Dancing and movement in coaching
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Introduction
This chapter introduces and contextualises movement coaching through identifying its interconnections with somatic movement education and dance. An example of movement coaching is presented through the Laban/Bartenieff Movement System (LBMS). Foundational principles of the coaching relationship include respect for already existing knowledge and the unique movement of a client, rather than establishing an expert/novice hierarchy and ideal type of movement. Playful exploration comes to matter as bodily co-presence, observation and affect contribute to the space of learning, for both client and practitioner. With process understood as affecting outcome, and therefore equal to it, movement coaching welcomes processes of discovery, iterative methods of working and a spirit of adventure.

Theory, histories, context 
 
The epistemic position in creative somatic movement coaching considers personhood as not fixed nor reducible to any sociological demographic categorisation. This is important for emphasising the possibility of learning and personal growth, and attempting to make movement coaching available to anyone interested. This perspective believes that a client has agency, sensitivity and creativity, although in many cases they may be blocked from accessing these because of beliefs, habitual patterns or lack of sensorial awareness. In this context, the role of a coach is to guide and respond to their specific aims and interests through movement propositions and ongoing reflective dialogue, providing tools for increasing access to new awareness and alternative choices or strategies. Through sessions held individually or in small groups, maintaining this perspective of clients’ agency foregrounds their embodied experience of themself in the world, and the coach works with and responds to what is already present or arising. 

Creative movement coaching involves respect for the creative capacity of both individual client and coach to mobilise ideas and images. Responding to different interests, needs, bodies, aims and goals means creating schemes of work that consider any outcome contingent upon a process, rather than prescribing an already-assumed route. It means listening to what is said but also listening through the body. It means being ready to adjust a plan based on how a session unfolds. It means trusting in the unknown and being prepared to be wrong. Its philosophies of practice cohere with philosophies of immanence, rather than transcendence. Movement and the body are not conceptualised as separate categories. Philosophies of transcendence mean ‘going beyond’ human experience, and some religions underpinned by this philosophy seek to first split off the bodily experience in any voyage. As a philosophy of immanence, creative movement coaching generates a space of encounter with the immaterial or the virtual in the material, where human experience is already here to be explored within. But this is not an essay about philosophy (for that, see for example Deleuze, Manning, Massumi, Grosz, Whitehead). Movement is approached as life itself. Each of us, whether client or coach, constantly makes adjustments to our inner sensorial experience and perception of the outer world in ongoing processes that make movement as adjustment entirely ubiquitous, as general at the same time it is specific. 

In this chapter, creative movement coaching operates mostly synonymously with somatic movement education in order to refer to a variety of practitioners who work in a person-centred way and in which sensation and awareness are vital. A somatic approach favours individuals’ capacity to sense themselves from the inside (interoception) and from the outside (proprioception), and often includes working on the floor, working slowly, increasing ease of breathing, relating to gravity, and the use of touch. During coaching, following examples of movement or copying shapes might be part of an experience, but importance is placed upon an individual’s own expression of a movement concept or embodied idea, rather than replicating a specific form or technique to resemble the way it was shown. 

Key developments of movement coaching require understanding the overlapping and similarly interdisciplinary fields of practice that inform its methods and values. Following the coining of the concept ‘somatics’ by Thomas Hanna in the 1970s, Martha Eddy identified three branches of the somatic world – somatic psychology, somatic bodywork, and somatic movement (Eddy, 2004; Eddy, 2009: 7). ‘Somatics’ helped to create an umbrella title for process-orientated approaches to working practically with body-mind, emerging through practitioners in or moving between Europe and North America in the twentieth century who drew on a vast range of influences including practices from Africa and Asia. Somatic movement education and therapy finds a home in the association ISMETA that acts as a regulatory body for recognising various kinds of training and methodologies, attempting to support a multiplicity of practices centred around health, healing, self-discovery, social justice, creativity and movement. 

Creative movement coaching intersects with histories of modern and postmodern dance appearing in the 20th century to challenge expectations and codifications of the moving body. Eddy traces how modern dance and somatics developed together via figures including Laban, Wigman, Dalcroze, Delsarte, h’Doubler, Duncan. As largely secular, often anarchic practices, modern and postmodern dance and somatics trample on the problematic implications of a mind/body split and address the hierarchisation of mind over body that begets other violent dualisms. Experimental performance practices deploy a myriad of choreographic processes including improvisation as a method of making as well as performing (see Midgelow, 2019). Creative methods to develop bespoke practices and techniques in service of choreographies not only demonstrate important legacies of questioning and rejecting which movements may be framed as dance beyond existing codified dance styles, genres and techniques, and which people may dance. They also respond to the individuals present in that process: to their bodies’ affordances (pace Spatz after Spinoza, 2015), their histories, identities and imaginations. 

Similarly, a principle in creative movement coaching is to meet people where they are at, rather than assume a certain ‘level’ or that coaching requires a certain kind of prior experience. To respond to and work with the techniques and knowledges people bring into the room echoes inclusive methods in dance as well as some histories of contemporary performance practice. A social model of disability underpinning inclusive dance practices recognises that notions of ability are predicated upon how societies differently operate to exclude or include certain ways of moving, sensing and being in the world that impact upon participation in life. Intersecting factors exacerbate inequity and create barriers to accessing education, work, networks, healthcare. Creative movement coaching requires working inclusively, not only to question existing biases in movement expression and communication, but to be part of a persistent movement in the activist sense against the erasure of differences broadly conceived. 	Comment by Andrea Giraldez-Hayes: exclude? Do you want to keep "disinclude"?

Somatic movement education is interested in supporting people learning how to learn and to become their own coach, not simply imparting set strategies or sequences. Coaching is helpful at any time in one’s work and life for the context of being seen and supported in a non-judgemental, supportive way. However, somatic movement education’s epistemic basis of empowering and increasing facility with tools for learning is also underpinned by the humility to recognise that you might not be needed in a room eventually. Against the notion of the expert and the novice, movement coaching is most effective when mutual learning takes place, and the ongoing creative practice of a coach is therefore vital for sustaining awareness that there will always be more to discover and reflect upon. Learning how to learn entails transmission through lived-knowledge where knowledge itself is in motion and there are no fixed methods. 

In movement coaching, somatic movement and improvisation are key tools for a dynamic interplay that interweaves self-connection and connection with the world. Coaching might be informed by a mix of the individual practitioner’s training and experience, and might take place in private practice, in public workshops or classes, and in health care contexts. It is more or less formalised with regards to it happening spontaneously or as a scheduled event. Movement coaching broadly conceived also appears in contexts of peer learning like hip hop and skateboarding, or in rehearsal rooms between actors and movement directors. It requires presence though can take place in the same room or via online video communication platforms. I will shift to writing from ‘I’ to better differentiate one approach from a myriad of approaches. I draw on my background in contemporary performance dance and improvisation practices, and the Laban/Bartenieff Movement System (LBMS), a system for movement observation, analysis and experience. At its foundation is the awareness that what is experienced by a person and what is observed by another are different but connected. LBMS shares with other somatic practices an emphasis on perception, felt-sense and movement awareness. Less common in other somatic movement education and therapy, LBMS also includes approaches to space that extend experiences of sensing connections in one’s own body to relationships with the space around one’s body, referred to as the Kinesphere. The Kinesphere, a concept presented by Rudolf Laban, helps to organise movement observation and experience by identifying where movement is happening in the space around an individual person, for example, in specific directions, pathways, reach-space, zones and levels. LBMS is particularly versatile for coaching as it supports processes of observing movement phenomena as well as conceptual tools to respond with, combine, interrogate, play with and discard. Movement coaching involves supporting a person to better understand the ways they already move and consider what changes or expansions of that ‘signature’ might be possible or desirable. Observation of movement to identify reoccurring features, patterns and absences is supported through LBMS that, although not intended to cover all aspects of being, is wide enough to help mitigate against biases of an observer. 

Movement analysis training is premised upon the argument that in order to develop and expand observation skills it is vital to increase one’s own range of movement. Even if you cannot do actions like backflips, handstands or tightrope walks, you can in your own body visit or approximate their patterns of phrasing, body organisation, dynamic progressions or breath, for example. LBMS supports observation of the infinite ways elements of movement can arise, and helps to illuminate already existing ways of moving, or a movement signature. Each of us have preferences and habitual ways of movement that can affect our ways of seeing and perceiving ourselves and others. Elements of movement are regularly repackaged as labels to judge someone or oneself as being ‘lazy’, ‘uncoordinated’, ‘inefficient’ or ‘ugly’. LBMS offers a way to take distance from such interpretations to explore other ways of thinking and moving. Learning to select ‘lenses’ to deliberately look through at one’s movement, or the movement of others, helps to alleviate being at the mercy of one’s habits or preferences, and means meeting the edges of what is known alongside all that we don’t know we don’t know. 

Carrying this sensibility into working with clients involves strategies for noting observations, such as using movement coding sheets to record what is arising. But these are a reminder to look for elements of movement that might not be so dominant in the observer’s movement signature. Movement coding sheets vary based on the practitioner, though observation generally includes attuning to and looking at what, where, how and ways of relating. These refer to what LBMS identifies as the four foundational components of movement. The ‘what’ refers to which body parts are used, for example, and where do movements begin or initiate from, or how does movement travel through the body. ‘Where’ is movement happening means paying attention to their Kinesphere. Asking ‘how’ leads towards defining qualitative aspects of movement, and ways of relating means observing how a mover accommodates themselves, others and the environment they are in through ongoing adjustments. Recording patterns, durations and frequencies of movement helps to synthesise a client’s movement signature, and identify areas they wish to expand, as well as changes throughout the duration of coaching. Coaching is in relationship to the LBMS taxonomy but the taxonomy itself does not indicate how to use it. Sometimes it is interesting and useful to share with clients the use of the symbols used in LBMS as part of defining concepts that clarify something about movement experience. I use words and symbols as part of my ways of recording, planning, and reflecting in between sessions. 
 
Working with clients

Speaking in terms of movement includes a vast range of phenomena such as the whole body, body parts, movements of memory, of vocalisation, of the vibration of cells. As a facilitator, I act as a guide. Whilst there is expertise in holding space and asking the most supportive question at the right time, being a companion to someone’s coaching process means not imposing upon it an agenda that would be paradoxical to the aims of the client and assumes more than can be known. To support this sensibility, LBMS relies upon conceptualisations of thematic pairs, sometimes referred to pairs of opposites or dualities, like Mobility/Stability, to articulate movement experience. These help to organise some understanding of shifting perception and relating (for example, standing on one foot opens an experience of stability and mobility, with both required). Though they allude to a binary, it is rather their wholeness that is important for non-dual praxis. 

Using the thematic pair Function/Expression in relationship to one client’s process of recovery from a complex hip joint replacement meant considering how the new functionality of the joint affected the expression of sitting, standing, and walking. Understanding the kinetic chains affected through a new access to muscular activity included a realm of feeling, shifts in self-perception, awe, and grief. The newly affected part of this client’s body affects the whole of their experience of their functionality and expressivity, and movement coaching created a space to integrate, discover and test out new possibilities of shifting weight that has implications for lying, sitting, standing, walking, balancing, and dancing. Function/Expression, capitalised as part of LBMS lexicon, serves to continually decentre biomechanical fact or the emotional response towards surgery as the most important part of experience. These parts are understood to be entangled. Occasionally teasing them apart for clarification included, for example, realising discomfort was an impingement of bone and nerve that needed a new movement cue or intention. Or, tracing the appearance in sense memory of being berated for not doing the movement in a dance class the same way as everyone else. Movement coaching means the stories of the body are welcomed and not made irrelevant because of any prevailing epistemic primacy or hierarchy. Often clients who have had surgery and then receive an exercise plan from a physiotherapist struggle with motivation for engaging in repetitive activity, despite knowing it makes for better healing. For this client, an outcome of sessions together was being able to better self-direct movement exploration beyond their diligent undertaking of physiotherapist’s exercises with less anxiety about doing damage. In addition, sessions supported an increase of self-compassion in a long process of healing. Movement coaching attempts to get closer to what is meaningful for a person, beyond but including a part of the body that might be very readily in the foreground of attention, as is the case with injury or ongoing conditions.

A consultation process includes discussing goals and interests, moving in the room through walking or other movement if welcomed, some floor-based movement sequences that engage different kinetic chains, breath, patterns of body organisation, level change and so forth. The way these are done reveals areas of the body that might be more held or passive, how the parts relate to one another, and through observation and conversation, how the client experiences such actions. Any images, associations, ease, discomfort, and emergent questions help to shape the working methods of subsequent sessions as I respond to how the aims or goals of the client correspond with how they are already moving. A plan for sessions includes tasks that may be more or less ‘open’, for example a few instructions initiate a movement improvisation, or a more specific action such as ‘heel-rocking’ (Hackney, 2002: 108-9). Sometimes I move with a client for the possibility of mirroring what they are doing, or doing something qualitatively different, or to be a sense of companionship in the room where we are both engaged and active rather than having a still observer watch a moving person. Observing through moving together is possible through how peripheral vision is activated. Attuning to one another through breath and bodily co-presence can create increased trust: we affect and are affected. 

A typical arc of a session might include floor-based practices leading into improvisation to then set a short repeatable phrase. This becomes material to continue adapting by changing various parameters of movement (for example, its space, phrasing, time, body initiations, dynamics, levels). Making a movement phrase generates the conditions of exploration from which discoveries can inform other tasks and activities related to the client’s goals. Movement coaching is a route for self-discovery, which requires giving consistent, close attention to the changing experience of the client, or what performing artists might call ‘being present’. As the method requires following discoveries and creatively responding, sometimes the aims of both the client and myself as practitioner shift. Whilst goals are important, a goal could be to stay present to the unknown. Like contemporary choreographic practices that work with improvisation, my task is to create the conditions for something to happen. A client’s process of reflection is included within a session through movement itself as well as other forms such as speaking, drawing and writing. I offer tasks for in-between sessions to help a client develop their personal practice, and sometimes include films of them and/or me. 
  
Rather than elaborate upon one specific case study, I wish to emphasise how goals and motivations to seek movement coaching vary along the continuum that can be summarised through Function/Expression. One cluster of clients includes students and graduates of Dance Movement Therapy programmes or related psychotherapeutic disciplines seeking to supplement their observation skills and tools for personal practice (indicating that the provision in these trainings is not always substantial). Other clients include a nanny looking to better understand his movement on a journey towards therapeutic training; a yoga teacher seeking creative practices and poetic routes towards movement away from codified movement; a singer wishing to find more confidence in being seen when performing; a PhD arts and humanities student wanting more tools to identify her movement signature and increase range to support some of the methods used in her research; an actor wanting to understand his habitual ways of moving prior to characterisation; and someone terrified of attending group yoga classes for fear of not ‘doing it right’. These examples highlight how movement coaching can respond directly to specific needs that might be less possible in group movement classes. 

Discussion

Irmgard Bartenieff was a dance artist and later, dance movement therapist and physiotherapist. LBMS includes movement sequences based upon fundamental components of locomotion, level change and developmental progression from birth to walking, derived from Bartenieff’s work with children with Polio. In this context, her ambition was not only to activate neuromuscular chains, but motivate individuals. This holistic approach to personhood does not view the body as a collection of parts and does not adhere to some physiotherapeutic methods that only work on a part of the body. Bartenieff did not conceptualise movement only in terms of biomechanic functionality but took an expansive approach that made space for spontaneous movement expression. 

Creative movement coaching shares aspects with Dance Movement Therapy/Psychotherapy (DMT/P) and related psychodynamic body therapies interested in the integration of body and mind, healing and wholeness. Working through the body can bring up memories, and there are differences between how practitioners might work with those stories based upon their frameworks of training and education, for example, drawing upon archetypes. As a coach, it is important to know in advance health histories including injury, trauma and any existing conditions to know more of how to work and what to expect, but creative movement coaching is not necessarily claiming to be therapy in the sense it is understood as a psychological field (though nor is DMT/P). The articulation and inclusion of the therapeutic dimensions of movement however is not simple to define or delimit to one field of practice more than another. ISMETA accredits both somatic movement educators and somatic movement therapists, and discussion ranges over who chooses to identify their work with the term ‘therapy’ and/or ‘education’ and why. There are many trainings and forms of education, some emphasising group dynamics and psychotherapeutic theory, as DMT/P does. Each form of training has specific histories, implications for where one can work and with whom, with context-specific connotations that affect questions of insurance, ongoing training, and supervision expectations. What is at stake in creative movement coaching overlaps with somatics, somatic movement repatterning, DMT/P, and performing artists’ training concerns four main points: being communicable to a non-specialist audience or clients as being recognisable, which matters for the futures of such practices; the safety for clients and coaches; the freedom for practices to develop and meet the needs of changing knowledges and contexts; the preservation of practices, ethics and epistemologies. For movement coaching, the community of ISMETA is crucial for robust, though lightly-held standardisation within a multiplicity. With many performance and movement practices trade-marked and parcelled into specific economies of knowledge often making them inaccessible, and the concept of ‘embodiment’ appearing more frequently in mainstream spaces, I argue that it is important creative movement coaching remains a frame through which to see a plural field of inter-personal movement practices and creative learning, rather than claim narrow specialisation, despite coaches and clients’ specific methods, goals, and outcomes. 

Creative movement coaching might relate to ‘body language’, but I wish to emphasise some differences. Theories of body language can be limited through emphasising static postures rather than the movement into and out of postures which is how perception of movement takes place. Theories of body language may start from conclusions about movement’s possible impact or communicative power movement, with assumptions of it being, for example, ‘distracting’. This is problematic in that it perpetuates an ableist, ethnocentric view of the body and movement. In some contexts, ‘body language’ skills are taught to equip people with tools to feel more confident, which overlaps with the aims of movement coaching, as does recognising habits in one’s ways of moving. However, the goal of some body language training is to ‘neutralise’ individual traits in order to attempt to minimise other people’s possible interpretations or assumptions about a person. In situations when you want to pass, be taken seriously or want to fit in, to be able to modulate your speed, length of step, eye line and gestures might well be a tactical advantage, albeit a defensive starting point. But it also assumes all bodies could arrive at such a reductive, even nebulous notion of ‘neutral’, which risks the perpetuation of conservative approaches to bodies and movement, and limits an embrace of the diversity of human expression in which more confidence to inhabit oneself need not flatten the differences between us. LBMS in this regard decentres a ‘normative’ or ‘neutral’ body through a politics of practice that acknowledges cultural hegemonies but without the desire to keep serving them. 

Creative movement coaching opens onto discussions of what it means to ‘pass’, how creative agency is shaped, and what authenticity might entail as part of individual growth in relationship. The briefly sketched examples of moving coaching in one-to-one contexts allowed the possibility to closely follow one person’s process, needs and aims. Such creativity and care are also found in practitioners who work with groups, and many dance practitioners working in healthcare and community settings do similar work to follows needs and aims. Creative movement coaching sounds general. But as I have illustrated, it approaches highly specific goals and works well in situations of recovery when conditions are no longer acute, as well as even a mode of intervention in institutions (see Dowling in Peck, forthcoming). Movement is often lumped into conceptualisations of only functional aims (movement to ‘fix’ the body), or pleasure and recreation (dancing for fun; sports for challenge/competition). Somatic creative movement coaching encompasses all of it. The vast range of approaches to movement and dance are its advantage but also ground for confusion and misinterpretation. There remain gaps in understanding and appreciating the value in engaging in creative responses to individuals, and individuals’ capacities for creative responses through movement. Fighting for subsidising and increasing access to such spaces of connectivity also requires advocating for an expanded approach to movement as life, not only function or expression. 	Comment by Andrea Giraldez-Hayes: This is an excellent chapter. Thank you so much. We understand you replaced the case studies and that if fine. However, could you please add three to five discussion-points to aid personal reflection at the end? Using bullet points and questions or prompts will be enough. Thanks!

Discussion points 
1. Movement coaching is the practice of having a plan and being ready to deviate from it, partly because of the emphasis on presence to sensation and articulation of experience. This semi-improvisatory approach appears in other forms of coaching, as well as creativity, and opens questions of control in how processes modulate. Turning to the body and movement helps to recognise these capacities of being and being-with where attunement might be easily taken for granted or glossed over as part of how a relationship is formed or renegotiated.
2. There is bodily co-presence as part of any coaching relationship, even if the focus is not on or through movement. It can be helpful to reflect further upon the nuances of one’s physical presence and responsiveness. This might simply be out of curiosity, though it is more urgent if there are specific blocks, reoccurring comments, or questions about how you work or come across to others.
3. Playful exploration of one’s own movement can be for preparation as well as recuperation. Such a relationship towards one’s movement serves one’s work with others, and one’s own longevity. Through movement ‘creativity’ might be welcomed or even reified as an everyday mode, rather than deferred to others.
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