy for a bi-directional
transterence between Lhe sensory-motor domain and the conceptual domain’.
This methodology uses the tacit knowledge of the dancer to develop a deeper
perceplive awareness of how the somalic dynamic quality of meaning can be
built into our understanding of verbal expression.

The pore of "Trans meaning’ consists of exploring the “Theory of Copnitive
Metaphors” conceived by Takoff and Johnson (1999 through the choreo-
graphic practice of what the authors call “Emesgent Concepls” (1980: 477).
This theory emerges [om several studies of ‘Embodied Copnition’ claim
ing that the conceptual systemn built into cur verbal articulation of thought is
mainly created through a metaphorical process, According to the authors, the
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vonoephzalization of cur subjective mind derves mustly from the sensori-mo-
tor dormain, and melaphaors are an intrinsic cognilive mechanism tat allows for
transference from the expedence and imagery of the sensori-motor domain to
the conceptual domain of conscious thought. Concepts that we recognize directly
without metaphors are the stractural base of conceplual thought - fhe Fmergent
Conwepls”. These are primary concepts founded on syslemalic correlations with
epedence, depending on gesiult perception and on sensor-molor perception,
e up, down, open, fall, grab, lemperature. Tn this way, we perceive for example
the: idea of affecfion as warmth and chseness; the notion of control as prasping
and betngr on top; the view of organizalion as physical structure.

However, although Tmergent Concepts’ are the base for percenang
meaning deriving leom the sensori-motor systems of perceplion, when their
connodation is ranslerred o the domain of conceptual ideas, a larpe part of its
somakic hﬁ;iﬁ's, sensitivity and inferenoe slips mbo an tnoonsdons level. Maybse
due to this slip into the unconscious, the perception of its vivid, somatic gist,
which develops within a system characterized as onganic, adaptative, inter-
active and dynamic, becomes diminished. As a consequence, such concepts
are accommodaled Lo a formal, fixed logic associaled with the agency of
verbal language and disarliculated from the kinesthetic intelligence system.
Furthermore, this mode ol inlelligence, since it is unconsciossly learned and
not exercised, becomes blumed, mystic and disengaged from the conceplual
domain of languagm:.

Paced with such contemplation, twe focus of Trans meaning” is o explore
the somatic practice of ‘Emergent Concepls’ as the basic system for generat-
ing sense and producing meaning. More specifically, it departs from the physi-
val and choreographic exploration of explicit kinesthetic concepts like fll, prab
and resistance, approaching cach concept as a “physical proposition with it own
internal necessity” (Gormley [1991] 2012: 1). Trom this pomt it interrelates phys
wal and writing prachices consideding the diverse mode of experiencing each
concept, the physical forces involved, sensodial spectiums, interactive effects and
affective experiences. Thus, the particular approach of Trans-meaning is to invert
the common linguistic relation to metaphorical implications. That is, it does not
look into abstract and subjective metaphors to study how the body expresses
or manifests them, but it takes as its point of departure the dancer’s practice of
kinesthetic 'Emergent Conwcepls” Lo explore the sensorial percephon of meaning
mirinsic to the physical quality of an embodied relation with Que world,

Ulimately, Trans-meaning’ intends to empower our melaphorical cogni
tve nature: nol only at a componential level — by transferring the somatic
perceplion of specilic Emergent Concepts into the conceptual domain, but
also al a systemaltic level by transposimg the logic of our kinesthetic mtelli-
gence as the logic system delermining how conscious thought becomes artic-
ulated. As a result, the nature of our conscious thought would nol be hased
on formal, conceptual relations, bul on an organic, adaptalive, interactive and
dynamic gqualiby characteristic of motional perceplion.

A brief summary of some preliminary experiences

Ihe first part of “ITans meaning” is focused on the physical exploration of
the concepts of falling and resisting. These are two Fmergent Concepts’ that
directly relate to a basic environmental stimulus — the furce of gravity. Hence,
they have an extensive metaphotical use in language, such as falling asleep,
fallingz in love, resishngr femnplation, and so on




Starting by looking mko the nature of movement and its intrinsic relationship
with the force of gravity, the work starts from o basic principle inbegrated
within contemporary dance techniques: the use of counterforos inhorenl ko the
practice of movement. Newlon's three physical Taws of motion give us a basic
scientific explanation of the physical nature of movement. Bul how are those
nolions experienced in the body? A basic eqetence can be perceivid within
the act of standingr The act of supporting our weight by standing ‘still’ implies
fwn oppusile forces: the force of gravity and the equal and opposite force of
our body mass. This implies for example fhat: a bodily foree directed towards
the: fromt requires the balance of a counterweight m a backwards direction:
that in order Lo jump, one needs to begin by directing force towards the floos
an extension implies a contraction, and so on. The phiysical experiential prac-
tice of this notion entails movemnent thal is seneraled by the polential of our
body mass to play with a field of tension of opposing [omees.

Reflecting this nature of movement, the dancer's experience of resislance
a5 a force between bodies s nol merely an aclion againsl, but is also a rela
Lionshaip of balancing micro-forces thal supports and FEnerales mew maove-
menks only possible within the relational space between bodies. In leamming to
tesist, the body goes beyond its individual intention, and reveals an emeryenl,
unexpected meaning occurring within a space of tension. In this SCM5e, a5
Jodo Fiaderro and Fernanda Eugénio (2012) outline in their manifesto, resist-
ance becomes re-existence —a resilient, flexible force of adaptative fragility that
lies within the capacity of reinvenlion.

The dancer’s expericnce of falling exposes a playhal relationship with grav
iy. Through this meovement where the bady has no gravitational su pport and
accelerates towards the ground, the body learns to use the threshold of the
ground, and experiences risk as the weighl of its own mass. Immersed in the
gap of support, the dancer experiences momentum — a sense of travelling n
the Hux of tme, And within the sensation of vertigo he Ieels the body vibrat
ing between the parados of excilement and fear,

Whereas in a stalic understanding of the world the notion of duality is
perceived as a disadvantageous conflict of formal oppositions, in a motional
understanding of the waorld, this condlicl is the drive of becoming alive.

IV - CONCLUSION: THOUGHT AS THE RELATIONAL MOVEMENT
GENERATED BY THE PARADOXICAL CONDITION OF EREATHING
THE WORLD

As Merleau-Ponty (1963) argucs, contmary to intellectual or even empirical
approaches, art is bound up with our consciousness of perception. Considering
that our perceptive system is scientifically acknowledged as the fundamen-
tal means of self-consciousness, and therefore the pillar of knowledge, it is
mportant to ook deeper into artistic practices that develop an embodied
access b syslems of perceplion. These practices touch Lhe very core of owr
means of ‘re-cognition’ and, as such, they need e be considered as special-
ized experiential technologies of our cognitive processes,

Through somatic practices the dancer achieves an intensified aceess to his
ar her proprivceptive system wherein he or she vividly percefves the body asm
a state of wansformation. Such access reveals that the homeostalic condition
of the living body does not envisage a stable nature, bul it presents the lving
process as a movement condibon resulling from the body's paradexdcal need
of affect. This embodied awareness proposes a different mode of perceiving

Trans-mazning - Dance 25 ..

T




Cegilig de Limg

meanitg and opeTating our conscines ﬁ'tm':kj_ng where thoughl exists as the
movement polential generaled by a paradoxical need. 5o, the act of think-
ing becomes an articulation of a dynamic network of relations created by the
tension of opposing forces/desires that seem temporarily formaliaed.

'L'Dnﬂid:‘:ﬂng sensabon as ‘the way in which T am atfected and the EXpLe -
ence of a state of myself” (Merleau-Fonly 1963: 3), meaning is experienced ag
a sensorial relationship formed within Lhe urges and restraints of the body's
capacily to breathe the world. Tts value is revealed through the elastic quali,
of “frans-formation” constructed through a field of tensions inherent to the
paradoedcal force of affect
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