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ABSTRACT
THE RELATIONSHIP OF SOMATIC AWARENESS TO CREATIVE PROCESS:
AN EXPERIENTIAL PHENOMENOLOGICAL STUDY
MAY 1 996
JEANNINE D. HAAS, B.A., SMITH COLLEGE
M.Ed., UNIVERSITY OF MASSACHUSETTS AMHERST
Ed. D, UNIVERSITY OF MASSACHUSETTS AMHERST
Directed by:

Professor Doris Shallcross

The purpose of this study was twofold: (1) to investigate how,
if at all, participants in a specially designed course experienced and
understood the relationship between somatic awareness and their
creative processes, and (2) to ascertain the value and effectiveness
of this course which emphasized creative and somatic awareness
processes and sought to provide an atmosphere conducive to
enhancing and fostering creativity.
The researcher/teacher designed and implemented, at a
university, a semester-long course and research project in which
seven women participated.

The women, ages 20-51, were

encouraged to do a daily practice of exercises designed to increase
conscious awareness of sensations in their bodies.

These included

(among others) conscious breathing, walking meditations, Authentic
Movement, Body-Mind Centering, yoga related to chakras, and theatre
improvisational games.

Concurrently, the course encouraged

participants to become consciously aware of their creative
processes.
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The researcher utilized data from pre and post questionnaires,
written responses regarding exercises, essays regarding creativity,
autobiographical essays, and exit interviews.
Data were presented via individual profiles of the
participants, mostly in their own words, structured around these
questions: (1) How do students understand their own creative
process?

(2) How do they experience creative blocks?

were the effects of this course?

(3) What

(4) What connection, if any, do

participants perceive between body awareness and creativity?

and

(5) Does being a member of a group that comes together to focus on
somatics and creativity affect one's creative life?
The researcher found participants shared many common themes
concerning their experiences of (a) creativity, (b) somatics, and
(c) the relationship of somatics to creative process.

Themes of

self-knowledge, movement from inside to outside, power, energy,
receptivity, heightened states of awareness, and change were the
most prevalent and dynamic ways in which participants experienced
the three categories to be related.
The researcher concluded that somatic awareness seemed to
be a means of enhancing and fostering creativity for the participants
of this study and that courses which value creativity and kinesthetic
"ways of knowing" would be valuable in general college curricula as
well as in arts curricula.
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CHAPTER I
INTRODUCTION

Statement of the Problem
A review of the literature on creativity (across disciplines)
would have one believe there is little relationship between the body
and creativity.

Because of the Western dualistic understandings of

the mind and body as virtually separate entities, creativity has
historically fallen into the realm of the "mind" which has had little
tie to the body. Modern fields of psychoneuroimmunology, and the
“alternative" field of "mind-body" therapies, are producing data that
provide new information regarding connections between mind and
body. We are coming to understand that not only do we know the
world "through" our bodies, we also know "in" our bodies. This
knowledge is embedded and embodied in our very tissues. This new
(yet ancient Eastern) understanding of the body-mind continuum
ought to have significant repercussions in the field of education, and
more specifically, on the sub field of creativity education.

However,

it seems that prevailing educational practices are slow to embrace
this knowledge, slow to use innovative means to access this "body
wisdom."

We need only look as far as most classrooms to see rows

and rows of desks where the body is held captive while the mind
learns.
Education is not the only institution whose practices lag
behind understanding.

Although segments of American society are

beginning to embrace a holistic understanding that mind and body are
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one, the field of medicine in America, for example, still reflects a
mind/body split in its practices.

Allopathic medicine, the dominant

medical model, predominately deals almost exclusively with
symptoms of the body.

Such physicians as Bernie Siegel, author of

the popular book Love. Medicine and Miracles, who consider the
whole person as object and instrument of healing, are still
considered to be mavericks.

Other non-allopathic, more holistic

forms of healing, such as acupuncture and homeopathy, are not under
the auspices of the American Medical Association and are considered
“alternative” or “fringe” at best.
The mind is still dealt with in psychotherapy.

Psychotherapy

is popularly understood to mean “talking therapy” in which a
psychologist and patient sit across from one another in chairs and
talk about the patient's thoughts and feelings.

Of course, there are

many alternatives to this kind of therapy but this is still the
prevailing model.

The point is that although we may understand the

body and mind as one, we are slow to “embody” that understanding.
In reviewing the literature, there is little that directly links
somatics (see Definition of Terms) and creativity.

Research in the

field of creativity has focused overwhelmingly on cognitive skills
necessary for creativity, personal and intellectual traits of
individuals deemed creative, and social conditions optimal for
creativity to occur (Amabile, 1983).

During the period between

1950 and 1970 when there was funding for creativity research,
there was little, if no, research done to probe the process of
creativity (Feldman, Csikszentmihalyi & Gardner, 1 994).

No studies

were done concerning the role of somatics in the creative process.
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Humanistic psychologists such as Maslow (1967, 1968) and
Rogers (1971) discuss creativity as a holistic process.

They

understand creativity as a process of self-actualization and
realization dependent on the ability to be aware and respond
experientially.
Research in the somatic field also renders little that directly
concerns itself with somatics and creativity, however there are
studies that relate tangentially.

There have been a few qualitative

studies on the therapeutic effects of dance/movement therapy on
individuals.

One such study is that of Hammond-Meirs (1992/1993),

a movement therapist who conducted movement therapy sessions
with women who had depressive features.

She found that

reintegration of their body-selves helped the women feel and think
differently about themselves.

They expressed that they felt their

movement experiences helped them accept and care about their
bodies, expanded their movement repertoires, expanded their
horizons, and broadened their sense of abilities, possibilities, and
perspectives on their identities.

Hammond-Meirs concluded that

such movement experiences resulted in participants feeling that
they were experiencing more creative ways of approaching aspects
of their lives.
There is a large body of research and literature concerned with
illnesses that afflict artists, mainly bipolar disorders.

Although

these are relevant and informative, insofar as illness is a mind/body
phenomenon and artists are deeply involved in the creative process,
these studies are not tied directly enough to my study to warrant indepth coverage.
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The topic of “creative block” (see Definition of Terms) is of
interest to me because physical illness often occurs when an artist
is creatively blocked (Estes, 1991; Dallet, 1986).

I find this to be a

phenomenon that may indicate a direct relationship between body
and creative process (albeit in creativity's blockage).

I believe a

look to the literature on creative blocks could be rife with clues for
understanding how the soma (see Definition of Terms) is involved in
creativity.
In reviewing the literature, I found only one study which is
directly concerned with understanding the relationship of somatics
to creativity.

This qualitative study, done in 1993 by Jill Green at

Ohio State University, is similar in nature to the study in this
dissertation.

By creating a "somatic/creativity project" in which the

subjects participated, she sought to explore how students experience
somatic and creative processes, determine if and how they find a
relationship between the two, and understand how somatic practice
may foster creativity in the project.

She found:

The participants expressed a relationship between somatics
and creativity and that somatic practice provided a context for
facilitating creativity. However, there was also an over¬
whelming response that the participants had not experienced
somatic practice as separate from the creative process.
(J. Green, 1993/1994, abstract)

Green noted that creativity and somatics share many similar
characteristics such as heightening of sensory experience, risk
taking, relaxation, surrender, and self actualization.
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Green’s study targets issues and questions I sought to explore
in my study.

However, the specific design of my course differed

from Green's as did the methodology of data collection, analysis and
discussion.

The general categories of data collection, however,

were similar: interviews, observation, and document analysis.
Though the problem studied was the same, a second study adds
further qualitative data, findings, and theory-building to a sorely
ignored aspect of somatic research, creativity research, and
education research.

Purpose of the Study
The purpose of this study was to investigate the following
question:

How, if at all, does somatic awareness relate to one’s

creative process and creative life, as suggested through the
experiences of participants in a college level course focusing on
body awareness and creativity?

Additionally, the study concerned

itself with understanding the role and value of this originally
designed course in the creative and maturational development of the
participants, as experienced by the participants.
Stated another way, the goals of the study were twofold: (1) to
investigate, through qualitative phenomenological research methods,
how participants in a specifically designed course experience and
understand the relationship of somatic awareness to their creative
process; (2) to ascertain the value and effectiveness of this
particular course design, which values creative and somatic
awareness processes and seeks to provide an atmosphere conducive
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to fostering creativity.

The course sought to foster creativity

through a focus on somatic experiences in an atmosphere of non¬
judgment, acceptance and group support.

Artistic and verbal

expression, meaning-making, holistic development, healing,
integrity and self-worth provided vocabularies for the course.
To this end, I in the role of researcher/teacher, designed a
semester-long course in which ten women participated.
Participants were encouraged to do a daily practice of exercises
designed to enable them to become more consciously aware of
sensations in their bodies.

These included (among others) conscious

breathing exercises, dancing, walking meditations, observing
another person’s physical rhythms, authentic movement, eye
plastiques, aikido exercises, Body-Mind Centering exercises,
Feldenkrais Awareness through Movement work, and theatre
improvisational games.

The practices were usually experienced in

class with encouragement that they be repeated at home. The
practice at home was an essential requirement of the course.

In

class, exercises were often done in conjunction with a creative
expressive activity.

For example, students were asked to write a

haiku after doing each of the varied eye plastiques.

After authentic

movement sessions, students were encouraged to draw or write.
The data for the research included written questionnaires,
given to the participants at the beginning of the course and again at
the end, in order to note changes in their perception of bodily
awareness and the course's effects on their creative life.

Other data

included weekly written responses to the exercises done in class
and at home, a short essay near the beginning on what creativity
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means to her and what her relationship to creativity is, and an
autobiographical essay written from the viewpoint of her body.

Also

included was an essay near the end of the course addressing these
questions: Has this course had any effect on my life?.
affected my creative life?

Has it

An exit interview was tape-recorded to

supply additional qualitative data.
The general methodological intention of this study was to
ascertain from the participants their own understandings of what, if
any, relationship somatic awareness has to their creative life and
what, if any, effects they believe this course and the exercises
undertaken have had on their somatic awareness and creative life.
The research investigated the following areas:

Major Question:
What is the relationship of somatics and creativity as
experienced by participants in this study?

Sub Questions:
1.

How do students understand their own creative process?

2. How do they experience creative blocks? What meaning do
they make of a creative block?

What helps them to unblock?

3.

What were the effects of this course?

4.

What connection, if any, do participants perceive between

body awareness and creativity, as observed in the study?
5. Does being a member of a group, coming together to focus
on body awareness and creativity, have any effects on one’s creative
life?
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Significance of the Study

This study is significant because it strives to understand
somatic aspects of the creative process and to see if exercises
directed at increasing awareness of the somatic can be a means to
enhancing an individual’s creativity.
This investigation is important on several levels.

On the

personal level, implementing a new course design gave me, as a
teacher and researcher, an opportunity to put certain aspects of
theory into practice and to bring theoretical ideas into a tangible
course design and see what happened for students who participated
in it.

This was a rich and rewarding personal experience.

Teaching a

course designed from a synthesis of theories and practices I have
experienced in the fields of somatics, psychotherapy, creativity
education and the arts was a stimulating endeavor in itself.

It

allowed me to experience my own strengths and potentials as a
teacher, as well as illuminating areas for potential growth.
Additionally the study is significant in that it offered the
participants a potentially significant experience.

Experiential,

phenomenological research, by its nature, changes its participants
by the fact that it involves them in an experience-the course and
study.

The content and process of the course/study affect them, in

some way.

The researcher's goal and emphasis of understanding how

the participants describe and make meaning of their experience,
makes meaning-making an essential aspect of the experience for the
participants, as well.

This is a pedagogical plus (Bogdan and Biklin,

1992).
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On a broader level, the design of the course could be a model
for educators seeking innovative means of enhancing and fostering
creativity in their students.

Since the study details a course

curriculum, the rationale behind it, as well as the students'
responses to it, the study could provide a course design or a model
for designing a course with a similar emphasis.
On the broadest level, this study contributes to the research in
the areas of somatics, creativity studies, arts education, and
educational pedagogy.

It contributes to the phenomenological

knowledge base of these fields of somatics and creativity education
regarding this topic, which is only beginning to be developed in each
of these fields.

This study could begin to illuminate ways to

enhance and foster creativity through somatic awareness exercises
and stimulate questions for further study and development.

The

fields of somatics and creativity studies are both relatively new,
making the phenomenological exposition in this study especially
valuable.
Additionally, the study hopes to begin the process of theory
building across disciplines concerning this topic.

To paraphrase a

quote by a famous physiologist:

When the physiologist, the psychologist and the poet begin to
talk corresponding languages we shall be on our way to a
genuine understanding of human nature, (cited in Murray, 1959,
p.106)
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Definition of Terms

Creativity: I use this term in a very broad sense.

I am

referring to a way of being in the world that is about authentically
responding to life.

“Authentes” is Greek and means “one who does

anything with his own hand—autos, self.” (Webster, 1 992).
Embedded in the concept of authenticity is the concept of “self”—
unique, one of a kind.

I am concerned with the process of creativity

--how one responds to input in a manner that is true to oneself.
Because of my identity and professional experience as an
artist and somatic educator, my understanding of creative process is
informed by this lens. The language I use, the design of the course,
and the participants whom the course attracted are more closely
related to "artistic creativity" than say, scientific creativity
(though they do share some characteristics).

The concerns of this

project are more closely affiliated with "primary creativity," as
opposed to secondary processes.

However, I want to reiterate that

my definition of creativity is not confined to the arts but is rather a
way of being in the world.

It is what Maslow (1959, 1962) termed

"self-actualizing creativity."
Alma Hawkins, dancer and choreographer, describes succinctly
the understanding of creativity that I share.

She understands the

process as:
Taking in of sensory data, a feeling about that which is
perceived, an exploration of precepts and feelings, an
imaginative relating of present and stored experiences,
feelings, and meanings, and finally the forming of a new
product, (cited in J. Green, 1993/1994, p. 39)
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More simply stated, it is a process of taking in, interacting and
responding.

Along the same lines, author and researcher Mary Clare

Powell (1992) defines creativity as “bringing what is inside out.”
I believe that everyone is creative.

However, for some people,

creativity is a more conscious, mutable, process.

I believe a

person’s creativity can be enhanced as they become more aware of
their own unique inner processes of interacting with the world.

Mind/Bodv: I use this term interchangeably with mind-body,
body/mind and body-mind.

It is a way of referring to the continuum

of mind and body as a unit. Dualistic understandings of the human
being have recognized body and mind as separate entities. This
dualistic philosophy, of course, has affected the language with
which we speak of ourselves.
must coin new terms.

As our understanding has shifted, we

Mind/body is a relatively new term that

refers to a non dualistic understanding of the whole person.
Unfortunately, embedded in it is the terminology of dualism.

Soma: “Soma” is from the Greek which evolved to mean “the
living body in its wholeness” (Hanna, 1980, p. 6) and emphasizes the
constant movement and process of the body.

Somatics: Somatics is “a field which studies the soma;
namely, the body as perceived from within by first-person
perception” (Hanna, 1986, p. 1).
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Somatic Awareness: I use the term "awareness" to mean
consciousness, focused attention, as well as the capacity to bring
unconscious material to consciousness.

Somatic awareness refers

to consciousness of inner sensations or focused attention on inner
sensations.

This description of inner sensing can be further refined

by terms such as proprioception and kinesthetic awareness.
Proprioception refers to an inner sensory communication system.
Kinesthetic awareness refers to an inner sense of movement within
the body.

However, for the purposes of this dissertation, I will not

be concerned with these distinctions, and will use, instead, the
general term “somatic awareness.”

In Chapter IV, the term “body

awareness” is used interchangeably with somatic awareness.

Creative Block: I will use this term to mean an inability to
produce in one’s artistic medium as a result of some internal
impediment to the process.

Overview of the Chapters

Chapter I

Introduction

Chapter II

Review of the Literature

Chapter III

Research Methodology

Chapter IV

Presentation of the Data, Analysis and Discussion

Chapter V

Summary and Conclusions
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CHAPTER II
REVIEW OF THE LITERATURE

Introduction

A review of the literature that links somatic awareness and
creativity indicates that almost no research has been done on this
topic and very little theory has been developed linking these two
areas of focus.

Consequently, I will review three main bodies of

literature: theories of creativity that may have pertinence to a
somatic involvement in the process; theories and practices in the
field of somatics that could be understood as relating to creativity;
and the only other study done directly concerning the relationship of
somatic awareness to creativity and another study in which
participants felt more creative as a result of engaging in movement
therapy.
In selecting the literature to review, I have featured material
that I believe sets the stage for my study.

Since there are no

theorists who have put forth a complete concept of the relationship
between creativity and somatics, I will be patching together a quilt,
of sorts, of various related theories and studies that I believe could
be relevant to creating such a theory.

Choices of the various pieces

of quilt support my a priori stance that the body is a source of
wisdom, information, imagery, and story that can be utilized as a
means to “knowing thyself” (a developmental function of
creativity), and as a source of raw material to be honed through
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creative media.

The theories, studies, and practices reviewed in the

literature are those which I have encountered with my body and
found to be “true.”

Theories of Creativity Relevant to a Somatic Involvement

Introduction
Overwhelmingly, the field of creativity studies has concerned
itself with the cognitive function in the creative process.

Theresa

Amabile (1983), a researcher in the field of creativity, reviewed the
content of research conducted in the field of creativity in the past
thirty years and reported that the majority of studies were
concerned with cognitive factors as they determine creativity, as
well as studies concerned with dispositional factors (traits of
creative people) and a few studies focusing on what social
conditions are optimal for creativity to occur.
This preoccupation with the cognitive probably has to do, in
part, with the origins of the field of creativity studies.

The field

began in the 50’s and was mostly concerned with being able to test
for creative talent which could then be put to use for the state. The
beginning of creativity research is usually dated from J.P. Guilford’s
presidential address before the American Psychological Association
in which he laid out his conceptual basis for creativity research.

He

was a member of the team of psychometricians responsible for
abilities testing during W.W.II.

He knew that IQ measures were not
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predictive of leadership, technical inventiveness, and innovation.

He

hoped to be able to develop instruments to test for these abilities.
Torrence developed a test for children inspired by Guilford’s
divergent thinking model. This shifted the focus of research onto
children.

Research of the 60’s emphasized early identification of

promising scientific and technological talent.

The goals of the early

years of this field were identification, selection, and encouragement
of cognitive skills that could be utilized to serve the national
security.

During the years when there was funding for creativity

research, 1950-1970, there was no research concerned with the
process of creativity (Feldman, Csikszentmihalyi & Gardner, 1 994).
Though subsequent research moved from "conservative" to
"radical," from serving national security to serving individual
expression and became associated with broad social reform and
radical school reforms (Feldman et al., 1 984), creativity was still
being studied, and continues to be studied as a province of the mind.
A review of the literature, to date, reveals only one study (J. Green,
1 993/1 994) that has concerned itself directly with the role of the
body in the creative process.

Looking to the field of psychology offers some theory and
research which can be useful in understanding and building a theory
of how somatic awareness is or can be involved in creative
processes.

Humanist psychologists Maslow (1962) and Rogers’

(1959) understanding of creativity as a developmental process of
self-realization, wholeness and health—an ability to be aware and
respond spontaneously to life—lays the groundwork for building a
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definition of creativity which involves the whole person: body, mind
and spirit in a dynamic, authentic, interaction with daily life.
Psychologist Eugene Gendlin (1981) conducted research which
informs us of how our minds understand through a “felt sense” in
the body, making a strong case for the interrelationship of mind and
body and the wisdom of the body. I find his work relevant because it
illuminates a way in which an individual, by becoming conscious of
her own physical sensations, can access a means of discerning her
own “truth.”

This seems it could be a useful tool in discerning and

developing intrinsic motivation.
Mihaly Csikszentmihalyi's (1991) concept of "flow" points out
the importance of directed attention and the resultant state of
heightened awareness characteristic of creative processes.

This

work is significant to my study because “flow,” as the term implies,
is often described in terms of physical sensation related to
heightened awareness.

Also, his findings stress the significance of

controlling attention and consciousness to achieve the state of flow
associated with the creative process. Though using the body to
practice and learn the discipline of controlling consciousness is only
one avenue, it is an avenue and the one that is the focus of my study
on the role of somatic awareness in the creative process.
Examining the phenomenon of “creative block” is another area
of investigation significant to this study.

When creativity is not

flowing, there is often a somatic involvement—the body/mind
becomes ill.

This somatization, which occurs when creativity is

blocked, could imply a somatic component in the creative process.
Understanding this somatization of creative block might be useful in

16

understanding the relationship of somatic awareness to creative
process.

By looking at some of the reasons creative blocks occur,

insights might be gained regarding how to facilitate the flow of
creativity using the body as a means.

Holistic Definitions of Creativity

Humanist psychologist and theorist Abraham Maslow (1962) in
addressing the topic of creativity makes the distinction between
special talent of the genius type (of which Beethoven is an example)
and the kind which he believes to be the heritage of every human
being and which varies with psychological health.
latter "self-actualizing creativity" (SA).

He termed the

It is SA creativity that he

addresses in his writings.
SA creativity is characterized by a special kind of perceptiveness—seeing the raw, fresh, ideographic and concrete as well as
the abstract, rubricized, and generic.

SA creative people feel more

alive in the real world of nature than in the verbalized world of
concepts, abstractions, expectation and beliefs.

They are more

spontaneous and expressive than average people, less inhibited, less
blocking, less self-criticizing, less fearful of the unknown and lack
fear of their own insides—impulses, emotions and thoughts.
Since self-actualization or health must ultimately be defined
as the coming to pass of the fullest humanness, or as the
"being" of the person, it is as if SA creativity were almost
synonymous with or a sine qua non aspect of, or a defining
characteristic of, essential humanness, (p. 137)
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Carl Rogers (1959) concurs with Maslow.

He maintains that

the motivation for creativity is man's tendency to actualize himself,
to become his potentialities.

Rogers defines the creative process

as:
The emergence in action of a novel relational product, growing
out of the uniqueness of the individual on the one hand, and the
materials, events, people, or circumstances of his life on the
other, (p.71)
Conditions within the individual which Rogers believes are
associated with creativity are openness to experience, an internal
locus of evaluation, and the ability to toy with elements and
concepts. The following quote regarding "openness to experience"
excites me because the vocabulary he uses places creativity as a
process within the body:
In a person who is open to experience each stimulus is freely
relayed through the nervous system, without being distorted by
any process of defensiveness. Whether the stimulus originates
in the environment, in the impact of color, or sound, on the
sensory nerves, or whether it originates in the viscera, or as a
memory trace in the central nervous system, it is available to
awareness. This means that instead of perceiving in
predetermined categories (trees are green; college education
is good; modern art is silly) the individual is aware of this
existential moment as it is, thus being alive to many
experiences which fall outside the usual categories (this tree
is lavender; this college education is damaging; this modern
sculpture has a powerful effect on me), (p. 75)
Regarding fostering creativity,

Rogers believes that

psychological safety and freedom are external conditions necessary
for allowing the internal conditions of creativity to emerge.
"Psychological safety" for an individual can be fostered by a
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facilitator in the following ways:

(1) accepting the individual as of

unconditional worth; (2) providing a climate in which external
evaluation is absent.

This allows the individual to recognize her or

his own likes and dislikes, the nature of the materials and her or his
reaction to them putting the locus of evaluation within; (3) under¬
standing empathetically.

"Psychological freedom" is facilitated by

allowing the individual complete “symbolic” expression.

To express

feelings and impulses via behaviors may not always be freeing.

For

example, it is not acceptable nor psychologically freeing to kill your
father. However, to destroy a picture of your father (a symbol) may
be.
Maslow and Rogers understand creativity as part and parcel of
the human being's tendency to develop toward self-actualization.
Related to this is the notion that we are created as we create; the
artist does not only create the work but is simultaneously created
by it (Dallet, 1986; Jung, 1966; Zohar, 1990; McNiff, 1992; Powell,
1992; Reis, 1986). Jung said, “It is not Goethe that creates Faust
but rather Faust that creates Goethe.” In Answer to Job (1960),
Jung interprets God’s creation of humans as a need to understand
himself.
Historically there has been a link between the arts and healing.
Greek theatre is known for its cathartic effect.

Some art and dance

therapists work from the premise that the act of making art is
therapeutic in and of itself.
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Eugene Gendlin:

Focusing

In studies he conducted over a 1 5 year period with colleagues,
psychologist Eugene Gendlin (1981) recorded thousands of
psychotherapy sessions in an effort to understand why some clients
improved from talking therapy while others did not.

He found that

those clients who improved, all somehow “checked in” with their
bodies to verify whether what they were saying really reflected
what was “going on inside.”

Gendlin came to understand that these

clients were “focusing” their attention inside their bodies to attain
what he calls a “felt-sense” of what is their “truth.”

He termed

this process “focusing.”
Gendlin was seeking to understand the process through which
people were able to change in psychotherapy. He found that
“focusing” was the process that made psychotherapy work for
individuals but that “focusing” was a tool that could also be utilized
outside of psychotherapy and still produce change in individuals.

He

found that some people seemed to “focus” spontaneously but that
those who didn’t could be taught. He then went on to develop a
program to teach individuals how to focus attention on felt
sensations in the body and notice shifts of energy which occur when
the individual is able to identify the crux of a sensation.

The shifts

indicate an inner truth has been identified resulting in an inner
change or shift.
Though Gendlin was not studying how “felt sense” pertains to
the creative process, I see his findings to be significant to under¬
standing ways in which somatic awareness can be utilized in the
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creative process.

Creativity, as I define it, has to do with intrinsic

motivation and authentically responding to life in a unique manner.
It follows that there must be a means of being in touch with one’s
authentic and intrinsic responses.

Using the body as a source of

wisdom can be an effective, conscious tool of “knowing thyself.”
Gendlin also makes the case that consciously tuning into one’s
physical “felt sense” is a skill that can be taught.

Csikszentmihalyi:

Flow

Mihaly Csikszentmihalyi (1991) has been researching optimal
experiences—times characterized by deep concentration and
enjoyment—for over twenty years.

People’s descriptions of how

they feel when involved in creative processes such as performing
on-stage or painting have been significant in arriving at the profile
of what Csikszentmihalyi terms “flow.” Csikszentmihalyi uses the
term “flow” because it is the language that the participants in his
study used overwhelmingly.
From the point of view of trying to understand the role of
somatic awareness in the creative process it seems significant to
me that the term connotes a sense of movement. Movement is a felt
%

sensation.
Flow is a state of concentration in which a person is
absolutely absorbed in an activity to the degree that she or he feels
strong, loses the usual sense of time, feels an effortless sense of
control, loses self-consciousness and has a sense of transcendence.
The characteristics describing the quality of the flow state are
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nearly identical to Maslow's description of self-actualization and
Grudin's (1990) descriptions of creative people.
Csikszentmihalyi and Robert Ornstein (1986) assert that
control of one’s consciousness determines the content and quality of
one’s life.

“Attention” is the process that selects what bits of

information from the millions of potential bits will be consciously
noticed. Attention is “psychic energy” and we create ourselves by
how we invest this energy.
The implications of this premise are enormous.

What we

choose to invest our time and attention in, who we converse and
spend time with, authors we read, what challenges we give
ourselves and that are given to us, how we make meaning and deal
with our given circumstances, what inner voices we construct
and/or listen to, all determine who we are and who we might
become.

We are verbs, constantly becoming by our interactions with

the environment.

“Attention shapes the self and is in turn shaped by

it” (Csikszentmihalyi, p. 34).
Since the flow state is associated with parts of the creative
process the ability to direct attention is a crucial aspect of creative
process. Teaching people how to direct attention could be a helpful
tool in fostering and enhancing creative process.

Csikszentmihalyi

acknowledges that the East has been far more involved with
developing techniques designed to control consciousness. Yoga,
meditation, and martial arts are among the most effective. These
all utilize somatic awareness as a means to developing control of
attention.

To take it a step further, all somatic practices, by their

nature, teach the focusing of awareness (on internal states).
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Creative Blocks
Dr. Clarissa Pinkola Estes (1991), who identifies herself as a
clinical psychologist, artist and keeper of stories, states that
creativity is like excrement in that it turns to poison if you don’t
get it out.

This results in a sickness of the spirit or in a sickness of

the body.

Estes warns that one will suffer from rigidity, tiredness,

deletion of passion, or other physical symptoms.
Janet Dallet (1986), another Jungian therapist, echoes these
sentiments.

Artists have a need to birth images that arise in them

and if they don’t, they will become ill, physically and/or
emotionally.

She goes further to say that as society moves closer to

the millennium, pressure from the Mother Goddess, the Creative
Psyche, is becoming more extreme.

Creative energy’s dark side is

destruction:
Her [Mother Goddess] anger speaks in the reassertion of the
values of the earth, the primitive, the instinctive, in her
anguished reaction against a onesidedly developed technology
that has gone too far along the road of irreverence and
disrespect for nature. In cancer, almost epidemic just now,
she declares herself in a way that cannot be ignored. The
uncontrollable assertion of cell growth gone mad gives
terrifying concreteness to her insistence that she must have
some attention before the values of the feminine are lost
forever, and with them the earth herself. (Dallet, 1986, p. 76)
In Healers on Healing, a collection of writings by healers about
their practices and philosophies, nearly all of them alluded to the
relationship between illnesses of the macrocosm (Earth) and
illnesses of the microcosm (human body) and how we must learn to
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listen and respond to the cries of the Earth and our bodies (Carlson &
Shield, 1989).
Creative/destructive energy needs to have an outlet.

Writing,

painting, dancing, and so on, without regard to outcome, are ways to
channel this energy and in so doing put oneself in a position for
creative spirit to move through (Dallet, 1986; Estes, 1991;
McNiff,1 992).

In Art as Medicine. Shaun McNiff (1992) concurs that

whenever illness is associated with loss of soul, the arts emerge
spontaneously as remedies—soul medicine.

Shamanic cultures

throughout the world understand illness to be a loss of the soul.
This notion could be a metaphor for soul’s tendency to elude
consciousness: We can lose contact with soul’s movement in our
daily lives.

This estrangement from our very nature results in

physical and mental illnesses.
Painter and researcher, Barbara Hirst (1992) conducted
qualitative interviews with six practicing painters who had
experienced a serious creative block to investigate how they
describe their creative blocks and how they have overcome them.
She asked them:
Have you ever been blocked? Describe what it was like.
How do you think it happened? How did you resolve it?
If it happened again, how would you work through it? At
the time when you found you were stuck, what did you
need? (p. 81)
She identified three types of blocks: (1) normal process
blocks-unable to complete or begin; (2) psychological blocks—the
art triggers severe psychological problems; (3) blocks that happen
after the completion of a commission or exhibit.
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Feelings of

depression, desperation, fear, frustration, self-doubt, inability to
make decisions, and struggle accompany all of these blocks and are
what keep the artist stuck.
Hirst reduced her data to three ways block occurred: (1) lack of
faith and negative attitude; (2) overwhelming unconscious material
revealed in the painting caused artists to stop; (3) intense personal
involvement prevented objectivity.
When asked how they would work through it again, they said
relaxing, working on new directions, starting new work instead of
continuing on that one, experimenting with new techniques, and/or
not working through it.
Artists had several differing descriptions of what they needed
in terms of help to unblock including change of focus, faith in the
process, time away, rest, talking to an assistant, and not staying in
the role of “creator.”
In her conclusions, Hirst suggests that a therapist’s goal when
working with blocked artists would be to help them identify their
negativity, promote play, solitude, suspension of judgment, and selfconfidence.

She believes her study suggests that a supportive

person could help in the resolution of blocks.
If a supportive person could be an aid, perhaps a supportive
group could be helpful, as well.

A few studies on depression have

shown that support of a group has been one of the most helpful
components in helping the depression shift (Groisman, 1 990;
Rodway, 1992).

It seems that a group process could be helpful for

artists since depression consistently turns up in the literature as a
component of feeling blocked.
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Women’s Blocks

Because all of the participants in my study were women, I
believe it relevant to review the literature on creative blocks for
women.

The literature on women and creativity contends that

women deal with a special set of circumstances which are specific
to her gender in a male dominant culture.

Women’s cultural,

political, and economic subordination have all contributed to
women’s blocked creativity (Bepko and Krestan, 1 993; Powell,
1992).
Mary Clare Powell (1992), in her dissertation entitled
“Creativity and Liberation,” makes the case that women are an
oppressed minority and that oppression can cut people off from deep
sources of creativity.

To create, one must believe she has

something to say and a sense of entitlement to say it.

Creativity

has at its heart, an “l-saying” process and the one who creates is
empowered by this.

The very process that oppression cuts off is the

very force that surely liberates.

“I saw that releasing one’s

creativity had a positive impact on self-image and that this touched
other aspects of one’s life” (p. 10).

Powell saw that release of

creativity followed breakdown, breakout, or breakthrough and is thus
a political force, a liberation process.
Barbara Sang, an artist and therapist who works with female
artists in therapy, believes the difficulties for women in translating
the urge to create into manifesting involves feeling that they don’t
have the right-creativity is male domain.

They worry that what

they have to say is not valuable and will not be received well.
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Fear

of self-expression is manifested by not supplying themselves with
time to create, the work space, or the tools.

(And, of course until

recent history, socially and economically those were not attainable
by women).

Women are trained to value security, social approval,

conformity and mediocrity.

Creativity requires risk, autonomy and

adventurous spirit (Powell, 1992).
Powell and others (McNiff, 1992; Bepko & Krestan, 1993)
suggest that part of what is needed is a new model of artist in
society that is not based solely on individualism.

Instead of the

Romantic idea of “the isolated, self-absorbed being who generates
art products out of himself,” perhaps the image could be “a person
of spirit, deeply engaged within her society, offering both herself
and others the opportunity to create” (Powell, p.1).
Allison Towsend (1986) and Catherine Keller, Jungian
therapists that work with women artists, talk about the debilitating
voice of the “critic” and for so many women it is a male voice. The
male critic voice says:

“Whatever you do, don’t waste time

writing. . . you might hear something that will change your life, that
will change me, usurp my power” (p. 56). This voice berates a
woman constantly.

It berates her for not writing after it has

seduced her away from her purpose. Her purpose is the grit and gift
of writing, not inertia or lack of self-respect.
Towsend and Keller offer the advice that work is its own cure.
If one gets busy doing something, the male critic’s voice is silent.
Give the critic a job as partner or guide.

Writer Gail Godwin says

that she bids her critic to help her not fail.

His role as helper

fulfills his need to be active—it harnesses his energy.
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Towsend

offers the reframe of male critic needing her intuition while she
needs his focus.

When in balance, they attend the mysteries

together.
Both fear of failure and fear of success are plagues to women
because success, for women in our culture, is always partly a
failure.

Writer Margaret Atwood calls for women to refuse to be a

victim, to give up the old belief that she is powerless (Towsend,
1986).
Meredith Sabini (1986), a writer, uses the metaphor of a house
to illustrate three possible problems women artists face: (1) not
letting inspiration in the house; (2) letting it in, but letting it leak
out through the open back door; (3) inspiration let in, stays in the
house, but expressed through incorrect channels.
Of (2), she cautions that women have a tendency to give energy
away to everyone else’s projects thereby leaving none for their own
because they don’t know how to say “NO.” True creativity requires a
vessel that can contain work on the material, whatever the medium.
Of (3), she says many women went into marriage without
knowing the implications of their choice.

They did it because it was

the expected next step after school and what else was there to do?
Thus female history is repeated and their daughters carry the burden
of inter-generational unlived creativity.
Sabini advises how important it is for women to say “no” to
the outside, so “no’s” from the inside can surface and breathe.
The Myth of Eros and Psyche, according to one interpretation,
warns of three traps that ensnare women.

In the myth, Psyche has

to get ointment from Persephone in the underworld.
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She has three

temptations and must say “no” to all of them to succeed in her goal.
The first temptation she encounters is a lame driver who bids her
turn around and give him twigs. The next is a dead man who floats
by her boat and asks her to take him in. The last is weaving women
who bid her to give them a hand. Neuman in his commentary on this
myth says the characteristics of initiation for men insist on ego
stability:

He must endure pain, thirst and lack of sleep.

initiation is about resistance to pitying others:

Women’s

She must not veer

from her path, give aid or look back (Sabini, 1986).
Family therapists Claudia Bepko and Jo-Ann Krestan (1993)
conducted qualitative research with over 300 female participants
via interviews and questionnaires in an effort to understand what is
important to women—what are they “passionate” about?

More

specifically, they were investigating how women deal with the two
passions of “love relationships” and “creativity.”

Bepko and Krestan

believe that the larger “discourse” of history has created the
illusion of a split in women’s experience and consequently this
sense of divided identity permeates women’s stories about
themselves.

Women think and speak in terms of self versus other

and love versus creativity.

This has profoundly impacted women's

ability to navigate their passions in the world.
They found that a high percentage believe relationships are
more important than self-expression and believe they are good at
relationships and bad at creativity.

They found female rules of

“goodness” are a major block to claiming passion and shaping one’s
life to suit those passions.
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Fears of being too selfish, the tendency to give time to
everyone but oneself, feeling “ugly,” assuming one has too
little talent, or feeling guilty about taking oneself seriously
were all common patterns expressed in the data. (p. 9)
Subjects were categorized into four predominant patterns
based on a woman’s need and value of intimate relationships vs.
self-expression (and of course, the two are not mutually exclusive).
On a continuum, “lovers” most extremely found their identity in
relationships with little identification with creativity.

“Artists”

were on the other extreme, valuing self expression with little
identification regarding relationships.

In the middle were more

integrative patterns that valued both: “Leader” was a bit more
relational and “innovator” a bit more creativity oriented.

Of the 222

sampled by questionnaire, they classified 171 as primarily
relational and 51 as primarily creative.

More specifically, 87 were

Lovers/High Relational, 84 were Leaders/Relational Integratives,
30 were Artists/High Creatives, and 21 were Innovators/Creative
Integratives.
Some of the findings I found pertinent to the topic of this
paper include (a) that lovers were least likely to have found love to
be fulfilling and (b) that artists were second least likely to find
love fulfilling.

Artists are women who say they feel most whole

when involved in creative activity and that they feel most conflicted
by relationships.

“Artists feel that creative activity makes life

most meaningful and that they feel most alive and engaged when
involved with it” (p. 104).

Artists said that mentors, spiritual life,

and tolerance to persevere despite little reward were crucial
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nutrients to vision.

Forty percent of artists (10% innovators, 26%

leaders, 28% lovers) said choices of spirituality and feeling “whole”
was critical.

“Community” and friendship was also a high value for

40% of artists.

Artists valued geographic location twice as high as

compared to any other group. When asked what factors blocked
women from pursuing creative activity more than they do, all women
in the artist group responded that they needed money more than
time. All the other groups responded that they needed time more
than money.
In reviewing the literature on creative blocks and women’s
creative blocks, I have been interested to find clues as to how to
facilitate the creative process with a group of women and to better
understand the relationship of the body (via somatization) in the
reverse of creativity fulfilled—creative block.

Relevant Theories and Practices in the Field of Somatics

Introduction
It may be pertinent, at this juncture, to clarify what is meant
by the field of somatics.

The field of somatics is a relatively new

one and one which is developing rapidly, consequently it is
struggling to make distinctions in terminology and the distinctions
are not well known.

Though there are many different and distinctive

practices and approaches within the overall field of somatics, all
share the premise that the body and mind are concomitant. Mary
Whitehouse (1987), originator of authentic movement said:
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The body is the physical aspect of personality and movement is
the personality made visible. The distortions, tensions, and
restrictions, are the distortions, tensions, and restrictions
within the personality .... Conscious experience of movement
produces changes in the psyche, (p. 17)

Thomas Hanna (1986) coined the term "somatics" in 1970 and
defined it as the study of the "soma"—an embodied process of
internal awareness and communication.

The body is perceived from

the "inside out," through being aware of movements, feelings, and
intentions.

So it seems that the term "somatic awareness" is

repetitious in that awareness is already implied in "somatics."
There are many different kinds of somatic practices and
approaches.

I will briefly review them.

These methods are usually

facilitated, but once again, the emphasis is on the client or student
or patient to be aware of her or his own body in the process.
“Somatic therapists” approach the mind-body continuum
through the body primarily but are concerned with emotion. These
include Continuum Movement, Body-Mind Centering, Kinetic
Awareness, CranioSacral Therapy and SomatoEmotional Release,
Dance/Movement Therapy, and Authentic Movement.
“Somatic educators” are primarily concerned with teaching
efficiency of movement (which usually changes movement patterns
and, consequently, habits of mind) and include The Alexander
Technique, Feldenkrais Awareness Through Movement, and
Ideokinesis.
Body-mind therapists” or “body-based psychotherapists” tend
to approach the body as reflecting the psychological.
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These include

the Hakomi Method, Bioenergetics, and The Rubenfeld Synergy
Method.

These different approaches utilize differing combinations

of hands-on and/or talking and/or energy work (Elliot & Morris,
1992).
It is beyond the scope of this paper to describe these
approaches in-depth but it is significant that all of them approach
changing patterns in the body-mind through slightly different lenses.
They are concerned with integrating the whole person; body, mind,
and spirit, each have contributed significant information to our
knowledge of how healing and change occur in the body/mind (the
National Institute of Health now has a division to study alternative
healing), and they all share an important element-bringing
unconscious sensation and information to awareness.
Since my study is concerned with the relationship of somatic
awareness to creative process, I will touch on only select bits of
the theory of this field.

For the most part, the literature in this

field is dedicated to the body’s role in wellness or healing from
trauma.

It does not directly address somatic components of the

creative process.
I will start by looking to those practitioners, theorists, and
practices which address the concept that memories (stories) are
stored in the tissue of our bodies. This sets the stage to further
explore how these body memories can be liberated and sourced as
impetus and raw material for primary creative processes.
Next, Authentic Movement will be examined as a means of
accessing the wisdom and richness of the body’s stories.

It is a

practice of listening to the body—focusing attention on inner
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sensation, developing kinetic awareness, receptivity and openness
as well as a vehicle for one to gain self knowledge.
The chakra system, developed over the centuries by yogis
sensing what was going on in their own bodies, presents a very
interesting understanding of the creative process in terms of energy
transformation and how a creative product is manifested.

I will link

this explanation with a modern physicist's similar explanation of
energy in creative process.
Moshe Feldenkrais (1977), author of the Feldenkrais Method and
liana Rubenfeld (1994), maintain that changing habits of the body
change the pathways of the mind.

It seems that this could have

exciting ramifications in terms of creativity.

Increasing movement

possibilities, it seems, could also open up pathways of the mind for
new ways of understanding and thinking.

Breaking habits (both

social and personal) is the stuff creativity is made of!

Stories in the Tissue
A contemporary phenomenologist philosopher, Maurice
Merleau-Ponty in his “Embodiment Theory” points out the simple but
profound fact that we obtain primary knowledge of the world
through our body (Haworth, 1990; Hammond-Meiers, 1993).
Alexander Lowen, a student of Wilhelm Reich and founder of Bio¬
energetics says the following:
It is an axiom of bioenergetic analysis that a person can only
feel his body. One cannot feel the environment except through
its effect upon the body. In reality then, one feels how one’s
body reacts to the environment or to external objects and
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perception of this feeling is projected upon the stimulus. All
our feelings are body perceptions. How much we feel and how
deeply we feel is a function of self-awareness, (cited in
Bartenieff, 1987)
Yet beyond this notion of knowing “through” our body and
relevant to our discussion of the body as a source of wisdom and
inspiration in creativity, is the notion that we know “in” our bodies;
embedded and embodied in our very tissue.

(“I know it in my bones.”)

Dr. Candace Pert an internationally known pharmocologist and
former chief brain biochemist for the National Institute of Mental
Health, along with other researchers in the field of psychoneuro¬
immunology are making discoveries that confound former beliefs
about the separation of mind and body. It used to be believed that
production of neuropeptides and the location of receptor sites for
these chemicals were only in the brain and nerve tissue.
Neuropeptides, it was believed, carried messages to and from the
brain in a linear fashion along nerve cells.

We now know that

receptor sites are located throughout the body and that our organ and
immune systems can also manufacture these chemicals.
What this means is that our entire body feels and expresses
emotion-all parts of us “think” and “feel”. ... If the uterus,
the ovaries, the white blood cells, and the heart all make the
same chemicals as the brain makes when it thinks, where in
the body is the mind? The answer is the mind is located
throughout the body. . . . Our entire concept of “the mind” needs
to be expanded considerably. The mind can no longer be thought
of as being confined to the brain or the intellect; it exists in
every cell in our bodies. Every emotion that we feel has a
biochemical equivalent. (Northrup, 1994, p. 30).
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Ancient forms of meditation and yogic philosophy have long
understood that every emotion and thought has a physical
counterpart in the body.

In Vipassana meditation, for example, one

of the goals of sitting in meditation is to learn to feel and observe
one’s physical sensations.

Physical sensations are like messengers

that run ahead to warn you that “anger,” for instance, is on its way
(Goenka, 1988). Pranayama, the ancient science of breath, has as its
premise that the body’s energy (prana, chi, ki) is most affected by
breath which is the bridge between emotion and the physical body.
Consciously changing one’s breathing patterns can change one’s
mind/spirit/body (Rama, Ballentine & Hymes, 1981).

Breath is the

vehicle of transformation of body structures as well as the gateway
through which divine consciousness enters the being (Judith, 1993).
In Tantric Yoga the body is regarded as the dwelling place of the
Divine—it is a microcosm of the universe and union with Divinity is
experienced through the body (Feuerstein, 1976; Marques-Riviera,
1970; Sivananda, 1971; Judith,1 993).
Bonnie Cohen, an occupational therapist and founder of BodyMind Centering who is currently receiving wide-spread attention
from the scientific community for her theories and practices
regarding the mind-body connection, further illuminates the process
whereby "mind" is located in our bodies as well as our brains.

Says

Cohen:
I see the body as being like sand. It’s difficult to study the
wind, but if you watch the way sand patterns form and
disappear and re-emerge, then you can follow the pattern of
the wind or, in this case, the mind. (Smith, 1981b, p. 18)
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Her understanding of how memories get stored in the body
tissue is that during trauma, the horn nerve cells of the central
nervous system are overwhelmed by sensory input and a person goes
into shock.

Part of the inability to move, of the shock victim, has to

do with a back-up occurring in the nerve cells.
outflows in motor output.

Sensory input usually

When the system is overwhelmed, outflow

begins to occur on the sensory side of the horn. The sensory input
that has outflowed back into the tissue has to go somewhere, so it
is stored in the tissue (Cohen, Lecture, 1990).
Certainly, this would help explain the well-known phenomena
of people re-experiencing trauma, memories, images, or other
sensorial experiences on the table during body work or during
authentic movement.

According to one explanation, the “re-

experiencings” have to do with the client being in an altered state
during the body work (or Authentic Movement) that is similar to the
altered state that occurred during the trauma when the memory got
planted in the physical tissue cells.

In this state, the possibility

exists to release the experience from the tissue (B. Green, 1 994).
The concept that our tissues are the home of memories makes
a strong case for the body as a source of imagery, information, and
wisdom that can be tapped for creativity.
The concept also makes a case that every aesthetic and/or
intuitive decision an artist makes has a physical component.

Just as

the meditation Guru Goenka described a physical messenger that
runs ahead and informs someone that she or he is angry, so, too,
there must be a physical messenger that runs ahead to the artist and
says, "Aha, that color is just perfect," or "No, there is something

37

that isn't quite right here."

Eugene Gendlin would call it a "felt

sense" that the artist is perceiving but of which he may not be
conscious.

Authentic Movement

In the brief examples and discussion of mind/body approaches I
have given so far, I have sought to give an idea of how our very
tissue is laden with our histories and that it is possible, through the
body, to tap into these stories bringing what may be unconscious to
consciousness, and through somatic awareness, be more attuned to
our “authentic” responses and interactions with life.

Perhaps one of

the strongest tools for bringing up unconscious material to
consciousness and learning to listen to our subtle somatic responses
is the practice of “Authentic Movement” from the field of
dance/movement therapy.
Authentic Movement, the Tao of Movement, Movement-in-Depth,
Active Imagination, and Contemplative Dance are some of the terms
that have come to be associated with this process of movement
originally developed by Mary Whitehouse, a dancer and pioneer in
dance/movement therapy.

The process is structurally quite simple:

the “mover” (client) moves in the space with her eyes closed while
being observed by a “witness” (therapist).

The mover is listening to

deep levels of her kinesthetic reality and responding to inner
impulses and imagery.

The witness is observing the mover and

noticing her own inner movement as she watches.

Afterward, there

is usually a period to process the movement quietly through
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painting, drawing, sculpting, or journal writing.

Then there is

discussion in which the mover and witness talk about the
experience.

Often authentic movement is done in a group, although it

can be done one-on-one.
Whitehouse was heavily influenced by C. G.. Jung.

In fact, it

was after undergoing psychoanalysis with one of his students, that
she switched from performance to exploring dance as a therapeutic
tool for connecting with the unconscious-bringing the unconscious
material to light and integrating it into the total personality.

Jung

called this bringing to light and integration of unconscious material
“individuation”—the process of becoming whole.

Whitehouse says

of Jung:
Jung said the Self will make its experiment with each of us.
The only real choice is whether we will be dragged by the hair
or whether we will cooperate. Cooperation means the long
journey toward what he calls individuation—the unique and
conscious development of potential in a particular person, the
slow unfolding of a wholeness already there. (Whitehouse,
1986, p. 65)
Authentic movement is a movement version of Jung’s concept
of “active imagination”—a process in which, while consciousness
looks on, participating but not directing, cooperating but not
directing, the unconscious is allowed to speak whatever it likes.
Movement is a valuable means of exploring active imagination,
Whitehouse believed, because it is extremely hard to censor.
stresses the “active” in active imagination.

Passive imagination

would be lying still and watching pictures in one’s head.
essential commitment to the image is lacking.
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It also

An

To move them, one

must interact and respond to the images. One is more likely to get
involved; own and acknowledge that aspect of one’s being
(Smallwood, p. 20).
Authentic movement is also quite effective at tapping into the
transpersonal realm and the collective unconscious.

Janet Adler, a

student of Whitehouse and a teacher of movement-in-depth, attests
to the transpersonal quality of this work.

In the article “Who Is the

Witness?” she describes her own development as a therapist and
how her concentration on personality was irrevocably shifted to an
awakened awareness of transpersonal energies.

She says that while

witnessing, she can see a difference in the quality of movement
when someone is moving from a transpersonal source of energy. The
body looks different.

The difference is in the pelvic bone or the

“koshi” which in Japanese means “essence of the body” referring to
this region.

(It is also the location of our genitals, our creative

organs.)
I witness them one by one “drop” into the essence of the body,
the pelvis. As this happened, the work inevitably shifted
toward a greater capacity to contain larger amounts of energy.
. . . The psyche’s energy can be ignited from the “ground up”. . . .
When one is witnessing from such a place or moving from such
a place, consciousness of “I” is non-existent. . . . There is a
sense of clarity, within and without, a feeling literally of no
density, no obstruction, no place in the body where light cannot
get through. . . . The body becomes a vessel through which
energy or light can pass through unobstructed. (Adler, 1987)
Linda Putnam (1991), a theatre teacher who has studied with
Grotowski, has found in her many years of experience doing “river
work” (a practice similar to authentic movement except eyes are
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open) that archetypal characters such as “the child,” “the old one,”
and “the beloved” visit or embody the movers. And, indeed, movers
frequently have experiences where they feel these characters
transform their bodies temporarily and deliver a distinctive wisdom
(Putnam, 1991).
Authentic movement’s ability to transport its participants
into the rich soil of both one’s unique personal unconscious and into
transpersonal unconscious material as well, is what makes
authentic movement such a rich tool for stimulating one’s
creativity.

Sensing one’s inner pulsings, inner voices, surges of

energy, moods, memories, and inner imagery are the portals into the
creative source.
A distinction is often made in psychoanalytical under¬
standings of creative process between "primary creativity" and
"secondary creativity."

Initial creative inspiration is believed to

come from a person's ability to regress to primary thought
processes which are in the realm of dreams and reveries, free
association, fantasies and mystical trances.

It is considered

primary because it comes first in our mental development and is the
basic stuff of our unconscious.

Secondary process thinking is used

to carry out the inspiration and is logical, analytical and reality
oriented.

(Martindale, 1975)

In the book, The Creativity Question (Rothenberg and Hausman,
1976), many artists, when describing their creative process, refer
to the “Muse” and the feeling of tapping into something much bigger
than themselves.

Perhaps this is a transpersonal source which can

also be tapped during movement-in-depth.
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Depth psychologist, Ira

Progoff (1975) talks about our relationship to the collective
unconscious in terms of the metaphor of water:

The collective

unconscious is like the deep ground water (or aquifers) that run
underground that we all, like wells, can tap into.
Andrew Harvey (1994) points out that religions have
historically taught that transcendence can only occur “despite” the
body.

However, the mystical branches of most religions have always

taught that it is “through” the body that transcendence can occur.
The ancient wisdom that mysticism teaches has been embraced by
the field of Transpersonal Psychology.

Transpersonal psychology,

with its interest in the paranormal, mystical practices, and
consciousness can also contribute to our knowledge of creativity and
the body’s role in it.

Some of these body related practices include

trance dancing such as the whirling of the Dervish, shamanic healing
practices, breathing practices which achieve hallucinatory
experiences, altered states-of-consciousness research, sensory
deprivation (modern flotation tanks and the age-old “cat’s cradle”),
and Eastern forms of meditation, yoga and martial arts, among
others. These practices all have one thing in common: They are
physical means to expanding consciousness.

Creativity as Energy

In Quantum Self (1990). physicist Danah Zohar understands
creativity as the capacity of living systems to freely make ordered
relational wholes (systems that are greater than the sum of their
parts).

What distinguishes human creativity from that of the
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earthworm is its degree of complexity and its involvement of
spiritual and psychological life.

When a child makes a clay pot, she

gives shape to something that has not existed before. She grabs a
clump of clay molecules and begins transforming it by a chain of
free decisions. There are many possible pots and many possible
ideas of beauty within the child.
As the child concentrates on making his pot, he pumps energy
into his brain and alters its quantum state. The wave function
of his superimposed possible thoughts begin to collapse and
both the clay pot and his sense of beauty emerge, (p. 191)
Neither determined the other or was determined of itself: It is
a “creative discovery.”
This description of the physics of how the artist is made by
the art and vice versa brings to mind the process of how ideas
actually manifest into objects. Anodea Judith (1993) in her book on
the chakra system explains that energy passes back and forth
between the upper chakras, which are the realm of non material
ideas, and the lower chakras, which have the ability to translate
that energy into dense matter—to manifest the idea into a tangible
product. (In terms of chakras, blocks can occur due to damage to a
chakra and/or the flow of energy up and down them).
The ancient chakra system may have been systematized as far
back as 2000-600 B.C. The system was developed through somatic
awareness: Over centuries, yogis felt and codified what was
happening energetically within their own bodies.

The system was

written down, extensively in the 1 6th Century, and came to the West
in the 1 920’s. Chakras are energy centers of the “subtle body.” The
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subtle body is superimposed on the physical body and is experienced
as thoughts and feelings and can be measured as electromagnetic
force fields.

The chakra centers are gateways between various

dimensions—"centers where activity of one dimension, such as
emotional activity, connects and plays upon another dimension, such
as our physical bodies" (Judith, p.16).
The notion of creativity being energy is a potent spring board
for one who is seeking to understand connections between the body
and creativity.
transform.

Energy must be recharged, flow in, flow out, and

The chakra model understands this whole process as

occurring in the human body(s). This understanding opens up a
myriad of possibilities of how to utilize the body as a source and
instrument through which creative energy can flow and manifest
(which the design of the course seeks to do).

Feldenkrais:

Repatterning the Nervous System through Movement

One premise of the theories of Moshe Feldenkrais, an early
pioneer in the mind-body field and originator of the Feldenkrais
Method, is that habits make patterns in the mind and vice versa.
These patterns and habits limit our potential of self-development.
contend that habits of the mind also limit creative possibilities.
Feldenkrais (1977) holds that all of formal education is about
learning conformity.

We are taught to repress our authentic urges.

A society that teaches and learns conformity, is a manageable
society.

In contrast to conformity, creativity is by its very nature

an act of destruction to the status quo (Towsend, 1986).
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I

To the best of my ability, I will try to synopsize the process
by which Feldenkrais explains how awareness through movement can
result in changes of habit and consequent changes in other aspects
of the self.
Feldenkrais' Awareness Through Movement has as a premise
that persons have the ability to repattern their nervous systems via
awareness of movement.

He theorizes that muscles, through

movement, play the main role in awareness.

He says that the motor

cortex of the brain, where patterns activating the muscles are
established, is in close proximity to the part of the brain associated
with thinking and feeling.

Owing to the tendency of processes in

brain tissue to spread and diffuse, a change in the motor cortex will
have parallel effects on thinking and feeling:
A fundamental change in the motor basis within any single
integration pattern will break up the cohesion of the whole and
thereby leave thought and feeling without anchorage in the
patterns of their established routines. In this condition it is
much easier to effect changes in thinking and feeling, for the
muscular part through which thinking and feeling reach our
awareness has changed and no longer expresses the patterns
previously familiar to us. Habit has lost its chief support,
that of the muscles, and has become more amenable to change.
(Feldenkrais, p. 39)

liana Rubenfeld is a body-based psychotherapist who studied
Gestalt therapy with Fritz Peris and the Feldenkrais Method with
Moshe Feldenkrais.

Along with these, she studied hypnosis and the

Alexander Method and has synergized them all in her own technique
which uses gentle touch (energy work) along with verbal interaction.
The physical contact elicits images and memories which are then

45

brought to consciousness and verbally worked with on the table or in
the movement. Key to the work is the bringing to consciousness that
which is stored in the body and then working with it physically,
energetically, emotionally, and verbally (Rubenfeld, 1994; Elliot &
Morris 1992). Touch takes one to an altered state of consciousness
where the neocortex is “out the window.” The neocortex or “new
brain” is the part of our brain that needs to know why and is not the
part that is best for learning and healing, according to Rubenfeld.
Trance states, altered consciousness, fun, laughter and confusion
are optimal for change and healing (Rubenfeld, 1994).
The states Rubenfeld refers to as best for learning and healing
are also associated with being optimal for creativity.

Hanna: Somatics
Expressed in simple language, somatic science is a science of
self-awareness—a self-knowledge that surprisingly leads
directly to self-control. And this is a very different kind of
knowledge from visual knowledge or auditory knowledge. To
recognize a visual or auditory pattern outside of ourselves
does not, in itself, lead to control of what is seen and heard.
But self-knowledge through internal proprioceptive sense
leads directly to internal control of ourselves, (cited in J.
Green, 1993/1994, p. 25)

Hanna's definition of somatics reminds me of
Csikszentmihalyi’s description of what is needed to produce flow
experiences—an ability to control one's inner perceptions.

It seems

that this would indicate that somatics, by its nature, could foster
creativity.
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Also, self-knowledge and self-control, it seems, would result
in a person feeling quite powerful, as the locus of control would be
within herself or himself.

Research Directly Linking Somatic Awareness to Creativity

There is little research that has directly linked any bodyrelated awareness and/or practices with creativity.

Even within the

field of dance/movement therapy, there has been little research and
most of it is geared toward measuring the therapeutic effects.
found two studies that seem relevant.

I

The first is a qualitative,

case study research project by a movement therapist working with
depressive women whose findings indicate that enhanced creativity
was one of the benefits of her somatic program with the women.
The other study was directly aimed at investigating the relationship
of creativity and somatics.
Jo Ann Hammond-Meiers (1993), of the University of Alberta,
did her dissertation research on “The Phenomenological
Investigation of the Experience of Dance/Movement Therapy.”

She

pointed out how little actual research has been done on the efficacy
of dance/movement therapy and that much more research is needed,
believing phenomenological methodology may provide a means of
empirically validating movement therapy where previous research
methods have failed.
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In her study, she conducted movement therapy with women
with depressive features.

She found that participants became

sensitive to new solutions for expanding how they live in the world.
Moving in new ways included novelty, self-revelation, humor, and
creativity.
The data supports the idea that the participants felt they
benefited in their lives from the various movement
experiences. The embodiment of the body-selves helped the
participants think and feel differently about themselves. . . .
The participants expressed an appreciation of creative ways of
thinking which expanded their horizons, broadened their sense
of abilities, possibilities, and perspectives on their identities,
helped them accept and care about their bodies, and expanded
their movement repertoires, (p. 157)
One woman in her study, a choreographer, who had come in
complaining of having fewer creative ideas than usual which she
attributed to ending a relationship and losing a grant, was
experiencing lethargy, holding tension in her body, injuries,
fearfulness, imbalance with regard to weight distribution, and a
sense of depression. After the work, she felt more connected with
an inner purpose and sense of feminine creativity as she began to
create anew.
In another dissertation entitled “Fostering Creativity:

A

Postpositivist Investigation into the Relationship Between Somatics
and Creative Process,” Jill Green (1993/1994) in her review of the
literature, points out that somatics and creativity have certain
characteristics in common and that these commonalities suggest a
relationship between the fields.

The inner processes of somatics

and creativity both entail a heightening of sensory experience, risk
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taking, relaxation, and the abilities to surrender to self0

actualization.

Both processes have been associated with the

characteristics of openness, ability to endure ambiguity, confidence
in oneself, ability to self-actualize and self-surrender, and ability
to play and be spontaneous.
Green's study, based on participants in a somatic/creativity
project sought to explore how students experience somatic and
creative processes, determine if and how they find a relationship
between the two, and understand how somatic practice may foster
creativity in the project.
questions:

The research also raised post-modernist

“How is somatic experience inscribed by culture?

Do

personal somatic power and social change work against each other
or is it possible to move toward social change through somatic and
creative experiences?" (Abstract)

She found the following:

The postpositivist analysis, from interviews, observation, and
document analysis, indicated that the participants expressed a
relationship between somatics and creativity and that somatic
practice provided a context for facilitating creativity.
However, there was also an overwhelming response that the
participants had not experienced somatic practice as separate
from the creative process. . . .
Somatic and creative work provided a vehicle for personal
change, but in most cases, were also inseparable from socio¬
political change.
The inquiry concludes that a post-humanistic reconcep¬
tualization of creativity may be needed. This framework
recognizes not a static foundational self, but a changing self.
It is tied to inner authority and resists technologies of
normalization and dominant meaning making systems. In this
sense somatics and creativity are also not separate but are
interwoven with a changing and struggling self. (Abstract)
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In analyzing her data she discerned the following codes:
Self-Personal Experiences
Awareness, self Confidence/Actualization
Empowerment/Authority
Freeing the body/Letting go
Proprioception
Sexuality/Pleasure
Self change, struggle, risk

Health
Personal
Political
Socio-Political Dimensions
Oppression through the body
Bodily authority in relationship to social change
Freeing the body
Body image/Body as object
Sexuality and gender
Social and political change, struggle
Relationship between Somatics and Creativity
Pedagogy
Authority/Power/Structure
Somatic sensitivity
Environment
Techniques
Methodology
Theory
Theoretical change
Self and society
Problematizing and reconceptualizing Somatics and Creativity
Value of Somatics (p. 258)
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Summary
In this review of the literature I have looked at several
practices and theories from the fields of creativity, psychology, and
somatics in order to understand the relationship between somatic
awareness and creativity.

I have sought to illuminate connections

which I perceive as inherent but which have not yet been articulated
in these fields.

Because a body of literature does not exist in which

creativity is related to somatic awareness, I believe it necessary to
begin to build one.

This review of the literature and the study which

follows are a beginning.
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CHAPTER III
RESEARCH METHODOLOGY

Introduction

The purpose of the study is to more fully understand the role,
if any, of somatic awareness in the creative process.

Since both

somatic awareness and creative process are highly internal
processes and subjectively experienced, a methodology is required
that allows participants to describe their own experience of these
processes.

I have opted for a qualitative, phenomenological approach

to this research.
To investigate how participants experience creative process
and somatic awareness, I designed and implemented a semester-long
course focusing on these two areas.

I then sought, through various

forms of data collection and analysis, to understand the
participants’ experiences of these two phenomena and their
relationship, if any, to one another.

Since the participants were also

students and I was a teacher as well as a researcher, this research
also takes the methodological stance of “teacher research.”
In this chapter, I will explain more fully why I have selected a
phenomenological approach and why I consider this teacher research.
I will also describe the research design including the research
questions investigated, the sources of data, who the participants
were, and what was done in analyzing the data.

Also included in this

chapter is a description of the design of the course and the rationale
behind it, and underlying assumptions of the researcher.
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Whv a Phenomenological Approach

Since both somatic awareness and creative process are
internal and subjective processes, a methodology is required that
enables people to describe this subjective reality.
phenomenological research does just this.

Qualitative,

It has as its goal

“understanding the subjects from their own point of view” (Bogdan
and Biklin, 1992, p. 34).

Phenomenological research has as a

premise that “The meaning people give to their experience and their
process of interpretation are essential and constitutive, not
accidental or secondary to what the experience is” (p. 36).
Phenomenological research also understands that meaning is
subject to negotiation.

In the case of this study, participants’

definitions and understandings may be affected by the study itself.
This is not antithetical to the research.

Indeed, it is understood

that certain kinds of qualitative research change the participants.
It can empower them and/or make them conscious and aware in ways
they were not before.

Noticing what ways participants change in

their meaning making and in their construction of self becomes part
of the valuable data to be gleaned from the study (Bogdan & Biklin,
1992).

Observations on how people in a class co-construct meaning

and knowledge is especially relevant to “teacher research,” a kind of
qualitative research discussed in the next section.
Qualitative, phenomenological research understands that the
researcher cannot be a purely objective observer.
so to speak, are present throughout the data.

Her fingerprints,

This is especially true

in this study where the researcher is a participant, in the capacity
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of teacher.

The researcher has maintained standards of qualitative

research to achieve validity.
has not affected the data.

However, she does not assume that she
Still, there is much value in seeking to

understand the personal experiences of the student/participants in
this course.

What Makes This Teacher Research

"Teacher research" is a relatively new term and a new
phenomenon, still highly unrecognized as a legitimate approach in
the world of research.

Marilyn Cochran-Smith and Susan Lytle

(1993) define it as “systematic, intentional inquiry by teachers
about their own school and classroom work" (p. 23). Teacher
research seeks to validate knowledge about teaching and learning as
ascertained by teachers acting as researchers within their own
classrooms.

Historically, in the research on teaching, teachers, and

the learning process, teachers have been the subject of study by
outside, mostly university-based, researchers.

Teachers are then

expected to be the consumers of this knowledge. Teacher research
challenges the hegemony of this knowledge being passed from
“outside/in” and argues for a knowledge that comes from the
“inside/out.”

This situates teachers as both users and generators of

theory.
Though there has been a movement recently in research to look
at teachers’ thought processes and “to give prominence to the
complex interplay of teachers’ content and pedagogical knowledge
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and the ways that these are used in diverse classroom contexts”
(p.1), teachers’ roles as interpreters, theorizers, and critics of their
own practices have been ignored. Teachers have the advantage of
viewing learners over time, they often have highly developed
observational skills grounded in the context of actual classrooms,
and provide a truly emic view that an outside observer cannot attain.
Since teacher research is driven by teachers’ experiences and
questions, it may be of particular interest to other teachers.
Teacher research is often concerned with particulars of what works,
why, and for whom, within the context of a particular classroom.
Teacher research argues for an epistemology that recognizes
inquiry by teachers as a distinctive way of knowing.

It makes

visible the ways that teachers and students construct knowledge and
curriculum.

“Furthermore because teacher researchers often inquire

with their students, students themselves are also empowered as
knowers” (p. 43).

In one of the earliest collections of conceptual

pieces on teacher research, Reclaiming the Classroom: Teacher
Research As an Agency for Change, published in 1 987, Goswami and
Stillman summarized what happens when teachers conduct research
as a regular part of their roles as teachers.

The editors make the

point that “[teachers] become rich resources who can provide the
profession with information it simply doesn’t have” (Preface).

They

also point out:

The nature of classroom discourse changes when inquiry
begins. Working with teachers to answer real questions
provides students with intrinsic motivation for talking,
reading, and writing and has the potential for helping them
achieve mature language skills. (Preface)
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In its application, I consider my research to be both basic and
applied.

It has elements of both.

It is basic in that it adds to a pool

of qualitative knowledge concerning how students, having undergone
a specific training, perceive and understand somatic awareness,
creativity, and their relationship of the two.

It is applied research

in that the students participated in a particular course designed by a
teacher/researcher.

The data and results gleaned, could indicate a

need for a course like this in more college curriculums.

The

research is pedagogical for the reason just mentioned but it is also
action research because its findings argue for changing curricula in
college programs to include more courses like the one designed for
the study.

Research Design

In brief, I designed a course that brought together ten student
participants who sought to do a daily practice which utilized the
individual student’s body as a source of wisdom and creative
expression.

The daily practices were designed to focus students on

their bodily sensations in an effort to make students more aware of
what’s going on inside of them (mentally, spiritually, and
emotionally) utilizing the body as a way of sensing this.
Concurrently, they were given exercises which called on them to be
mindful of their creative lives and to engage in creative art forms.
Sometimes, expressive art forms were used to integrate or
"digest" somatic experiences, such as drawing after an authentic
movement session.

Drawing provided a non-verbal way to express,
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make meaning, understand and/or re-experience emotions,
memories, thoughts, feelings, and sensations.

The drawing reflects

the kinesthetic in a different (symbolic) medium.
At other times, students were encouraged to follow
kinesthetic sensations as a technique of working in an art medium.
One example of this was for students to make drawings by noticing
and following the kinesthetic sensation of the motion of drawing.
This focus made the art medium less of a "processing" medium for
the kinesthetic and more of a co-active element with the
kinesthetic.
Class time (2 1/2 hours, one time per week) was used as a
time to “check-in” and discuss, as a group, each student’s
experience with the previous week’s exercises and to initially
experience exercises that the students would then practice on their
own during the week (ideally 1 5 minutes daily).
Practicing at home was a crucial element of the course.

The

expressed agreement on "daily practice" was at least 1 5 minutes,
five days a week.

However, it was fine to practice 45 minutes,

three times a week, for example.

The importance was more on

regularity and consistency of practice than on strict daily regimen.
Performing a regular practice is not easy and requires discipline,
commitment, and a drastic change of habit.

Part of the group's

function was to support one another's practice.
Students turned in written responses regarding each week's
practices, as well as other written essays and questionnaires.

At

the end of the course, participants were given an exit interview by
the teacher/researcher.
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Research Questions

Related to the major question regarding the relationship of
somatics to creativity are sub-questions which are pertinent to
illuminating the main question.

They are also important in their own

right in that their answers could add to the fields of creativity
studies, somatics, and education by increasing the qualitative,
phenomenological knowledge base of those fields.

The questions

seek to understand the overall experience of the course for the
student, how each student understands and relates to creativity, and
how students understand, if at all, a relationship between creativity
and somatic awareness.
“The unique feature of the questions that prompt teacher
research is that they emanate from neither theory nor practice alone
but from critical reflection on the intersection of the two"
(Cochran-Smith & Lytle, 1993, p.15).
In keeping with a flexible, emergent design required of
qualitative research, the following areas of knowledge were what
seemed to evolve as the territory that this course, the
teacher/researcher, and the students/participants explored.
Although the way in which this dissertation is presented may seem
deductive, the data were discovered inductively.

The sub-questions

grew out of a dynamic relationship of the researcher's interests and
the expressed experience of the participants.

Major question.

What is the relationship of somatics and

creativity as experienced by participants in this study?
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Sub-Questions. 1. How do students understand their own
creative process?

(a) What does creativity mean to them? (b) How,

if at all, does creativity relate to their lives in general?

(c) Do they

consider themselves "artists"? What does that term mean to them.
How strongly do they identify with their creativity?
2. How do they experience creative blocks? What meaning do
they make of a creative block? What helps them "unblock"?
3. What were the effects of this course?

(a) Did the exercises

in this course alter students’ awareness of their bodies and bodily
sensations?

(b) Did the exercises in this course have repercussions

in other aspects of students’ lives and development?
4. What connection, if any, do participants perceive between
body awareness and creativity, as observed in the study?
5. Does being a member of a group coming together to focus on
body awareness and creativity have any effect on one’s creative
life?

Selection of Subjects

Subjects were self-selected.

The course title was listed in

the spring bulletin of course offerings at the university as a
3-credit undergraduate education course (which could be taken for
graduate credit by special arrangement).

It was also posted around

campus on a flyer which gave a short description of the course. The
description was as follows:
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New Interdisciplinary Course: This seminar will explore the
human body as a source of wisdom, imagination, and
inspiration. Premises of movement and mind/body therapies
will be introduced. This course is experiential in nature
utilizing such tools as Authentic Movement (based on Jung’s
Active Imagination), Focusing, and arts media. Special
attention will be given to “unblocking” creative flow.
At the first class meeting, I informed students that I intended
to utilize the class as a research project.

I made it clear that

students could take the course without participating in the study
and that, in no way, would their decision to participate or not have
any effect on their standing in the course.
During the first three weeks of classes, students at the
university are allowed to add and drop courses. Two students from
the first class did not return to the next class. One of them was the
only male. The second class meeting brought a new student. By the
third class, one more student had left and two new students added.
There were 10 students enrolled in the course. All 10 agreed to be
participants in the study.

They all signed informed consent forms.

For their protection, on the form, they were given the name and
telephone number of my committee chairperson to call should they
wish to discuss any part of their involvement in the study with
someone other than the researcher/teacher.
Of the 10 participants, I used seven in my analysis. Two of the
students I did not use because they did not attend class regularly
and did not fulfill all the requirements of the course.

The third

student, whom I did not use, attended regularly but did not do a daily
practice or turn in response papers, an essential part of the data.
Though she contributed strongly to the class, she opted to audit the
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course because she knew she would not have time to do the outside
practices.
The seven subjects were female.

Six were undergraduates

ages 20, 22, 22, 22, 30, 51. One was a graduate student, age 50.

Data Collection

Documents

Students were required to turn in, each week, a short written
paper discussing how their practice went that week, what their
experience was with that week’s exercises, and noting the general
quality of their lives.

This response paper could be in an alternative

form such as a collage or art work with some written accompani¬
ment. The researcher copied these papers and returned them with
comments to the students. These “response papers” were used as a
source of data for the researcher.
At the beginning of the course, participants filled out a shortanswer questionnaire addressing the following general areas:
(a) How comfortable would you say you are with your body? (b) How
well would you say you listen to your body? (c) How often do you
tune into sensations in your body? (d) What sorts of experience or
training have you had that is physically based?
yourself a “spiritual” person?

(e) Do you consider

(f) From what sources do you derive

support, encouragement and nourishment? (g) Do you have
“community” in your life right now?

(h) Do you consider yourself a

“creative” person? (i) What ways have you found to feed your
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creativity?

(j) Overall, how would you describe your physical,

mental, and emotional health right now?
mean to you?

(k) What does creativity

Students filled out the same questionnaire at the end

of the course.
The objectives of this questionnaire were to (a) give the
researcher/teacher some idea of how the participants perceived
themselves before the course began, (b) begin to have participants
become aware of their relationship to these subject areas and start
to think about their own understanding of creativity in their lives,
and (c) as a source of comparison (initial and final questionnaire)
and discussion in the final interview.
Other sources of data were three short essays, observational
notes by the researcher, and an exit interview with each student.
The essays were as follows: (1) a paper addressing the questions—
what does “creativity” mean to me, and what is my relationship to
creativity?

This was due early in the study.

(2) an essay written

from the viewpoint of the body entitled “My Life as Agony and
Ecstasy Have Given Me a Life.” This was due in the middle of the
study.

(3) an essay addressing the following questions:

practice and this course had any effect on my life?
my creative life?

Has a daily

Has it affected

This was due near the end of the study.

Researcher’s Observations

I kept observational notes.

I, as teacher/researcher made an

effort to keep notes on what was said by the participants during the
class check-ins.

During check-ins students were encouraged to talk
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about what they were feeling at that present moment and to briefly
talk about their experience with the exercises the preceding week
and anything else they felt relevant.
Though I made efforts to keep adequate field notes, the dual
role of teacher and researcher often made it difficult to record
lengthy notes right after class.

Observation notes tended to be

general and brief, noting impressions that the researcher/teacher
had regarding her own process, shortcomings of the lesson plan that
day, what felt like it worked or didn’t, and general memories she had
of students’ work that day.
Because of this study’s emphasis on the students’ own
understandings, my observations are used mainly as a source for
triangulating information and as a filter to analyze what
descriptions, on the participant’s part, seem integrated with their
overall experience in the course.

Interviews

The final interview, approximately one hour long and tape
recorded, was a primary means for me to gather information
regarding each student’s experience in the course.

The interviews

were somewhat flexible as I followed the lead of the interviewee.
However, I also addressed several open-ended questions (see
Appendix) constructed from the data gathered so far in the study,
including areas the student/participants touched on in their work in
class, in their class discussions, in their response papers, and in
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their essays.

These questions all fit into the broader five questions

listed under the “research questions.”
According to Kvale (1983), it is valid to ask leading questions
in qualitative research since one is concerned with the participant’s
“reflected subjectivity” (p.189-190).
The interviews were transcribed in their entirety.

Data Analysis

I kept a folder on each student/participant.

In it were copies

of all of the student/participants’ response papers, essays,
questionnaires, and the transcript of the final interview.
Following suggestions in Bogdan and Bicklin (1992) for
analyzing the data, I started by reading over all the transcripts from
the interviews to become more familiar with the material, to begin
to get a sense of themes across participants and to begin to get a
sense of what format would be best to reduce and present the data.
I then began to look over the complete folders of the individual
participants.

Each student had approximately 80 pages of written

material that needed to be reduced to approximately 7 pages each.
I decided that a case study approach would be the best means
of organizing the material.

This approach would allow the reader a

portrait of the individual participants constructed from their
responses to the exercises, essays, and interview in the course.
portraits are mostly in the participant’s own words even when I
found it helpful to paraphrase in the name of brevity.
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The

I began to reduce the data by taking an individual’s transcribed
interview and underlining key phrases which captured the essence of
what she was expressing.
somewhat.

This reduced the volume of the interview

I then did the same with the participant’s essays,

response papers, and questionnaires.

I went back through and reread

all the underlined portions and began discerning coding categories.
After doing this on three of the participants’ data, I saw that most
of the material fell within the terrain of what have become the five
research questions and a category labeled “autobiographical
information.”

I decided to use the five research questions as a

framework to construct the case study profiles.

It seemed that this

would be the most concise and expedient way to analyze and reduce
the data while keeping in mind the research questions to be
examined.
Each participant’s profile is presented in six sections: a brief
autobiographical introduction from sections labeled
“autobiographical information,” and five sections corresponding to
the five research questions.

In selecting the data to feature, I

looked for themes that were present across participants as well as
data that was supported by triangulation in the individual’s data.
Though I tried to include all information that arose in the data,
I was especially sure to emphasize material that was repeated in
more than one source of the individual’s data.

For example, Cathy

repeated in multiple sources—her response paper, her interview, and
two of her essays—that she slept better at night because of doing
conscious breathing.
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After presenting individual portraits, I discussed the cases as
a whole, emphasizing common themes in the data.

In looking for

common themes, I utilized the reduced form of the data as it now
appeared in the portraits.

I compared all participants’ answers to

each of the research questions.

For instance, I went through all of

the participants’ “Question 1” sections and coded them.

I used a

charting method to discern codes that were repeated across
participants.

The themes discussed in the 5 questions fall under the

following 3 major categories: (A) creativity, (B) effects of somatic
awareness practices, and (C) relationship of somatic awareness to
creativity.

Limitations

Since the participants self-selected to take a course that
emphasized somatic awareness and creativity, they tended to be
somewhat kinesthetically oriented to begin with.

All the

participants also considered themselves at least somewhat creative.
It is a limitation of this study that it did not have any participants
who did not consider themselves creative and/or considered
themselves ill at ease with their bodies.
Another limitation is that there were only females in the
study.

Also, this study is qualitative in nature and does not claim to

be generalizable.
Despite its limitations, the study is valuable in the
contributions it makes as a phenomenological study of a specific
group.

The lived experiences of these specific women, as expressed
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in the data, contributes to understandings of the relationship of
*

creativity and somatic awareness.
Despite its limitations, the study provides a model for a
pedagogy which values creativity, non-judgementality, group
integrity, and support of individual growth and healing through a
focus on somatics.

Design and Rationale of the Course

In this section, I will attempt to give a brief overview of how
the course was structured, a look at how the class time was spent in
the 14 classes during the semester, and the rationale behind the
design of the course.

The specific syllabus and weekly hand-outs

which contain the descriptions of daily exercises can be found in the
appendix.

Meeting Place and Time

The class met one morning a week for 2 1/2 hours in a black
box theatre space on campus. Because the space was a working
theatre, there were often changes to the area we worked in.

For

instance, sometimes the floor was covered by a portable dance floor
and often backdrops and curtain configurations changed. The
students seemed to have little problem with the changes.

However,

occasionally, staff members from the theatre would pass through
the outskirts of the area to exit from the theatre office. Though the
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disturbance was infrequent and unavoidable, it was problematic due
to the intimacy of the class.
I believe a 3-hour time allotment would be preferable with an
allowance for a break midway.

Class Ritual

Each morning we would start with a “check-in.”

We sat in a

circle and each spoke briefly about what our experience had been the
preceding week with the daily practices and how we were feeling at
the moment.

The function of this circle talk-time was to have a

time for students to practice awareness and consciousness
concerning their present affect and the week in general, to connect
to one another verbally, to build a sense of group support for each
other's development, and as a way for me, the teacher, to gauge how
the course was going for individuals and the group.

It also was a

time to determine whether to proceed with the syllabus as planned
or to deviate. I tried to go with the energy of the group or help make
an energetic shift when I felt it was needed. I also sometimes used
students’ comments as a point from which to embark on small little
teaching lectures concerning process or content.

Though the “check¬

in” period was intended to take only about 1 5 minutes, it often went
longer. A draw-back to having an opening circle at the beginning of
class is that it can go on too long as there is the illusion of having
plenty of time.

Occasionally, the check-ins varied in format.

For

example, each student came up with a gesture to express their
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current affect and another gesture expressing how the week went.
Sometimes check-ins were preceded by a physical stretching warm¬
up.
The remainder of the class was spent participating in
experiential exercises that the students would then repeat daily at
home.

Generally, I gave a brief introduction of the reasons I had

selected various exercises.

Not all exercises listed for daily

practice on weekly hand-outs were reviewed in class.
Emphasis was placed on the importance of a daily exercise
outside class time.

I believe change happens over time through a

steady, consistent, practice.
that is slowly learned.

Awareness is a quality of attention

Through engaging with the exercises

regularly, through all kinds of moods and life changes,

students can

begin to know themselves in subtle ways—their habitual patterns,
their resistances, what they delight in, what comes easily, what is
difficult, and so on.

It requires an essential commitment to self.

Though my intent was to end each class with a time for
students to discuss their experiences with the exercise(s) we had
just done, there was usually not time.

We usually ended with a brief

joining of some sort like holding hands and breathing in unison or
passing a squeeze through our hands in the circle.

Course Content

All the exercises were chosen because they somehow focus
attention on inner sensation. Some of them also focus attention on
inner imagery that coincides with the kinesthetic sensation.
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The

course was designed to give a sampling of many different kinds of
somatic work, a sort of sampler.

Students could then determine

what sort of work they would like to pursue in more depth.
I started with what I felt were two of the most basic forms of
movement to begin noticing—breath and vibration (sound).

The

exercises became somewhat more complex as the semester moved
on. They also moved from the more personal realm to more social
exercises.

The breathing and sounding work involved focusing

awareness on one’s own breath and inner vibrations while toning.
Authentic movement, done mid-semester, is more complex in that it
involves multi-levels of focus as one is moving through space, eyes
closed, in a room with others and being witnessed by someone with
eyes open.

It involves being aware of inner impulses while also

noticing inner judgments, being aware of others in the room through
senses other than vision, and oftentimes experiencing emotional
memories and/or imagery.
All of the exercises selected were also chosen because they
were particularly powerful for me when I first experienced them.

Introductions

The first class was spent in introduction; going over the
syllabus, having students say why they had enrolled in the course,
and briefly talking about their passions.

I then led them in two

exercises to give them a taste of what the course would be like.
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Exercise 1. “Seeing and Being Seen.” I had students break into
pairs. Standing across from their partners, they simply stood and
looked at one another. Partner A focused on really seeing partner B.
Partner B noticed what it felt like to be looked at. They then
reversed roles, partner A now being “seen.” I then had them repeat
the cycle but this time the seer was to look at her partner with the
intent of unconditional acceptance, love and compassion. They then
discussed what it felt like to be seen, and to see. Was there any
qualitative difference they noticed when they saw and were seen
with positive regard and compassion?
The purpose of this exercise was to bring awareness to the
sensation of seeing and being seen and modeled a way to witness
ourselves and each other during the semester.

Being witnessed with

love and compassion can feel much better.

Exercise 2. I had the students lie on the floor. I led them
through a guided visualization of their bodies starting at their feet
and ending at their heads. I asked a number of questions about each
body part for the students to answer in their own minds as I
proceeded: (1) What adjective would you use to describe this body
part of yours? (2) How do you feel about this body part? (3) Has
anyone ever offered you their opinion about this body part of yours?
(4) What kinds of situations has this body part gotten you into?
(5) What pleasure has it brought you, what pain? Thank your body
part for its faithful service and we’ll move on.
This exercise puts the student’s “mind’s-eye” inside their
body and changes its focus. It also brings an awareness to the
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memories we store in our body, and brings to consciousness stories
as they relate to the body. This exercise is a precursor for the
Body-Paper assigned for the students later in the course.

Breath Work And Sounding

Breath.

During this class, we focused primarily on breath and

a bit of sound. We started by looking at colorful pictures of the
diaphragm and lungs. I lectured a bit about the lobes of the lungs
and the movement of respiration.

In partners, with one partner

touching the other’s back and chest, we breathed. The partners
hands helped bring awareness to the areas of movement. Then I had
the students lie on their backs and just notice their breathing as
they listened to me speak. I lectured on the role of breath in
emotion and how in Indian tradition, breath is believed to be the
bridge between the spirit body and the gross physical body. We then
learned a number of pranayama breathing techniques (see Appendix).

Sounding. Some time was spent demonstrating overtone
chanting that they could practice at home (see Appendix). We also
practiced, briefly, trying to feel vibrations while toning into and
from the seven chakra centers (see Appendix). I believe sounding
needed a week of its own in the syllabus.

Feeling vibrations inside

the body is subtle and very difficult at first.
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Rhvthm And Vision

Rhvthm. In class, we spent most of the time moving to music
that the students brought in. Some time was spent explaining the
concept that people have individualistic rhythms.

They were

assigned to do a “rhythm study” of someone they knew well that
they would present in class. The rest of the class would then try to
describe the person that was portrayed in the rhythm study.
This is a fairly abstract exercise.

I assigned it so students would

have to apply listening and observation skills toward someone else.
I thought it would also challenge them in terms of taking risks since
there is no right or wrong way to do this exercise and it requires
some creative problem-solving to engage in the task.

Vision.

In class, students practiced putting their eyes’ focus

in one plane, and their mental focus in another. They were then
challenged to write a haiku after each of the varied focuses. The
assumption is that each different eye plastique influences a
different affect and state of mind.

This exercise challenges the

students to let their physical bodies (eyes) inspire a poem.

Authentic Movement

During class, we spent approximately 45 minutes per class
period moving. The group of students closed their eyes and were
instructed to move as they were “moved to move,” following inner
impulses, sensations, throbbing, imagery, or other inner motivations.
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I acted as the witness who made sure they did not get harmed, and
watched in a non-judgmental manner.
Students were given various arts media to draw or write for
1 5 minutes after the movement session. We then met in a circle and
each mover talked of her experience.

The witness spoke, if the

mover wanted to hear from her.
We spent 2 1/2 weeks on authentic movement.

Book Reviews

Students were given a bibliography (see Appendix) from which
they each chose a book to read and report on. In this manner,
students heard reports on several different books which they could
then choose to read.

Chakra System

I had the students take a test that gives one an idea of which
of her chakras are most active and which are least active.

We then

decided, as a group, to focus on chakras 1 and 3. In class, for chakra
1, we went out to a field and walked barefoot and laid stomach down
on the grass taking in the energy of the earth. This was not what I
had planned for class but it was a beautiful spring day and the
students were overwhelmed with school.
For Chakra 3, I led students in some Aikido and yoga exercises
that emphasized the area of the body near the diaphragm where this
chakra is located.
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Bodv-Mind Centering

We did two hands-on exercises in pairs.

Exercise 1.

The Brain.

partner B’s head in her hands.

Partner A gently cups the reclining
I narrated a guided visualization and

instructions for partners A and B.

Partner B is to feel her brain as a

bag of heavy sand that slowly spills out as partner A slowly turns
B’s head from side to side.

Exercise 2. The Heart.

Partner A sits on the floor behind B

(also seated) and puts her arms around B and her hands joined over
B’s hands which are placed on B’s heart.
support.

B relaxes back into A’s

A is leaning against a wall for support.

They just sit there

for a while and focus attention on an empathetic connection between
their hearts.

Final Presentations

Students could present any of their work they did in class,
lead experiential exercises, present a skit, or anything else they
wanted to do which in some way addressed what they got from the
class.
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CHAPTER IV
PRESENTATION OF THE DATA, ANALYSIS AND DISCUSSION

Introduction

In this chapter, I will present, analyze and discuss the data
from the study.

Since this is a phenomenological study concerned

with understanding the experience of the participants, I used
sources of data that expressed the participants’ understandings in
their own words.
Sources of data were questionnaires that the participants
filled out at the beginning and end of the study, an essay on
creativity, weekly response papers regarding the class and the daily
somatic practices, an autobiographical essay written from the point
of view of the body, an essay on what effects the course had on the
individual and her creative life, if any, and an exit interview.
The chapter is divided into two main sections: "Participant
Profiles" and "Discussion of Emerging Themes Across Participants."
Participant profiles give a portrait of each of the participants
compiled from the data sources.

I believed this would be the most

effective format for examining the research questions within a
context. The reader gets an idea of not only what the participants
had to say but who is saying what.
Data in each of the profiles was organized around the five
research questions.

Since the research questions themselves arose

from the content in the sources, there was very little of the content
that did not fit within the structure of the five questions.
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The

questions served as a framework to organize the data in a consistent
way for each participant, allowing the reader a uniform format
across participants.
After all seven profiles, I then discuss themes that I found
prevalent across participants.

I look at themes as they pertain to

three main categories: (A) how the participants understand what
creativity is and how it relates to their lives.

(These themes were

surmised by comparing Question 1 in each of the profiles.);
(B) what effects this course, stressing somatic awareness, had on
the participants.

(These themes were ascertained by comparing

Question 3 in each of the profiles.); and (C) the relationship of
somatic awareness to creativity.
divisions:

This section has two sub

(C-1) connections participants perceived between body

awareness and creativity, coinciding with Question 4 in the profiles,
and (C-2) common themes between creativity and somatic
awareness, that I perceived by comparing the themes of the two, but
which the participants did not overtly state.

I also further distill

themes found by both the participants and myself (C-1 and C-2).
To further illuminate the relationship of somatic awareness to
creativity, I will also look at themes that arose concerning creative
block (Question 2) and the effects of working in a group on
participants' creativity (Question 5).
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Participant

Profiles

In compiling the portraits that follow, I have tried to stay as
close to the individual's voice as possible.

In order to condense

information, I have sometimes paraphrased.

However while

paraphrasing, I still used language close to that of the participant.
When expressing my thoughts or opinions, I clearly delineate that it
is my voice by stating it is my opinion or using such phrases as “it
seems to me.”

Points to Consider when Reading the Profiles

It is my hope that the reader will be a researcher in his or her
own right, noticing what is of interest to him or her in the data.

I

believe the portraits are full of unique descriptions and complex
meaning-making concerning the topics of creativity and somatics
and their interrelationship.
However, given the length and complexity of this section of
seven portraits, it may be helpful for the reader to have a lens
through which to filter the information.

I have analyzed and

discussed the data in the section that immediately follows the
entire “Profiles” section.

Previewing this “Analysis and

Discussion” may be helpful in understanding how I made meaning of
the data.
In brief, I looked for themes in three main categories:

how

participants understood creativity, how they experienced somatics,
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and how they experienced the two to be related.

I found discourse on

the following seven themes, by most of the participants, in each of
the three categories:
Know Thyself

Inside/outside

Energy

Heightened awareness

Power

Receptivity

Change

Lida: The Shaman
Lida, a 22-year-old, is a senior majoring in theatre with a
special interest in writing and issues pertinent to women.

She came

to the class with “a bit” of dance training and some Suzuki training
for actors.

According to the entrance questionnaire, she felt

moderately comfortable in her body (3 on a 1-5 scale) and was also
in the mid range in terms of how well she listened to her body and
how often she tuned into bodily sensations (3 on a 1-5 scale). She
considered herself a spiritual person (5 on a 1-5 scale) who
practiced some breathing and “meditative stuff” and had as her
spiritual goal, “attempting to be true to myself and follow my
heart.”

She said she derived encouragement and support from

parents, books, light beings, angels, and animals.

She considered

herself a creative person (5 on a 1-5 scale).
Throughout Lida’s reflections, she sees her life as a journey of
healing—her own and the potential she is developing to heal others.
My impression of Lida is that she is indeed a sort of Shaman-in¬
training.

A very articulate and mature young woman, she is earnest
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in her spiritual healing quest and is learning much about shamanistic
skills through her self-healing work with healers.

She speaks of

traveling to other realms of time and space and, in her narrative,
often makes no distinction between visualized or imagined material
and that of “reality.”

She speaks frequently of her communication

with spirit beings: “I’ve had contact with spirit beings and asked
them to perform healing things on me before.”

“Then one night a

spirit showed up and he proceeded to suck all the pain out of me. I
could see it leave my body, like a dark fog.”

Nature is a prevalent

theme in her reflections—embodying different animals, walking in
the muddy forest at night howling at the moon, communing with a
trapped animal she found, tending to a sick baby squirrel.
Lida is an incest survivor and has spent the past four years
healing this trauma.

This semester she went through a very

difficult period as she dealt with a new phase of her healing.

She

had never had flashbacks before, but in April she had two flashbacks
of being sexually abused.

She describes their effects on her:

(Response paper: 4/25) I lost the desire to live. Although I
was not physically going to leave life, emotionally and
spiritually I felt like I already had. I have never felt this way
before. I lost all passion for everything. I lost the fire inside.
I found it very troublesome. It’s like this volcano erupted
inside. The past was erupted and I was being forced to deal
with the feelings, emotion, and visual pictures that had been
enclosed inside me for years. I experienced two flashbacks,
visual images of myself being sexually abused.
(Interview, regarding her process around the flashbacks) I
also had very intense body experiences. I experienced a lot of
releasing of really disgusting stuff that was stored in my
body. It looked awful. . . . They were big long, slimy, black,
black, black. They would have to be pulled for like minutes.
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I mean they would be like just long and twisted. I mean it was
all imagery kind of stuff and feelings in my body. It looked
awful but it was coming out and then I was really tired
because it had all come out.
She said this experience has had a strong impact on her life in
terms of feeling empowered and growing:
I faced the demon inside and now I feel freer, stronger, and
ready to make some changes. I am recognizing my kindness,
how important my heart is, and how much I enjoy giving to
others. I am facing the fact that I have not received what I
have truly wanted and needed in my lover relationships, and
that is more love and kindness. I can no longer settle for less
than I deserve. I want to be able to allow good healthy
relationships into my life. I can see things changing already.

Question 1
How do students understand their own creative process?
(a) What does creativity mean to them?
creativity relate to their lives in general?

(b) How, if at all, does
(c) Do they consider

themselves artists?

Lida’s mother is a professional painter as well as a
playwright.

Lida considers herself an artist and thinks that is a

wonderful and valuable thing to be.

She sees creativity as fused into

every aspect of her life-spiritual, emotional, and physical:
Creativity means life, to live, to flow, to let yourself run with
the impulse inside. Creativity is the road to ecstasy. . . .
Creativity is so special and sacred to me. . . . Creativity is a
feeling, a power, an energy. Creativity is connected to my
heart. It is a doorway to the unknown or the unconscious.
Creativity is freedom, it is home, it is comfort. Creativity is
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spontaneous action that is linked to my true or soul self.
Creativity is an opportunity for expansion and growth. It is a
space in which I can go beyond where I have been before.
Creativity is joy that comes from within. It is food, like love.
It is a pulse that makes me feel good. It is spurts of energy
that are linked to intuition. Creativity is a doorway to peace
of mind. The creative part of myself is the free-flow
unblocked part of myself.
I feel very alive and most happy when I am engaging in creative
activities. I also feel most confident and best about myself
when I am participating in activities that spark my creativity.
For the most part I associate creativity with the arts and more
recently with spirituality. ... My involvement in theatre during
high school more than likely saved my life during that time. At
the time the stage was the only place I felt powerful and
confident. . . .
It is through theatrical expression that I have found it easiest
to be in the moment for the moment. While I am performing, I
am filled with powerful energy. ... I feel that I have been
taken over by another being. ... I have felt ecstasy.
As I am growing spiritually and becoming more open to the
spirit world, I can see how my creative experiences
(particularly theatrical ones) have connections to the spirit
world. While traveling to such dimensions I have felt energy
shifts that were very similar to those I have felt while
performing. I believe that it takes a creative imagination to
free myself from the everyday world I live in to travel to other
realities. . . . Through performance I have always wanted to
give the audience an opportunity to feel something different
and at times to release and let go of feelings. I wanted them
to have a piece of what I was feeling. I can see great
connections between what I want to give to people during my
performance and my growing interest in mind-body healing
including shamanistic practices, which are at times very
performative.
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Question 2
How do students experience creative blocks?
do they make of creative blocks?

(a) What meaning

(b) What helps them unblock?

L: I feel blocks, like emotional blocks, or things in my body.
Things that have to do with my heart, things that have to do
with love, I think. ... I am always aware of being sort of
blocked (ha ha). Since there is always more that you can do.
There’s always more to release. You just do it like walking
upstairs. You can’t do it all at the same time but I find a
passion and thrill in taking on these—whatever they are inside
me—and saying, “OK, I’m gonna talk to you. [There is] no more
room for you in this hotel.” So, usually I tackle it, deal with
it.
J: Does your art come into it? Do you use your art to push
through?
L: I don’t know that I’ve noticed much of that consciously.
But, I mean I definitely, I write about [it]. I know the
performance I’m doing in the fall has all these other issues in
it but I know that the main drive is gonna be about healing
from incest because it is very important.
J: Along that same line, when you went through that dark
period of not caring about anything, did you have the desire to
draw or perform or was that also affected?
L: I didn’t want to. I didn’t want to do anything. And that was
one of the saddest things. Performance has always been a
great passion of mine. And when I wasn’t feeling well, I didn’t
give a crap about it either. Not that I wasn’t doing any
performance—but I didn’t care about it.
But actually, I think it was some creative stuff that I started
doing that pulled me out of it a little bit. At least it got me
excited again. And it helped me start doing my schoolwork
again. Cause I had to create this performance for class. That
was the first real work I started doing again. And after that,
things got a little easier. . . . One of the things that this class
opened me up to was the chakras. And although I’ve known
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about it, I didn't pay much attention to it. And certainly didn’t
know my own chakras. . . . And things inside really started to
change for me when I started dealing with them.
These excerpts indicate that Lida experiences creative blocks
as related to emotional blocks and that when she is blocked she
doesn’t want to do anything including art.

However, a performance

project she had to do for a class (a deadline) and the chakra work of
this class (somatic awareness) helped her begin to pull out of her
block.

Another important element was having an atmosphere of non¬

judgment.
When she spoke more about the process of creating the
performance piece for her class, she said that what was so freeing
about it was that the teacher had given them permission to fail
miserably but that the only real failure was to not do something.
Lida felt this allowed her to just notice when ideas came to her at
the bus stop or wherever, and to not judge them or make them fit
into any idea of what a piece should be like; to not censor her initial
ideas.
Question 3
What were the effects of this course?

(a) Did the exercises in

this course alter students’ awareness of their bodies and bodily
sensations?

(b) Did the exercises in this course have repercussions

in other aspects of students’ lives and development?

In Lida’s essay about the class and its relationship, if any, to
her creative life, she wrote the following:
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The course] has helped me to increase my body awareness,
helped me to deepen my relationship and thoughts about
creativity and has encouraged the strengthening of my
spiritual sense of myself and the world around me.
In describing how the course increased her body awareness she
spoke of developing a relationship with her body and of learning new
ways of understanding her body:
I think the simplest way to describe [my increased body
awareness] is that I have begun a new relationship with my
body. I am more aware of its insides and I am more
appreciative of her. The introduction I received to the chakra
system and the further reading I did for the book report opened
me to a whole new realm of understanding about my body. ... I
have come to see how one can begin to work with that system
to create powerful and effective results in the healing
process. The course helped me realize that my body is my
home and that it is a temple of great knowledge.
She feels like she became more aware of her body primarily
because the work was such a constant in her life.

Also having to

write response papers each week made her think about what was
happening.

She also felt that being able to talk with a group of

people about the process was important.

Lida felt that she became

more aware of her own processes:
I definitely feel more able to help myself now. I kinda figured
out what to do when I was feeling really depressed. Like that
there was something inside me that had to be dealt with right
then. If I just took the energy that it took to deal with it, I
would feel better, pretty much instantaneously.
She believes she is now more aware of things she might do to
feed her creativity than she was before the class.
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In her response papers she shows many examples of being in
touch with her body. In response to drawing mandalas: “The act of
drawing circles, just circles and circles, felt very good to my
insides.”

On her artist’s date in which she took herself out to

dinner: “My stomach has not been very happy lately. It felt good to
have somebody else prepare food for me.” And of her experience
with free movement and writing:
When I allowed myself to write for the sake of getting
something out, or to move for the sake of just getting it out, a
natural releasing and opening started happening. . . . Doing free
movement helped me to be in my body, and to gain energy. ...
I am currently feeling very intense inside. ... I have felt much
pleasure in simple things like the moon, eating an apple, having
my hands in dirt, and slowing down inside. At the same time I
am feeling very resistant to things that I have to do. I am
feeling a deep depression.
(Regarding her breathing practice) I listened to the wind and
watched the sky. The experience made me feel more grounded.
I concentrated on my breathing. My lungs became so full of air
with each breath that I could not stand it. I began to feel so
vulnerable and yet so free. I wanted to cover myself with my
arms.
(And of dancing in class) Not only did the movement fill me
with energy, but it filled me with power and great joy. It
made me see how important being present in the body is, and
how much the body likes to be creative.”
Lida also discovered personal preferences based on how things
felt:

“It is easier for me to let go through movement than through

writing.”
Sometimes discerning her felt sensations led her to change her
behavior which had political implications:

86

I was trimming and cutting down trees for the farm center.
The entire time I was doing it I was angry and sad about what I
was doing. I finally quit and said I could harm no more trees. I
felt like a murderer. I was filled with horrible pain.
Lida believes that developing a deeper relationship with her
body and creative parts of herself has helped her reach deeper
healing and allowed her to expand her relations to the spiritual
world.

The spiritual world is intrinsically connected to nature for

her. When she was younger, she was very close to nature, but she
felt that she had lost her trust in it somewhere along the line.

She

has recently begun to feel that trust again and “it is a great feeling
of support.”

Lida summed up these connections between body, spirit

and nature succinctly in the interview:

“We were doing exercises

that promoted more body awareness and that connected me right
away with spiritual things and also with nature.”
Lida expressed repeatedly how unusual and important it has
been for her to be in a class like this one:
This course recognized two things that are extremely
important to me: creativity and spirituality. To have the two
things recognized in an academic setting is like a dream come
true. . . . It’s hard to find in an academic setting. It’s terribly
scarce to find mentors that are really interested, I guess, in
more of the spiritual understanding. . . . It’s certainly the first
class that I’ve taken that is about learning how to take care of
yourself and how to be good to yourself. And that’s what we
all need to know how to do the most, before we can do anything
else really very effectively (ha ha). ... I feel that the work we
did in this course has helped me survive a very difficult time
in my life. It helped me to access energies and powers that
assisted me in the healing process.
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Lida believes that people need to learn to appreciate their
♦

creativity because society and schools do not value or encourage
creativity:
This course helped me appreciate and value creativity which in
turn helped me to love the creative part of myself more. . . . For
the most part I do not feel that my education has valued
creativity as much as other aspects of learning. I did,
however, attend alternative schools when I was growing up
that probably encouraged my creativity more than the public
school system might have. Our society at large does not value
creativity and therefore it can be hard to appreciate one’s
creative self. One must learn to value that part of themselves.
This course helped me to recognize and value my creativity.

Question 4
What connection, if any, do participants perceive between body
awareness and creativity, as observed in the study?

In her interview, Lida said that she definitely believes there is
a connection between body awareness and creativity but that it was
hard to say how exactly.

She believes it has to do with the mind and

body being one. “I believe your mind and your body are connected and
it’s all one.

So I guess, the freer your body was, then perhaps it

would be easier for you to be creative and to open those channels.”
She has been very fascinated by how a person’s inner being is
reflected in their outer movements.

She is doing a project for

school in which she is having women embody certain poses she gives
them to look at in photographs.

She tried to find pictures of models

and goddesses which were holding the same pose. As the
participants
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embody the different pictures, she hoped to find out how they
experienced the difference between models and goddesses.
In reviewing all of the sources of data on Lida, I see that she
makes a strong connection between body awareness and creativity.
The following are excerpts from her response papers.

Regarding

dancing a color: “There were different colors that my body needed at
different times and when I offered colors to my body, it lapped it up
like food.”

Regarding writing haikus: “I noticed that at night I wrote

about sleep, when waking up in the morning I generally wrote about
gaining energy, and in the afternoon I would write about having
energy.”
Lida notices her felt sensations while performing and
storytelling and sees connections with her interest in mind-body
healing as illustrated in the following two passages from her
response papers:
When I was telling them [the stories] I felt like I was
performing. I felt a rush of energy. The air around me would
slow down. While I and those who were listening were
transported into the story, I became more present in the
moment. Some sort of magic happened. A powerful connection.
I have noticed it more and more around me these days. If I
listen, if I really watch, there is magic all around.
I wanted to share [with the audience] the power that I felt
while on-stage. I wanted them to have a piece of what I was
feeling. ... I can see great connections between what I want to
give to people during my performance and my growing interest
in mind-body healing including shamanistic practice, which are
very performative.
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For Lida, often tuning into her felt sensations leads her to
create.

After her painful experience of cutting down trees, she took

“a journey” which resulted in the writing of a long poem entitled
Wombsack full of many allusions to her body.

Another example of

how Lida’s felt sense leads her to a creative work is illustrated in
her response to the vision exercises.

From playing with different

focuses of her eyes and attention, including an inward focus, Lida
made the following leap: “I thought about the landscape of our
insides.
lives?

What does that landscape look like at different times in our
If it was a setting, what would it be?

If it was a story,

what would it be?”
Lida also found metaphors for her life in some of the somatic
exercises:
(Response paper) Over the week I came to understand how
much life is contained in each breath. With each inhale is the
opportunity for the birth of newness, and with each exhale is
the chance to let go of the old. Letting go is something that
I’ve been giving thought to this week, perhaps my
concentration on breath has helped bring these thoughts and
feelings about. I have become aware of how I am holding on to
the past.
Related to the topic of how body awareness relates to
creativity is the question of how one feels when creating in
differing media.

What is the overall sensation of writing as opposed

to performing, for instance?
performing.

For Lida, she really feels a rush when

Writing is more relaxing.
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Question 5
Does being a member of a group coming together to focus on
body awareness and creativity have any effect on one’s creative
life?
Lida felt very comfortable in the group and didn’t feel like she
had to hold back anything. Regarding the effect of the group on her
creative life, Lida saw a very clear value in that the group was
giving energy to a common goal and therefore helped keep her on
task:
I think its a very subtle thing and its hard to talk about. But I
think it has to do with energy and the fact that it is a group of
people. It’s more than one person. . . . And groups have
persuasion over, you know. So, I think definitely when you
have a group to go to that is talking about the same stuff-you’re trying to do the same stuff every week—that’s
definitely very, very important to get you to do stuff. I know
that’s true for me with writing. I don’t write very much
unless I’m taking a writing class.

Linee: Energy
Linee is a 22-year-old graduating senior who created her own
major in social change through theatre.

From a large inner city

herself, she thinks her next step after college is to work with inner
city youth doing theatre and arts and crafts to “keep ‘em [kids] off
the street and have them be busy doing something beneficial in their
lives.”

Originally she was going to major in fashion illustration but

felt she probably didn’t draw well enough:
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“I would see something in

my mind’s eye but I’d go to draw it and it wouldn’t come out how I
visualized it.”
My impression of Linee is that of a young woman who has a lot
of energy and individual style. She laughed a lot, joked and seemed
very hip—a fashion setter and natural leader.

About the third week

into the course she began coming late to class and complaining that
she couldn’t get up in the morning and was feeling very fatigued.
Indeed, throughout the remainder of the semester she seemed more
low energy but continued to be a very vibrant member of the class.
In her exit interview she talked extensively about how physically
and mentally bad she felt this semester and attributed it to
overwork and stress of transition:
[I felt] depression a lot. Lack of inner energy. Lack of
motivation. I can’t wake up in the morning for anything and
before I wasn’t like that. ... I was feeling a lot of pressure
[this semester]—like this enormous weight I feel is always on
me. I needed 23 credits to graduate at the end of last
semester, so I’ve been at school a year straight. And I think,
actually now that I’m talking to you, this might have
something to do with why I’m just so damned unhealthy right
now.
I feel like the past year I have felt this way but it’s just
progressed and progressed into this big mess/mass of
confusion and frustration. . . . But even though it is coming to
an end, I feel like I’m faced with this other whole big “Oh,
what am I gonna do with my life?” type of thing. ... I think
that everything just caught up to me. Like mentally, physically
everything. I just had so many, like mini-nervous break downs
(ha ha), too, where I would just cry and just like throw things
around my room. . . . Also I’m in this, I don’t know what you
want to call it, relationship, with the guy I was telling you
was my best friend. We’ve been friends since our freshman
year. . . . Now it’s just like the end. I’m leaving and God only
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knows where I’ll end up. And not having him in my life is kinda
scary. ... If I’m not thinking about how horrible I feel
physically, that’s just like straining my brain.
Question 1
How do students understand their own creative process?
(a) What does creativity mean to them? (b) How, if at all, does
creativity relate to their lives in general?

(c) Do they consider

themselves artists?
On the questionnaire given at the beginning and the end of the
semester, Linee marked herself a 5 on a scale of 1 to 5 on the
question:

“Do you consider yourself a creative person?”

She

indicated that she feels creative through her acting work, through
her work with children in the multicultural center where she is
employed, and through her “personal style.”
In her essay on creativity, in general, Linee understands
creativity as an energy rooted deep inside that every individual
possesses and which, for her, “is infused into every aspect of my
life, consciously and unconsciously.”

It feeds her soul:

Creativity is one of the only things in the world that we as
individuals can call our own. It is something that doesn’t have
to be shared with anyone but yourself or can be shared with
everyone. I believe that creativity comes from deep down
inside. . . . Many people who do not consider themselves
creative are afraid of the risk involved in expressing
themselves freely. I believe that by not having faith and not
believing in one’s own creative voice, the creative flow of
energy within is suppressed.
Those who are creative and know it, tend to let their physical
and mental impulses go and as a result, soar in spirit. I truly
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believe that each and every individual on the face of this earth
is creative. People just need to [go] further within
themselves, for it is deep down inside where creativity is
rooted in the soul and once this sense of energy is released,
success can only result.
[Creativity] is a way of viewing aspects of life from a variety
of angles, personal as well as social, positive as well as
negative, new as well as old. . . . Creativity has no restrictions
and always allows room for exploration. ... It is where dreams
and reality meet and make connections with one another. . . .
This combination of dreams and realities is an extremely
sacred and spiritual part of my life.
I believe that creativity is infused into every aspect of my
life, consciously and unconsciously. Whether it is expressed
through what I choose to wear, or through a dramatic
performance, creativity is what feeds my soul.

I asked Linee if she considered herself an artist and how she
defined that.

She said she does but that she identifies with that

title stronger when she is in the process of creating something.

She

believes that the title of artist applies to people who recognize
their creative side and use it and work with it.
Question Z
How do participants experience creative blocks?
meaning do they make of a creative block?

(a) What

(b) What helps them

unblock?

When I asked Linee in the exit interview if she had ever
experienced a creative block, she burst into laughter and exclaimed
that is what she has been experiencing this whole year.
is the perfect word for it.”

“‘Blocked’

She went on to describe her block:
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L: It’s just like this feeling of being trapped. Not being able to
advance in anything. . . like being in a stand-still. ... I feel like
the perfect word to describe how I feel is like suffocatinglike I just can’t breathe. . . . And sometimes I really feel like
the weight I was telling you about, like there is this big
pressure on me and I can’t breathe. I feel like it has an effect
on everything that you do. Before when I didn’t feel blocked, I
felt like I could do anything—like I could move mountains. And
now, like I feel I’m just trying to move a little pile of turds
and it’s not going anywhere.
J: Does it feel like one precedes the other? Does it feel like
you start feeling blocked and then blah, or start feeling blah
and then you start feeling blocked?
L: Blocked then blah, definitely. Cause when you are just there
and you feel like all that frustration, it affects your attitudes
and outlooks on things. So blocked, then blah.
When I asked her if she knew what the block is about or what
caused it—was it related to an event, change etc.—she said that she
honestly wishes she knew.

She said that doing the breathing

exercises and “just sitting,” as we learned, sometimes helped along
with charging something on her credit card.
Linee expressed that one of the greatest things about the class
was that she started drawing again and was doing it quite a lot.
When I asked her what she made of the fact that she was producing
all this art work and yet she still felt blocked, she replied that the
drawing and breathing are like temporary reliefs. “It would get my
mind off things for awhile mostly, but sometimes it would shift my
mood.”
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Question 3
What were the effects of this course for the students ?
(a) Did the exercises in this course alter students’ awareness of
their bodily sensations?

(b) Did the exercises in this course have

repercussions in other aspects of students’ development?

Throughout many of Linee’s response papers and in her final
essay, she speaks of how empowering this course and the daily
practices were for her in terms of her creative life.

She often

alluded to ways in which she has learned about herself and how she
now makes efforts to listen to what her body is telling her, trying to
give it what it wants in small ways everyday:
I feel as though for the first time in years I was able to feed
my creative soul by doing things that I normally did not make
time for in my life. As a result of this class, I now take at
least half an hour for myself to relax by meditating or drawing
or absorbing something from nature, such as a sunset or simply
resting my body if needs be. Taking this time to receive an
inflow of creativity or to release some of my own, taught me a
new sense of discipline.
Another illustration of how the exercises in this course have
affected her behavior:
I’ll be in classes and other students will be taking notes and
I’ll be giving myself a massage (ha ha). . . . Since this class,
I’ve been doing things whenever I want, wherever I want,
wherever I am; standing at the bus stop, I’ll do some shoulder
stuff, crack my back and stretch.
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One of the daily practices she found beneficial was the
“artist’s date.”

She said that spending time by herself led her to a

better appreciation of herself:
I never used to go do things by myself. I always felt I had to
be in a group. Like now I will just go to a coffee shop and sit
there and read and draw. And that’s something I never would
have done before. ... I always felt like I needed companionship
from someone else. But I don’t feel that way anymore. It’s
given me a better appreciation for myself. Just spending time
with myself.

The daily practice she found had the most enhancing effects on
her life was the drawing that she did for her journal.

She says

drawing was a hobby she had as a child and adolescent and that
drawing for this class “rejuvenated and revived this creative
process in my life that I believed was no longer alive.”
Also, the book she chose to read for her book report, Women’s
Bodies. Women’s Wisdom, affected her profoundly.

She was struck

by how personally relevant it was to her and how seldom reading a
book in college has that effect:
I don’t think I’ve had the time to read something solely for my
own personal pleasure in my four years here at the university.
It was satisfying to me and my creative soul to read something
that was not only interesting but that I was able to connect
with and learn about my own body from. I now not only follow
one of the suggested healthy diets, but also have been
experimenting with some of the natural healing practices.
From Linee’s response papers, it appears that many of the
exercises prescribing awareness of the body did increase her
awareness.

For example:
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(Entry 2/7/95) Each morning when I awoke, it seemed as
though one part or another of my body was always aching. . . .
It was really refreshing to take notice of the pain and work
through it. I noticed that the pain was not as noticeable
throughout the course of my day, as it usually is.

Linee repeatedly talks about trying exercises different ways
and discerning her preferences.

She also is aware of how the

exercises relate to her physical and emotional well-being as the
following excerpt illustrates:
(Entry 4/17) Chakra 1: I spent fifteen to twenty minutes a day
working my feet, legs, abdomen and lower spine [she rode an
exercise bike and did stomach “crunches” or walked]. I found
walking to be more relaxing and peaceful—no perspiration
involved! However, I found the two forms of exercise to be
equally satisfying.
One thing that I took note of was that it made my menstrual
cycle much more bearable than usual. . . . [The exercises] also
helped out with my moods. I noticed that I was much more
able to cope with things during this normally stressful and
uneasy time of the month.
Linee often alluded to how therapeutic and relaxing she found
the body awareness exercises as well as those focused more on a
creative expressive medium: "The entire process [drawing mandalas]
released a lot of emotions that I was experiencing throughout the
course of the week that I wasn’t able to fully express in writing.”
And of singing out loud at home: “It released so much pressure I was
holding on to.”
Linee also occasionally found a deeper learning in an exercise,
a way of seeing a problem differently:
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(Entry 2/29) In doing the vision exercises this week, I made
several personal discoveries. I chose to observe in detail a
plant in my room. ... I never would have had the vivid images
appear in my mind which occurred had I not only looked at it
but looked deeply into it. It was full of color and texture. I
took note of how beautiful it really is. I think that this
exercise could also be done with people. I am the type of
person who at first glance tends to develop certain images of a
person. ... I am currently working on looking much deeper into
people before I pass any judgment.
In reference to Linee’s poor state of health both physically and
mentally this semester, I asked her what she made of the fact that
this is the same semester that she was enrolled in a body awareness
and creativity class.

She believed that the course just made her

slow down and realize what she had been denying for a long time.
“Basically, [the course] was just like a wake up call—like look
what’s going on with yourself. You don’t feel as great as you pretend
on the outside when you go out into the world.”
Question 4
What connection, if any do participants perceive between body
awareness and creativity, as experienced in this study?
Linee’s definition of creativity makes several references to
the body in such phrases as, “Creativity is something that comes
from deep down inside,” “one’s own creative voice—the creative
flow of energy within,” and “People just need to [go] further within
themselves for it is deep down inside where creativity is rooted in
the soul. . . .”

In her exit interview, she explained her perception of

the connection between body awareness and creativity:
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Being aware about everything about yourself, like your mind
and your body—I think that all goes into your creativity,
especially if you’re gonna be performing, whether it be music
or acting. Without that awareness, I don’t think that you’re
performing to the best of your ability. Y’know, it has to be
mental. It has to be physical. It has to be just a combination
of everything. And some things come from inside. Like just
the spark that drives you to do it.
Question 5
Does being a member of a group coming together to focus on
body awareness and creativity have any effect on one’s creative
life?

Of the group process, Linee said, “I feel as though we went
where no other group of people in a class had gone before—by
developing a sense of trust in and creative inspiration for each
other.”

She said it was a big step for her to share so candidly in a

group how stressed out and “fucked up” she was, but that she felt
comfortable doing it.

She really respected the people who were able

to just let everything go and cry.

She wishes she was able to do

that. She felt the group experience opened her up.
When asked what effect the group had on her creative life she
said it did affect her and that listening was important:
I think it’s one of those things where I think it [the group]
helped but I don’t know how it helped. I just see changes. Just
by like listening. I was just amazed by some of the things
people did in their final presentations. I was like WOW—just
like taking your energy. Like my definition of creativitytaking all that in and keeping it with me, keeping it in mind.
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Patty:
Patty is 30 years old.
old daughter.

Spiritual Quest
She is a single mother raising a 7 year

She has returned to school and is in her third year

studying wellness, community, and family services.

She is an

aerobics instructor and is certified as a personal trainer.
Concurrently with this class, she has been studying yoga.

She

exercises regularly, considers herself a spiritual person and attends
1 2-step group meetings.
Years ago, Patty was an art major in college.

She doesn’t

remember too much about that time because she was “pretty wild.”
But she remembers that her art classes were the only ones she
attended.

She feels that she has the ability to draw; a gift passed on

to her by her talented mother and her grandfather who was a
professional artist for awhile.

She says she doesn’t do anything

with her art, meaning she doesn’t do it for other people:
myself.

I decorate.

“I do it for

I create, for myself.”

Part of what attracted her to the class, at this point in her
life, was that she felt she needed to be in a non-traditional, safe
class where she could get in touch with the woman that she is, not
the “outside person” that she is. She was very happy to find that
the class was all women.

The reasons she is in school now have

changed as has the rest of her life:
My life has changed tremendously in the past two years. I was
married, had a little ranch house and all this stuff. And now
I’m living in a one bedroom apartment with my daughter by
myself and I changed my life completely. So, I thought I was
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still supposed to get A's—I went to a community college
[before]. And here I’m more like on a journey for myself to find
out who I am and stuff.
Question 1
How do students understand their own creative process?
(a) What does creativity mean to them?
creativity relate to their lives in general?

(b) How, if at all does
(c) Do they consider

themselves artists?

Patty sees creativity in a very spiritual way—as a way of
“being” in the world and the means through which god comes through
us.
Creativity comes from within and it’s a way I am in the world,
the way I have relationships and manage my time right up to
singing, dancing and drawing whenever those things may move
me. ... To create is to come from and to be artistic is a
talented way to express oneself with a specific media. ... I am
that unique and positive expression of my creator and
therefore a work of creativity myself. I go about life as one
with my creator spreading love wherever I go when I remember
to! Meditation and prayer are the most central ways I can stay
connected to this kind of creativity where comparing and
judgment are cast aside. When I visit the state of surrender
and inner peace where I truly get that I’m not in charge of my
life, but responsible to it, all my relationships get better.
Inevitably there is no choice that good, artistic things will
happen and clarity helps me to see that just being and living
my life is an act of creativity. ... My self-actualization is the
process of my life and I’m being created toward the all¬
knowing place of remembering why I was sent here and what I
was sent to learn.
I’m more creative with my body than other ways like writing,
for example. I like to run and step and play. Dancing is up on
my favorite forms of expression. The most creative act I’ve
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been part of was my daughter coming through me. My body
helped to create her and my love and guidance help her to
express herself as an individual. Most of all, creativity comes
from within and maybe it’s god coming through us like nothing
else ever will!

Question 2
How do students experience creative blocks?
do they make of a creative block?

(a) What meaning

(b) What helps them unblock?

Patty says she has experienced feeling creatively blocked lots
of times.
and

She thinks it is her fear of what other people will think

her own perfectionism.
I love to write. I write all the time. But I get blocked when it
comes to making it perfect. When it comes to having someone
else read it, I can’t handle it. I can’t handle it. I think it’s
just fear. Like what are you afraid of, being rejected? So
what? No one ever has really, so it’s an illusion in my head. It
totally paralyzes me.
Another example of this fear was exemplified in an incident

when she had put up a drawing from this class in her living room.
She was very proud of it but when a fellow came over to her house
and asked if her daughter had drawn it, she almost took it down.

“I

was insulted that it wasn’t good enough to hang up at the Met.”
She says she mostly feels pissed when she is blocked and does
things to “numb out” and “zone out” such as watching TV. She’ll do
something other than taking care of herself.

When she is able to

move through a block, she feels she benefits tremendously.
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Sometimes she feels that there is nothing she can do to push
through a block and then her list of procrastinating just gets longer.
However, sometimes moving and writing help:
I close my eyes a lot in the house and dance and that helps me
to get back in myself and then I’m here for myself. Like it is
not about other people. And I learned that in this class. I’m
trying to think what would be most helpful [to unblock].
Writing my morning pages. When I write, it like changes me. I
just get all the gook, the crap in my head, it kinda just comes
out, then I can just move. Cool cat!
Question 3
What were the effects of this course?

(a) Did the exercises in

this course alter students' awareness of their bodies and bodily
sensations?

(b) Did the exercises in this course have repercussions

in other aspects of students' lives and development?
Patty stated in her exit interview that this course made her
more accepting of her body rather than aware of it. She says that
she really wants to move away from the shallowness of the fitness
industry and always feeling like she is not OK because she isn’t 5*7”
with the perfect boobs and the most beautiful body.

She also

addresses how television and lack of female role models affected
her:
I’ve never felt that I was enough. ... I was exposed to, in this
class, a sense that it [the important thing] is not about how my
body looks. I don’t think I ever learned that at a young age. I
was so exposed to television and media for my whole life that
I never had any other outside exposure. I never really had any
women in my life who loved themselves in who they were.
Y’know, I had some pretty messed up people in my life. Women
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role models, though, I don’t think I ever had. So I kinda got
that here.
Patty says that this class was her first exposure to “inner
work.”

She is starting to feel more “in” her body:

(Journal entry 4/7) Since I started this class and my yoga
class (which I started at the same time), I feel different. I’ve
always felt so OUT of my body, and daily breathing with some
yoga is awakening parts of me unaware to me.
Though the authentic movement terrified her, at first, it
ultimately felt very healing and she was able to really be in her body
and know what that feels like while doing it.

She realizes that,

although she is quite physical, she often relates to her body as
something she just manipulates:

I don’t think I’ve ever been with my body. I think I use my body
and my body is another thing. It’s not even me. Like this is
how I look, this is how I am, this is me. And then this is me.
Like we are two separate things. If that makes sense. Like I’m
not one with my body. Like really this is not really my body.
It’s just something I have for awhile and as I improve, it will
change and I will become something else.

Patty describes feeling that she has an inner self and an outer
self, a theme that runs throughout her reflections on herself:

(Journal entry 2/12) During the practice of chakra breathing, I
felt like two beings. One that is my external, the part all the
world sees that feels flawed most of the time. The other is
all lightness and it’s where I know I’m completely and totally
OK. I feel my god here. . . . Peacefulness was tremendous yet I
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had a sense of my external-self and the lurking feeling of my
flawed humanness about.
Stylistically in her writings and her spoken interview, Patty
would often carry on a dialogue with parts of herself, asking herself
questions and replying, giving herself pep talks, and so on.

Here is

an example from her journal:
Admit that you have no idea what you are doing—yes I do. Why
do we even have to have these conversations? Remember I’m
OK today. I’m not a fuck-up druggie anymore—please try to
remember that. I need more gentleness from you. Careful or
someone may think I’m crazy—I doubt it—most people know
about committees in the head—can you give them today off,
Pat?—Get on your knees, breathe, and ask the angels—okay.
Patty expressed throughout her writing that many of the
exercises helped her to feel more empowered:

(Journal entry 2/8-12) Another experience I’m journaling is
the point of orgasm I felt when masturbating during the
breathing on Thursday. Sex is an area blocked for me
particularly in this present relationship. I’m not connected to
my partner and I used to laugh a lot after orgasm. Well, I was
cracking up and it felt like my entire energy force was
present—it felt great to laugh aloud. I have a renewed sense
that I am enough on my own. I hope my present-minded feeling
of empowerment can help me to reach release from the prison I
feel around my present-day relationship. I want out. I just
want to be alone. Maybe I’m really starting to like myself.
A theme for Patty is how the somatic exercises seem to relate
to her spiritual life.

And for her that also means her creative life.

She did a practice of some sort every day.
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However, she was unable

to do much of anything when her grandfather died during the
semester.
Patty was stricken with grief during a few weeks near the end
of the semester. She says she didn’t go to any of her classes besides
this one and yoga because she couldn’t handle sitting in a classroom
where she didn’t feel connected to human beings.
unconnected in my world.”

“I felt really

She feels that this class was put in her

life to get her through the semester. She also went to therapy and
1 2-step meetings daily.
depleted.

She felt depressed and nutritionally

She said that it really helped when I spoke to her during an

exercise in which she started crying and expressed some of her
grief.

I explained that having waves of feelings could be a normal

reaction to grief.

Her health practitioners at the school clinic

wanted to put her on Prozac but she said that she knew enough about
wellness to know that would just stop her growth and process of
moving through this.

She felt she is a stronger person for having

made it through the semester and that it was very helpful to not
pathologize her feelings and to understand that they were part of
grieving.
Patty felt like this class was very relevant to her life and that
sometimes other more academic classes feel fake, although she
realizes their importance.

She liked that there was not a big

hierarchy between students and teacher—she felt equal to the
teacher and there was a sense that the teacher was learning, too.
She felt like other classes were more externally motivated than this
one was for her.

107

Question 4
What connection, if any, do participants perceive between body
awareness and creativity, as observed in the study?

Many of Patty’s reflections on the exercises were related to
her spiritual state.

For example, she talked of how the breathing

helped her feel centered.

For Patty, because her definition of

creativity is so tied to spirituality, this seems to indicate that she
did feel a relationship between somatics and creativity.
When I asked her in the interview if she believed their was a
connection between body awareness and creativity, she spoke of her
experience in the authentic movement:

When I trusted that no one was going to judge me because of
how I looked outwardly, how my body appeared outwardly, I
was able to get comfortable with myself inwardly and be with
my body. Feel my arm lift, feel my hands. I felt safe
enough. ... I can move that way [being herself] when I’m
feeling really centered in my body. Then I can really do
whatever I want. I can be really weird and funny and laugh and
joke wherever I’m at and not care what people think about me.
And that has to do with how I feel about my body.

Patty said she feels that she now feels she “needs” to write
daily and that through it she is learning who she is more and more.
Question 5
Does being a member of a group coming together to focus on
body awareness and creativity have any effect on one's creative
life?
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Feeling “connected” seemed to be an important theme in
Patty’s discourse.

“I like being connected to nature.

I feel

unsupported in here all alone [in herself]. . . . But outside, I feel part
of.”

Elsewhere in her journal: “Movement and connectedness to

people who matter to me sparks my desire to write, draw, and sing.”
She expressed that it was important and rewarding to her to have
gotten to work with and get to know everyone in the group.
When asked if the group process in the class affected her
creativity she said that it did help her leave and be creative but she
wasn’t sure how.

Patty expressed that she likes groups and feels

she does well in them.

She was comparing herself, at first, to

others in the group and felt like she was different from others,
wasn’t “cool” enough or as talented.

But she was soon able to let

that go. She expressed that an important part of the group process
is that she felt “really listened to.”
She believed that the group process was especially effective
because it had a leader to guide the process and from whom to get
feedback on things turned in.

She also explained the ways in which

she learns from other people in the group:

I always know, and find out later, that the stuff I’m doing in
my life I learned from the group or someone in the group; the
way someone did something or the way that someone did
something together [with someone else], or I was able to do
something with someone else. . . .

She also makes the point that she could see her own low self¬
esteem issues reflected in others in the group and understands it as
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a gender issue.

She wanted to empower other women and herself to

overcome this:
When we did the ending thing [individual class presentations], I
could actually start crying. I was so totally moved by how
talented everyone is. ... I was so totally blown away by Dora’s
writing. She is so totally unbelievable and she didn’t even
know it. . . . Although I don’t know things that I do well, and
when people say it to me I go, “Really, you think that was
good?”—like almost fundamentally low self-esteem, very sad.
I felt very sad when I saw other people- other women in our
group—when I said, “That was great!” they were like,
“Really?”—like they were surprised they were so good. I
thought that was really interesting and I felt like I wanted to
change for all of us. I wanted us to know how great we really
are. . . . Something is really wrong with the world. I felt bad.
Like what’s the matter with us? That was a great experience
(she cries). I get all moved by that.

Ruth: Finding Balance and Letting Go
Ruth is a 20-year-old junior majoring in political theatre.

On

her entrance questionnaire, she considered herself to be a fairly
creative person (4 on a 1-5 scale).

She believed she listened to her

body only slightly (2 on a 1-5 scale).
acting classes and voice classes.

She had taken “a little” dance,

She said she had no spiritual

practice.
At the beginning of the semester, Ruth was feeling very
overwhelmed by the demands of her schedule. Though she felt this
course was exactly what she needed, she nearly dropped it. A week
after deciding to drop, she changed her mind and rejoined the class.
Feeling like everyone and everything demands her time leaving none
for herself is a theme that characterized much of Ruth’s ongoing
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struggle this semester.

She said it was nearly impossible to find
*

time to do the daily practices. However, for the most part, she was
able to practice at least three times a week.
Ruth was very busy this semester writing and directing a
major theatre piece about a political cause she believed in very
strongly.

She found it difficult to juggle that with school work and

her love life. “Very nervous and tense” is a phrase that she used to
characterize herself.

Her jaw often gets tense and she feels rushed

constantly. She wants to learn to slow down and be loving to
herself:
Fifteen minutes out of the day is a long time to devote to
yourself. Especially when you wake up 1 0 minutes before your
first commitment of the day and finish all your work when
collapsing is the only thing you can do. That is the way I have
lived most of my life. I am trying to change, seriously, for
about a half a year now. It’s a slow, slow process.
Ruth is very conscious about what she puts in her body having
been a vegetarian since she was 10 years old and a vegan for the
past year. She does not partake in sugar or alcohol.
Question 1
How do students understand their own creative process?
(a) What does creativity mean to them? (b) How, if at all, does
creativity relate to their lives in general?
themselves artists?

Ill

(c) Do they consider

For Ruth, creativity has to do with following one’s own
impulses, not what is prescribed by societal expectations.

It has to

do with being true to oneself and seeking happiness:
In this society, there are so many pat answers, check lists,
pre-planned routes. To me, creativity means stepping back
from what society is telling us to do (because we are of a
certain gender, race, ethnicity, sexual orientation, economic
class, etc.), examining our lives, our dreams and society and
trying to find ways to live that allow us to be true to our
ideals and desires. Creativity means looking for new ways of
doing things that we are taught have only one “right” way of
doing them.. . .
Marriage, careers, and banks to name a few institutions I
despise are constricting expectations our society expects
certain people to conform to. They do nothing but control our
lives and inhibit us from discovering and acting upon our ever
changing desires. I could never honestly take a marriage vow
with another man or woman, I would sooner die than decide on
a career-one job to pursue for a lifetime—and while I do have
a bank account, I am looking forward to being a war tax
resister one day and not investing my money in banks.
Creativity always has very artistic connotations as well.
“art” in my life has been theatre. . . but the creativity
I also enjoy and deny myself almost entirely is making
collages. . . .

The

We only have one life to live on this earth (as far as anyone
really knows for sure); why shouldn’t every moment be spent
creatively—seeking happiness? Why do I deny myself
creativity even though I am studying a “creative” art and
seeking happiness always.
Bad patterns of self-deprecation, selflessness to a point of
self-denial and of prioritizing emotional health below
“concrete” work are hard to break.
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Ruth considers herself an artist because that is what she
wants to do with her life.

She is never as happy as she is when she

is on-stage moving around or writing.
Question 2
How do students experience creative blocks?
do they make of a creative block?

(a) What meaning

(b) What helps them unblock?

The most serious block that Ruth ever experienced happened
last summer when she and her girlfriend had moved to New York City
where they planned to get summer jobs and Ruth was going to work
on writing a play for an upcoming deadline at school.

Ruth felt

isolated since she didn’t know anyone there and she and her
girlfriend were having a terrible time together.
working in a restaurant chopping vegetables.

She got a job
She felt blocked

creatively:
I was trying to work [on my play] and I felt like I was just
forcing things out and I was trying to read and be creative and
it wasn’t happening. ... I was working at a restaurant doing
constant chopping everyday. I developed a really bad back
problem. I don’t know how much it had to do with the chopping.
Maybe it had to do with my emotional and psychological state
of being. But it got so bad that I couldn’t go to work and I had
to leave and go home [to her parents]. . . . Within a couple of
weeks I was feeling fine. And I was totally working on the
play.
She went to a chiropractor while home but doesn’t attribute
feeling better to that.

She believes her back just got better on its

own once she had changed her situation.
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Other instances of feeling blocked were more temporary and
less dramatic.

In those instances, she has found it helpful to “let go

of it [whatever the problem is] and not push so hard--step back and
get some perspective on it.”

From the exercises we did in this

class, she felt the chakra work would be helpful with future blocks:
It just goes back to being aware of your body and how that is
connected to you spiritually—how it is all connected. . . . Like
if I’m doing the chakra work which means finding balancebalancing the physical aspects with everything else—when you
come to a block it won’t be such an “AH!” I’ll have some
perspective on it. I’ll be able to approach it in a more
consecutive way. Other than getting angry at myself or
beating myself up or trying to push too hard and trying to get
something out.

Question 3
What were the effects of this course?

(a) Did the exercises in

this course alter students’ awareness of their bodies and bodily
sensations?

(b) Did the exercises in this course have repercussions

in other aspects of students’ lives and development?
Throughout Ruth’s response papers, there is evidence that the
exercises did make her more aware of her body’s sensations and
wants:
Tonight I found myself, muscles tense and jaw clenched, as I
did one of my favorite activities—cooking. I was standing at
the stove mechanically stirring when the tape (music) I had
put on the stereo started and I began to breathe. That is the
amazing thing about music. . . it always has a tremendous
effect on me.
The rest of the week went about the same. I had to catch
myself, stop myself and stop my mind/brain to really listen to
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my body. And then I would usually stretch for a minute or two,
concentrate on breath or close my eyes and try to use my other
senses for a minute. . . . (Mon.) I was walking and then all of a
sudden realized I hadn’t been seeing, smelling, hearing
anything around me for awhile because I had been planning for
the future so hard. (Wed.) I took a slow motion bath and, oh,
what a transformation. . . . The wonderful, now present energy
flowing from that “task” stayed with me as I dried off,
stretched, and got dressed and moved around the room.
Ruth also had many passages in her response papers that
indicate she was growing in self-awareness:
(In response to somatic drawing exercises) I notice I do a lot
of the same things and everything has to be balanced. When I’m
drawing, I cannot make one line on the side of the paper
without making the same line on the other side, or doing
something to balance it out. . . . Like if I really wanted to go
(mimes slashing the page), I couldn’t, y’know?
Another passage demonstrates a reflective self-knowing and
preferences that follow from her growing self-awareness:
It is my priorities which get skewed. I start to think that
staying in a computer lab for six hours typing is more
important than leaving for a half hour walk in the woods. Most
of the time, at least, I must unlearn a lot.
Addressing the importance of a daily practice to her spiritual
life, she explained that having academic motivation to do so is still
helpful:
In my program at school, l‘ve been given the opportunity to
incorporate my beliefs into my academic studies (theatre), but
I have yet to truly value myself/life/spirituality enough to
incorporate it into my daily life without academic motivation.
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She expressed that having the class, legitimized taking time
for herself and also gave her a structure for discipline which she
probably would not have sustained on her own.
Ruth believes this course helped her in these additional ways:
(1) She values her body and spirit more. (2) She journals more and
this helps her constructively deal with aggravating situations and
“let things go.”

(3) She has been inspired to be visually creative.

(“The best thing you did was to give me those crayons.”) (4) The
course helped her cope with the current demands in her life.

(5) It

helped her continue in her process of learning to value both art and
her creative/emotional needs.

(“It was a long struggle for me to

accept theatre as a legitimate major even though I loved and needed
in my life.”)
Question 4
What connection, if any, do participants perceive between body
awareness and creativity, as experienced in the study?

Through her experience in performance, Ruth sees an
immediate connection in how the body inspires words and images:
I’m interested in communicating, in performing using your body
and not needing words. ... I think words can come from moving
too. . . . What you are doing with your body and what images and
what stories come to your mind just from what movements you
are making or a position you are in, or how your breathing
changes by being in this position.
Authentic movement was especially fertile for Ruth in
connection to creativity: “A lot of images came up.
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It was just very

creative, or creatively inspiring.”

In general, she felt she was

creatively inspired by the class:
The breathing, physical exercises and shared work have all
enhanced and inspired me creatively. I feel that there are
many more doors open to me now that I did not even know
existed (the oral book reports were especially eye-opening for
me). Everything about chakras that we learned in the class
was new to me and the work has really excited me.
I asked Ruth if the process of performing has a different felt
sense than writing, since she enjoys both.
is the ultimate for her.

She said that performing

She just loves how she feels on-stage—all

that attention while she is concentrating on what she is doing.
Writing is satisfying in a different way.

Because there is no

audience, it is more private and consequently she can be more open
and get more a lot of things out.
A point of self-awareness Ruth has come to is that she has
been most creative when she was able to be relaxed:
I can remember very few times in my life when I truly relaxed
for more than a few hours and let all my obligations and lists
flow away from my mind. My jaw is always a good indicator of
how tense I am. And it is not at all conducive to creativity.
My most creative moments have happened when I let go—I
know—it is just difficult [to do].
Ruth makes an interesting distinction in the above quote
between having an insight or understanding regarding oneself and
being able to act differently. She commented on how strange it
seems that making even a small change in oneself is such an
undertaking.

However, she believes she did succeed in making some

small changes, this semester, and it felt like a very big deal!
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Question 5
Does being a member of a group coming together to focus on
body awareness and creativity have any effect on one's creative?
In answering this question, in her interview, Ruth talked about
the group process (with the cast) of creating her play this semester.
She said it was amazing to have so many perspectives and ideas.
She found the group experience in this class to be “a little strange”;
sharing so much about herself with people she didn’t really know.
However, at the same time she often feels like an open book; she’ll
just let loose with her emotions and not care who sees.
Ruth didn’t really discuss this group’s effect, if any, on her
creative process.

Cathy: Arts and Crafts
Cathy, a 22-year-old education and English major, actually
enrolled in the course thinking it would be a very different kind of
class; more of a creative arts in education class. The first day of
class, she thought, “Oh wow, what did I get myself into!”

She was

going to drop it but decided to see what happened in it. On the
entrance questionnaire, she ranked herself a 4 (on a scale of 1-5) in
terms of feeling she is a creative person.

She ranked herself in the

mid to low range regarding how comfortable she was with her body,
how well she listened to her body, and how often she tuned into her
body sensations.
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My impression was that this class was a new kind of challenge
for Cathy~a kind of relating to her body that she had not done
before. The type of physical work she had done up to this point was
weight lifting and running.

During a class in which I put on music

and encouraged the students to dance freely, Cathy watched but did
not participate.

I often sensed that some of the activities in class

pushed the limits of her comfort zone.
Cathy considered herself a teacher first, but when I asked if
she would also consider herself an artist, she said she would since
teaching is an art and takes a lot of creativity, arts and crafts, and
imagination.

Also, she partakes in recreational artistic things.

This semester was difficult and presented opportunities for
growth because of family problems.

It was also pleasant and

provided opportunities for growth because she fell in love.

I did a lot of self-exploration throughout the semester because
I had a pretty rough semester with family problems and
friends that were sick and in the hospital and it gave me a
chance to kind of sit back and kinda look at myself. And I feel
more comfortable with who I am now than I used to. I’m
opening up more to people. Which is different. ... I paid more
attention to what I was feeling and realized that I have a habit
of getting lost in other people’s problems and not paying
attention to my own. And I kinda tried to step back and think
more about what I was feeling and why I was feeling that way.
She attributes some of this change to just “happening on its
own.”

Having new people in her life to talk to also helped. In talking

to them she got to know herself better. She also felt that falling in
love had a positive effect on her.
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Question 1
How do students understand their own creative process?
(a) What does creativity mean to them? (b) How, if at all, does
creativity relate to their lives in general?

(c) Do they consider

themselves artists?
Cathy defines creativity mainly in terms of imagination.

She
$

thinks she is creative in her teaching and in the creative ideas and
images she has:
In my mind, to be a creative person is to do or make one thing
in a new way each day. This could be a painting, a story or
even just taking a new route to work. I guess I look at being
creative as using my imagination to make sure that each day of
my life is different from the day before. When I was younger I
had an amazing fantasy life. I was the only kid on my block
who could turn a pile of sticks, dirt, grass, and rocks into
hours of cooking fun and a five course meal. That’s being
creative. Using your mind and imagination to picture things
that you can create. I don’t think you even have to create the
thing to be creative. Just the fact that you came up with the
idea is creative. . . .
I feel at my creative peak when I am putting together units to
teach in class. I think you have to be creative to put together
two or three weeks worth of lessons in all subjects about a
topic like light. . . .
I love the fact that I am creative, but I do find some
drawbacks. My biggest problem is that sometimes I just want
to shut my mind off and I can’t. At night when I am trying to
fall asleep, my body is ready to sleep and my brain is planning
how I want to decorate my dream house. I also have a habit of
thinking creatively at the most inopportune moments and then
when I try to retrieve them later, they are gone. ... I love it
when creativity runs rampant. I think maybe I just need a
little more control and channeling of my creativity to make it
more productive for me.
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Question 2
How do students experience creative blocks?

(a) What meaning

do they make of a creative block? (b) What helps them unblock?
In responding to this question, it seems that Cathy did not feel
she had ever experienced a long term block that was of any serious
consequence to her. It seems her acquaintance with blocks has been
occasional and short term.

She described her blocks as an inability

to get ideas down on paper no matter how good they sound in her
head. When it comes to putting words in the word processor, they
are just not good anymore. She also described feeling blocked when
she is feeling a certain way and there is something she wants to say
to someone but she can’t find the words or the energy to deal with
it.
She has found successful ways of dealing with these blocks.
With the writing, she goes away and watches TV or does something
else for a half hour and approaches the problem again from a
different angle, refreshed.

With the blocks concerning something

she needs to express to someone, she writes a letter and reads it to
see if she really wants to say what she is thinking to the person or
just needed to get it out for herself. When I asked Cathy if anything
from the class might be helpful to unblock in the future, Cathy said
that she thought relaxing would help because sometimes she feels
blocked because she is stressed and nervous.
Question 3
What were the effects of this course?

(a) Did the exercises in

this course alter students' awareness of their bodies and bodily
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sensations?

(b) Did the exercises in this course have repercussions

in other aspects of students' lives and development?
Cathy said she put time aside about four times a week to do a
daily practice.

She did conscious breathing every night to fall

asleep.
Cathy believes that the course made her appreciate doing
creative things because she does them now to relax and have fun.
For example, she recently spent two hours making things out of
Fimo.
She feels the class definitely made her more aware of
sensation in her body:

I guess I just pay attention more to what is going on and how
I’m feeling. Like when I get headaches, I try and figure out
why. Like could it be the caffeine, or could it be stress? Or is
it something else going on. Especially when I’m doing weight
lifting , I pay a lot more attention to how my muscles are
feeling when I am doing it. Cause I've actually realized that
there were some exercises that I wasn’t doing right so that I
was straining myself and I wasn’t feeling it in the right
muscles. And then once I adjusted, it was right and it didn’t
hurt anymore and it didn’t pull my muscles.

Few of the descriptions of her experiences of the exercises
indicate that she experienced them in a felt sense in her body. One
of the few exceptions were her descriptions of conscious breathing.
In the following excerpt, she describes her awareness of sensation
and also her use of visualization, an element she added to the
exercise on her own, to aid the process:
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Even though I close my eyes, my mind still runs full steam
ahead. . . . There have been nights where I actually worried
myself into a sweat about everything I can think of.
Concentrated breathing has really helped me a lot with my
sleeping problems. ... I use a chant: “I am breathing in
relaxation (inhale), so that I may sleep peacefully (exhale).” I
have found that my mind clears quickly making it easier for me
to slow down and fall asleep.
In describing a variation on this exercise, she says: “I really
think I can actually feel my muscles going soft and my body
sinking into the bed.” And while visualizing herself swimming
deep underwater, “I feel myself feel really heavy after a few
minutes.”

Question 4
What connection, if any, do participants perceive between body
awareness and creativity, as observed in the study?
Cathy answered this question initially in an intellectual way,
not directly relating to her own experience, it seems.

She said she

thought body awareness would be more involved in the kind of
creativity that has to do with anything manual, which is pretty much
most creativity.

However, writing, for instance, might have less to

do with body awareness than dance:
I would see body awareness really helping a lot when it came
to something like painting, drawing, dancing. Really paying
attention to how you are moving your body. Because if you are
doing a dance movement that doesn’t feel right, you just might
want to change it if it doesn’t express how you are feeling.
In terms of her own creative process, she thought the course
helped her in her creative writing class because she paid more
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attention to her dream life and she used that in her writing. She
believes she had more creative dreams when she went to sleep
relaxed.

In the past, she just had normal, review-the-day kind of

dreams. She started having much more mystical types of dreams
this semester:

“The weird kinds of dreams that you have to tell your

roommate about so she can help you figure out what it was about.”

Question 5
Does being a member of a group coming together to focus on
body awareness and creativity have any effect on one's creative
life?
Cathy eventually felt comfortable in the group and found it
helped her open up.

However, initially she felt intimidated:

I felt like everyone in there was creative all the time like
actors and dancers and everything. And I was like, OK, I’m a
teacher and an English major. But throughout the semester I
think talking and getting to know each other helped us all a
lot-being able to open up and relax more in the class. So it
helped me get a lot out of it. Because I went in there a skeptic
(ha ha).
She believes the group was helpful to her creative process by
offering her different perspectives and a multiplicity of ideas:
From sitting there and listening to other people’s reactions to
different daily practices and different approaches, it gave me
more ideas of ways to go out and try the daily practices. Like
if they [the practices] just weren’t working for me. If I heard
how someone else did it a little bit different, then I would try
that to see if that worked better.
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And the final presentations kind of inspired me to go out and
do more. . . . And I think that’s why I probably went out and
bought all of the Fimo clay and started to make beads and
things. ... I think it reminded me that it is fun to do these
things. To just put a couple hours aside and kinda be a kid
again and you get something nice in the end and are probably
relaxing and having fun while you are making it.

Maria:

Teacher

Maria, age 50, is from a Latin American country and has come
to New England to take some graduate courses. She teaches design
students in her country and firmly believes they could profit from
courses in creativity.
Upon entering the course, Maria believed herself to be more of
an intellectual person than a physical person though she had taken
workshops in bioenergetics, and had experience in biodance and
corporal expression, yoga and Tai Chi. She does some kind of
exercise-stretching or yoga—three or four times a week.

It has

been a goal of hers to integrate her physical and mental needs.
She considers herself a spiritual person in that she thinks it is
important to find a deeper meaning in things such as relationships
and work:
For me, my teaching is a spiritual activity. I feel very much
connected with my inner source when I feel good with my
teacher, when I feel good with what I am doing and I connect
with that.
Maria has had a rich background of working consciously on her
development via counseling, consciously monitoring her dream life,
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and much education in the realm of psychology. Her response papers
and essays reflect a complex, mature, psychoanalytic selfknowledge. In her “Body-Paper” essay, she wrote at length about a
“body-blur” she has had around her hips and thighs most of her life.
She realized when she was 36 and one of her children asked her what
to call her genitalia that she didn’t really know.

She had always

referred to this area, as her mother had, as her “butt.”

In her essay,

Maria wove together a rich understanding of her body image and the
influence of her mother and grandmother on it. She spoke of her
husband (now ex) and his relationship to his own body and how his
body image was influenced by his family. Their own body images, of
course, had an effect on how she and her husband related to one
another. She spoke of how other sexual relationships she has had
have influenced her feelings toward her own body.
The depth and commitment with which Maria approached this
essay was evident in its content but also in the reward she felt from
doing it. She was moved to tears by the exercise and felt it
integrated material she has been working on in therapy for 1 2 years
on another level.
She believes aging has been an important part of her process of
becoming more accepting of who she is, to have a more accurate
perception of who she is—a little more modest, humble.

She feels

like she is becoming less afraid of her limitations:
I think it [a change] is less fear to accept the limits. I’m not
so good [at] accepting that (ha ha). Before I felt guilty for not
being such a good person or such a spiritual person because I
admire people that are capable of doing that.
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She works toward “being present and relaxed” because she has
had a tendency to be somewhat of a perfectionist:
I think I was too perfectionist and very hard on myself. I’ve
always been a very good student, a very good daughter (ha ha).
I have a doctorate degree in geisha-treating men, whatever—
about three doctorates there. And now I just take it easy and I
enjoy the little things and that makes my life much happier.
And my daughter is worried because she thinks sometimes that
I am about 10 or 8 [years old].
Maria has three adult children that she often makes references
to in making points about her own development. She was divorced
ten years ago and, over time, has become more and more centered
and clear about what she wants and what she is going to do. She has
moments of doubting whether she is progressing or what is to
become of her but tells herself, “Oh, life will take care of it.

I’m

just gonna enjoy it.”
Question 1
How do students understand their own creative process?
(a) What does creativity mean to them? (b) How, if at all, does
creativity relate to their lives in general?

(c) Do they consider

themselves artists?
Maria stated in her initial questionnaire that creativity was a
way of life.

She noticed on the questionnaire filled out at the end of

the course that she said creativity was HER way of life.
this was significant.

She felt

She feels she is creative in many aspects of

daily life such as cooking and her teaching.

“I am a creative person.

I feel very much comfortable of describing myself as a creative
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person. I feel very much 100% [creative] because I think I am very
creative in little things.”
Maria made a drawing out of words to express how she
understands creativity.
fell off the page.

The words circled the page and sometimes

The words said that creativity flows, it surprises,

is uncontrollable, makes you laugh, jumps and leaps.
When I asked Maria how she identified herself, she said that
she is a teacher who has studied design. She chooses not to call
herself a designer because she teaches professionally.
design, she is not a designer.

She teaches

Likewise, she does not consider

herself an artist because she does not do art professionally.
However, she does consider herself artistic because she accepts
that she has a certain artistic drive or preference in life.

She is

careful to not take on a persona that puts one in a box. She believes
too many people claim to be artists—it’s a social title.

She

questions what being an artist means if you don’t do it
professionally.

Question 2
How do students experience creative blocks?

(a) What meaning

do they make of a creative block? (b) What helps them unblock?

Maria does not believe she has ever felt “blocked” in the sense
of what that word usually means.

She has felt momentary

standstills but she always absolutely knows that she will create
something to get over it. She always finds a way to transform the
block:
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When I find some real block, for example, a wall—something,
for example, you lost [miss] the plane-something that is
inevitable, something that you just can’t change, can’t go
through, can’t whatever—I just transform that. I feel so good
when I do that. ... I meditate or draw a picture. I begin to
think what can I learn from that wall that got in my way? I
don’t feel like something external from me is gonna make me
feel [better] under that circumstance. . . .
[When I get lemons] I will just make lemonade. ... I don’t know
what I can create about something but I just get there and I
feel so good. I feel really like a Nobel Prize winner every time
that I do these little things. For example, when I do these
little things that I’ve never done before, and I do it, I feel
good that I did it with [despite] my perfectionist standard. It
feels like it is so great.
Though Maria doesn’t experience feeling creatively blocked,
she did use the term “blocked” in describing how she felt last
semester when she was pretty sedentary, not exercising and
spending a lot of time at her computer as a student for the first
time in many years. She started having back pain like she had never
experienced before.

Question 3
What were the effects of this course?

(a) Did the exercises in

this course alter students' awareness of their bodies and bodily
sensations?

(b) Did the exercises in this course have repercussions

in other aspects of students' lives and development?
Maria expressed that she was pleasantly surprised at the
effects this course had on her life. She expected that this course
would help her balance the excessive, rational thinking activities of
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student life by tending to the body work she felt she so badly needed
in her daily activities. This is not what happened.

She said that she

tends to set up expectations for drastic changes but ends up being
disappointed and feeling lousy when she can’t live up to her drastic
goals on a daily basis. A shift of understanding occurred for her in
this course:
This time something different happened. In the first place, I
discovered that physical activity or body work wasn’t what I
needed. [Nor] did I need to do out-of-routine daily practices.
What I needed was consciousness of my body while doing
intellectual activities and awareness to the needs of my
earth/rooting connections.
The problem I had became clear to me: Ignoring to be in my
body meant to ignore many aspects of my body-mind
connection. . . . The many and varied opportunities we had in
class to consider our bodies made me understand this issue and
opened for me other possibilities of relating with it [my body].
I felt much more understanding and compassionate with it.
Some assignments made me deepen in my soul, looking with a
different light on issues that I had addressed in other
occasions, enriching my comprehension of their complexity.
Maria said there were other gains from the class: “I noticed
that I think I have a better perception of what I am, of what I’m
feeling. Now I think I listen more to my body.” Maria pointed out
that before this class, she thought she understood what it meant to
“tune into your bodily sensations” but that now she feels she
understands what that means so much more. She said she felt the
class contributed to making her more aware of who she is and more
trustful of her capabilities.

When I asked her to extrapolate on the

phrase “more aware of who I am” she explained:
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M: “More aware of who I am” is a very complex thing that
moves in different levels. Immediately when I told you that, I
remember the paper--the body paper, for example--but also I
remember moving and feeling the cloud here [she mimes
holding a cloud above her chest] and really feeling it in my
hands. Or feeling that my head was full of sand. Y’know?
There are different levels of awareness, of deep psychological
processes that I have been working through about 12 years ago
up till now. And now I am just putting together pieces. And
then it is like finding, “Oh, I have this little flower that I have
to put here” or “I found this little thorn that I have here also.”
Both.
J: You also mentioned trust—that you trust yourself more.
Can you talk a bit about that?
M: Well, if you believe, you have the capability. But [a] very,
very, very profound feeling the trust was [she strokes her
heart]. There are like two levels. You have to believe first and
then you can trust.
J: Just then, you kind of stroked right near your heart when
you said, “A profound feeling.” Is it some sense in your body
of trusting?
Maria: Yes, yes. I feel like it’s something that goes almost
like another spine parallel to my spine. It’s not my spine but
it’s parallel to my spine at the level of my heart. If you cut my
body in the middle it would be there. I feel like that.
She went on to describe a drawing she had done of a big tree,
heavy and centered and reaching out from its center strength. She
compared the core of the tree to the marrow in a bone. She said
after she had drawn the tree, she noticed that it expressed the way
that she felt in her life now.

I pointed out that her description of

the tree reminded me of one of the mandalas she had drawn in class
and she said, “Ah, yes I see that now. I had forgotten about that
one.”
131

Maria believed that classes like this one could be helpful in
approaching less creative classes in break-through ways.

She used

the example of Gloria Steinem giving the graduation speech at Smith
College.

Steinem spoke from a very personal place, telling stories

from her college years.

She delivered three mini-speeches to allow

the students more possibility of hearing something that might be of
interest to them. Her speech was an example of approaching a
traditional problem—a graduation speech—in a personal, creative
manner.
Maria believed that this course also helped her loosen up a bit
and that was a good thing:
In my language, we have a saying: “You loose some screws for
me.” And that’s a good thing. You know what I mean? To
loosen a screw [have a screw loose] means to be more fluent,
more easy going and I think this class was a loose-screwing
class. You loosened some screws for me.
Question 4
What connection, if any do participants perceive between body
awareness and creativity, as observed in this study?

Maria doesn’t believe that there is a connection between
somatic awareness and creativity for everyone.

In her observations

made while teaching, she has found that there are some artists and
design students who aren’t connected to their bodies except insofar
as their hands hold the crayon.
For herself personally, she feels she is pretty well integrated.
She says sometimes she has creative ideas having nothing to do with
her body. But then, as she was explaining this, she paused and
132

described the exhilarating feeling she gets in her body even though
the idea is in her head.
Question 5
Does being a member of a group coming together to focus on
body awareness and creativity have any effect on one's creative
life?
Maria said she could relate to everyone in the group even
though she was older than everyone but Dora. She was nervous about
whether that would be the case, at the first class.

She also felt

some cultural differences between herself and some “New
Englanders” in the class who seemed pretty reserved to her.
She did not feel that the group process necessarily helped her
creative process but did feel like it helped her to do her daily
practices for the class. She said the group motivated her and that
it’s motivating to see others who are happy with what they are
doing.

Dora: The Writer
Dora, age 51, has returned to school to get her undergraduate
degree. She has raised a family and done bookkeeping and accounting
for the past 12 years. She studied dance seriously from ages 10-17,
has a passion for drawing, and is a very serious writer. She has had
some regrets that she didn’t pursue the Arts professionally when
she was younger.
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Dora currently lives in a spiritually oriented community with
people she describes as “new agey.” There is an emphasis there on
conscious living but Dora questions how spiritual people are when
they don’t even rinse out their soy milk containers before tossing
them in the recycling bin.
recycling!)

(Dora ‘s communal duties include

Though she lives in this community, it seems like she is

somewhat outside of it.

She is constantly questioning how spiritual

values actually translate into spiritual living.

What she finds

important now in life is getting along with her fellow people and
being aware or sensitive.

She says survival and success are also

important but that she hasn’t really figured out what success means:
I don’t know what that means, success, or achieving something
or creating something. I’m still struggling with that. But
somehow they somehow feel less important to me. Maybe just
because I’m getting older and I know that I probably don’t have
time to do a whole lot in that realm (ha ha). In our culture,
your standard of living—we grow up with the idea that those
things are important. I’ve noticed that I haven’t done too much
to secure myself in that way in my life, so I have to conclude
that that’s not terribly important to me, otherwise I would
have made it higher in my priorities. And I have moments of
panic when I think, “Oh, that was important and I didn’t do it.”
(ha ha).

Question 1
How do students understand their own creative process?
(a) What does creativity mean to them? (b) How, if at all, does
creativity relate to their lives in general?
themselves artists?
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(c) Do they consider

When I asked Dora how she identifies herself she said that
currently she would say she is a student in the sense that she is in
school now, learning and trying new things. She recently had to
declare her profession on a passport application and she put
“writer” because that is what she is excited about.

When I asked

her if she considers herself an artist she replied that she would feel
presumptuous using that title to describe herself even though an
artist is someone who is doing art and she is writing and drawing
pictures.

She guesses that she is an artist, since she is writing

earnestly and drawing.
Dora understands creativity to be a process that requires a
combination of attentiveness to inspiration, and conscientious work
to develop the idea or gift:
I used to think that being creative meant being original or
unique. I guess it does, in the sense that the idea originates
with or in oneself, and oneself is unique. . . . Creativity, I’ve
come to think, has more to do with process than product. . . .
I also used to think that the creative idea was one that sprang
full bloom into or out of the mind of its creator—like Athena
from her father’s brow—whole, complete, and presentably
clad. ... I now look at creativity as something that involves
work and effort as well as inspiration or receptivity to
intuitive leadings. . . .
Sometimes the “creative” part of the process will be like the
tiniest seed sown in a heavily cultivated field. Sowing it may
require the least effort, perhaps one’s part in the process is
akin to that of someone standing in that field who is attentive
enough to observe the seed drop and then takes upon him or
herself the task of tending it conscientiously. The seed was a
gift and the rest was work. The creative person is receptive
to the gift, recognizes its potential value, and has both the
courage and the will to consciously work with it.
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Dora believes that, in this process just described, she needs
courage, will and trust for fear often undercuts her:
I feel that while I am often open and receptive and therefore
led to creative responses and ideas, I am just as often failing
in courage and will. I have found that whenever I find the
courage to push through my fears (sometimes disguised as
laziness or lack of discipline) my will forces usually rally on
behalf of my project. So fear of failure or confidence--both in
myself and in the benevolence of the universe—is what I most
often put in my creative way.
Fear, anxiety, and the kind of tension they produce are, for me,
clearly counter-creative, as well as uncomfortable and
unhealthy. If I let them determine too many of my actions, I
soon lapse into non-action. I become dull (at least to myself)
and depressed. I forget why I should get up in the morning.
I am learning to be braver and more trusting of 1) my own
intuitions, responses, impulses, desires, and 2) the receptivity
and goodwill of most everyone I encounter along my way. . . .
There is no one in my life these days in a position to abandon
me or inflict some obliterating punishment. Relax, Dora! Enjoy
yourself! That’s the little speech I seem to need to give
myself fairly regularly. . . .
So, while I’m pretty convinced of my creative responsiveness
to life, I still have to work to keep my fears from taking over
and undermining my fun. I also need to learn to listen to my
inner self and my body more with more conscious attention. I
am often tempted to try to leave my body out of the process
(that is, the day-in and day-out of my life), even though I know
this doesn’t work to my benefit. I am lazy! I’m also struggling
with some long-established patterns and deeply imbedded
ideas about “leaving one’s body behind” as one gets older. . . .
I feel that I’m here in school gearing myself up to make or do
something, and I just don’t know what. The trick is to stay
open, to get more open, and to tune myself in to knowing the
difference between phony voices (guides) and real ones.
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Dora believes that her current relationship to creativity has to
do with living constructively as part of the next big creative
process in her life-dying.
Thinking of creativity in terms of process, I wonder
sometimes if the most creative thing I have left to do is to
die. My next big project: to learn how to die constructively. I
don’t mean this morbidly. It’s just that I can’t imagine in any
but the vaguest terms what else I might be doing five years
from now. It seems as though dying is the most important
thing I have left to do, certainly one of the most challenging.
But it also seems to be that living constructively is the
number one, no-avoiding-it prerequisite for dying
constructively. So here I am again!
Most of the interests I tended toward before I had children
related to the performing and visual arts and literature. I
lacked the courage and confidence to seriously pursue any of
these twenty-five years ago, for which I felt ashamed and
disappointed in myself. The interests have persisted, and now
I’m fifty-one. “Creative” for me at this moment in my life
means putting one foot in front of the other; listening and
looking for my true path with very few pre-conceived ideas. I
would like to “create” a vision, a picture of my life two or
five or ten years from now. That’s the creative work that
interests me right now.
Question 2
How do students experience creative blocks?

(a) What meaning

do they make of a creative block? (b) What helps them unblock?

When I asked Dora if she had ever felt blocked creatively and
what she did when that occurred, she spoke about a tendency she has
to spiral downward into depressions and how she battles self¬
destructive tendencies.

She has discovered that when this occurs,

she must tend to finding sources of inspiration for herself.
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When I was younger, I just went into this horrible downward
spiral. I quit school. I thought I was stupid and unlovable and
un-this and un-that. I would just go off and bury myself
somewhere and just wait to be saved (ha ha). Now I will
deliberately try to expose myself to things that I know make
me feel better.
She explained that the last time she went into a terrible funk
was just prior to returning to school.

She was feeling unhappy about

her youngest son and what was occurring in his life.

She was feeling

responsible and wondering what to do.

I went into this terrible nose dive-depressed, crying all the
time, all that stuff. Anyway, one day I just went out by myself
with a book by Frederick Frank about—is that his name? He
does things like the Zen of Seeing, these books of drawings.
He’s an artist but he talks about drawing sort of in a Zen way,
a kind of meditation (ha ha). And I just spent the whole day
looking through that book and kind of getting back in touch
with the possibilities, I guess. Some possibilities. [There’s]
something about life and being able to connect to the part of
me that has the capacity to make things, to be, I’m not saying
this very well. I allowed myself to get excited about
something. It had nothing to do with the things that were
troubling me but it let me know I have the capacity to feel
excited about something. . . . Y’know if I can get myself to start
taking walks or pay attention to things outside myself—
outside of what is going on. I guess inspiration—finding
things that inspire me. I have lived long enough now, and gone
through these cycles often enough, to know that there are
things that inspire me that will sort of trigger or spark that
part of me that goes, “Oh, yeah I can feel excited about
something.” Life isn’t just this hard heavy impossible stuff.
It’s just about living and engaging and exploring. So that if I
can connect myself to something that reminds me of that, then
I seem to be able [to pull out of it].

Dora believes she has invested more in helping herself because
she has children. She feels that she can’t do anything awful to
herself because it would hurt her children and she has worked so
hard to help her kids. It would be counter productive to harm them
in that way.
She feels like the mandala and haiku practices and the Chakra
work that we touched on in this class would be helpful in the future
during blocked periods.
In one of her response papers, Dora had the following musings
on creative “blocks:”
The obstacles we develop in our creative process (that shape
and manifest themselves as “blocks”) also shape the space
around them. This involves the concept that the answer or
resolution to a problem lies in the problem itself. Suddenly
the word “block” takes on new possibilities; it acquires
qualities I associate with a piece of sculpture.
Question 3
What were the effects of this course?

(a) Did the exercises in

this course alter students' awareness of their bodies and bodily
sensations?

(b) Did the exercises in the course have repercussions

in other aspects of students' lives and development?

Dora emphasized what a learning it was to find how practicing
a form daily could take her to unknown places in her artwork:
D: Working with the haikus and mandalas—I think it was the
first time I realized how doing something like that each day
has its own kind of evolution. There’s this form that I
committed myself to engage with and simply by making the
commitment without really having any pre-conceptions about
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what I was going to do, it opened up a place for something to
come up and take form. Like something that was invisible that
kind of rose up through the form and manifested itself in
relation to the form.
J: Does it feel like the form enabled that to happen?
D: Yes, and the commitment to engaging with that form over
and over and over again. ... It was so full of surprises for me.
I didn’t have any idea, [for example] where I did the thing
[mandala] with the yoga postures, I guess you could call it, in
the beginning I didn’t really have that idea. Something I drew
suggested it to me. The same with the haiku. I found myself
the more I was doing it, the more I was sort of living with this
rhythm in my mind and things would sort of come and fill in
where that space was opened up.
I mean I knew it intellectually but I really experienced that
there is all this stuff fermenting or flowing beneath the
surface like an underground stream and, in a way, it doesn’t
take much to kinda make a little space for it to come bubbling
up to the surface. Something like that-finding a form—makes
that space.
The following excerpt from Dora's response paper gives more
of a glimpse into how she worked with somatic awareness in
relation to the haiku work and drawing:
(2-23-95) Last night before I went to bed I drew a picture of
a bone I picked up from the beach on Grand Manan Island.
Morning Poem:
The bone dreams its dream
of flesh enfolding spirit.
Life wakens within.
The blood dreams its dream
of soaking flesh at floodtide,
of coursing through bone.
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Doing haiku is like meditating: concentrated, inward. I'm just
finding this out. This morning's took me right into my body~
my blood, my heart, my bone, my skin--as I tried to imagine
(feel) what my blood might dream, long for take pleasure in,
feel like. I opened my eyes sensing that I'd experienced
something new, deep, moving, expansive-that I'd been
somewhere I hadn't been before.
Dora felt less engaged with exercises that merely put herself
in touch with inner sensations.

However, sometimes they were

helpful in getting her centered:
I often felt that I already had more “inner material” than I
knew what to do with. Perhaps I will turn more whole¬
heartedly to some of these practices when I feel more emptied
out, blocked, or stuck. At this point, when I have been feeling
overfull, the breathing and relaxation exercises have been
most useful in helping me to focus and get back on track—to
relax back into myself, my center.
In general, Dora felt overwhelmed by the multitude of
possibilities presented in the class for daily practices.

She likened

it to shopping at a mall and leaving exasperated and empty handed.
The haiku and mandala practices were like a novelty shop where she
could maintain her focus long enough to consistently leave feeling
that her need had been satisfied.
In addressing how this class related to her other more
academic courses, Dora spoke about the different processes
involved.

Last semester she took classes that really taught her to

think in analytical ways and she found that extremely intellectually
stimulating.

The process was about taking in information and ideas,

working with it and bringing it out again.

After the end of the

semester, she collapsed from having “cranked” to complete the
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heavy reading and writing load. This semester, she took courses
that were more internally focused. The process was about digging
around inside herself and bringing up stuff and trying to give it form
and shape and meaning. She said she experienced a sort of emotional
tiredness from this semester’s work around midterm.

By the end of

the semester she felt healthier than in the previous semester.
Dora expressed that the academic classes gave her confidence
in letting her know she could think in analytical ways.

She felt

wonderful to know that she had those faculties and yet she was left
asking, “So what?” To what use was she going to put these classes
unless she became a professor?

She was not left with those kinds

of questions this semester:
The things I got this semester were more organic. I feel that
the trick is to apply some of what I learned the previous
semester, just some of the material that I discovered, through
the processes that I got more practice engaging in this
semester.
Dora further explained this concept of using both kinds of
processes. She said it is easy for her to look at her own life as a
kind of mush but that there is something in her that wants to try to
extract something from it that isn’t necessarily obvious-something
that is personally meaningful and perhaps arrived at through an
analytical process.

“I think that is what artists do.

Y’know when

you see a painter or poet who gets obsessed with a particular
subject, I think actually that is what they are doing.”
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Question 4
What connection, if any, do participants perceive between body
awareness and creativity, as observed in the study?
Dora believes that there can be a connection between somatic
awareness and creativity,

but there doesn’t have to be necessarily.

Overall, she thinks body awareness can keep one healthier physically
and perhaps spiritually thus allowing for endurance and guarding
against self destruction. This would help one be a stronger channel
for creative energy. She points out that some artists seem to have
little connection to their bodies but she wonders if they don’t pay a
price for that.

For herself, body awareness helps her stay on track

so that self destruction doesn’t dominate her.
For me, I think it [somatic awareness] helps a lot because I
have this ability to get excessive or obsessive and not take
care of myself physically if I’m really engaged in something.
Maybe for me it is helpful because I have these self¬
destructive tendencies that are a predisposition—for
whatever reason—because of early childhood stuff or
whatever. I have a history of it being easy for me to go off in
a direction that is really not healthy, destructive, self¬
destructive, depression—that sort of thing. So I think that
being careful of my body, paying attention, and also expressing
myself are two ways that help me stay on track—that keep me
from going into that sort of self-destructive funky, icky, dark
place. I can just lie down under a pile of leaves and never be
heard from again. I have that in me. There is some part of me
that pushes in that direction. But when I’m expressing myself
and also taking good care of myself physically, then that
doesn’t dominate me.
She also believes that the daily practices, many of which were
somatically focused, opened up a huge field through which she
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accessed material to play with creatively: “Ideas, thoughts,
memories, and images often seemed to spring from nowhere, sowing
seeds for drawings and new writing projects.”
Also, Dora believes if one can let energy flow through her body
and not be bound up in her body, that one accesses creative energy.
Dora’s response papers are full of examples of how she would
move from the somatic awareness work to giving expression to what
she experienced. She constantly puts her experiences into an
expressive form.

For example:

(4-4-95) I do some movement this evening with my eyes
closed. At some point I am lying on my back and feeling very
supported—even buoyed up—by the floor and the whole
underlying structure supporting me—even down to the ground
far below. I play with this lovely feeling and even “swim” in
it. Afterwards I make a drawing.
(3-14-95) I used most of my allotted practice time this week
drawing mandalas. It felt wonderful, and as if I were
transported to some other dimension of time/space whenever I
really forgot myself and became completely absorbed in the
process. This happened most dramatically in my third
mandala, a green ball that ended up spilling off the sheet of
paper. As I began to draw, I felt as if I were going all the way
around a big ball of yarn or flying a very small airplane around
and around the world. I spent a long time doing this circling,
winding, 3-dimensional-feeling action (feeling that I was
almost stepping through the paper to the other side. . . . like
Alice stepping through the looking glass). It felt like dancing;
my whole body was involved. Then I shifted to filling in the
spaces among the circling lines I had made. ... As I got to the
edges, I felt in my body as if I were moving toward the edge of
the world—a planetary or outer space sort of feeling. . . like
watching 2001 Space Odvssev. Doing these mandalas felt very
expansive and expanding.
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Though there are numerous examples of how Dora would make
the bridge from kinesthetic sensations to expression of the
experience into artistic form and vice versa, the daily practices she
claims were the most evocative to her were drawing mandalas,
writing haikus, writing morning pages, and keeping track of her
dream life.

These are tangible expressive forms.

They are practices

which can be done without awareness of any physical component
though it seems, from many of her entries, that Dora was aware of
the somatic in practicing these forms.

Dora expressed that having a

form, a tangible product was part of what was rewarding for her.
The process [of writing haikus and drawing mandalas] itself
was immensely rewarding but I think I also was gratified to
have something to “show” from the experience~a piece of
work, a product, something tangible, something to share,
something to re-view.
Dora felt most of her work this semester was about digging
around in herself and bringing up stuff and trying to give it form and
shape and meaning. Expressing her feelings and thoughts through an
artistic form seemed to take them to a more universal level which
was more comfortable for her to share.
I look at what I particularly enjoyed in the semester’s work
and see that they were those activities that led me into
“making” something—pictures, poems, writing. I came to
class feeling that I could share an experience by presenting
what I made and talking about the experience of making it.
This was different from trying to speak directly about my
feeling or thoughts—my inner experience. These had somehow
been transformed through a process that made them more
themselves and less mine—more “shareable.”
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Question 5
Does being a member of a group coming together to focus on
body awareness and creativity have any effect on one's creative
life?
In general, the group process was frustrating for Dora.

She

would have felt the group fostering her creativity had the group
check-ins been more oriented toward sharing creative work than
just talking about feelings.

She felt that the check-ins evolved into

something other than their original description.

She believed that

they had some value but did not directly aid her creative process.
She felt the final presentations were very inspiring and wished that
there had been more of that kind of group experience throughout the
semester.

Analysis and Discussion of the Profiles

Though the participants expressed themselves in their own
unique language, prevailing themes were present across
participants.

Sometimes, the participants used the same words to

express a thought. More often, they used different language to
express a similar thought.

In this section, I will discuss themes I

found present in the data across participants.

I will mention those

themes which at least three participants discussed.
The themes are discussed under three main categories:
(A) creativity;

(B) somatic awareness;

awareness to creativity.

(C) relationship of somatic

In the discussion of themes related to
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(A) creativity and (B) somatic awareness, I include a commentary
notated as "MQ" (short for Major Question). This will allow me to
comment on how I, as the researcher, believe these themes relate to
the "major question"—the relationship of somatic awareness to
creativity.

Figures 1 and 2 (see pp. 148-149) illustrate the themes

that follow.

(A) Creativity
The themes in this section pertain to how participants define
creativity and their relationship to it.

These coincide with Question

1 in the profiles.

Holistic Understanding

All the participants defined creativity as being an intrinsic
part of their lives and its function of paramount importance.

For

Patty, creativity comes from within and is a way that God comes
through people. For Lida, creativity is a doorway to the unknown, a
way of living, an energy.

It has to do with following inner impulses.

Linee understands creativity as an energy rooted deep inside. Ruth
believes creativity is connected to being true to your ideals and
desires.

Cathy relates creativity to imagination and the ability to

make each day different from the day before. Maria speaks of
creativity as a way of life, a thing that has a life of its own that
often moves in unpredictable and uncontrollable ways.

Dora’s

definition of creativity is inseparable from the process of living

147

RELATIONSHIP OF
SOMATICS TO CREATIVI

(/)
CD

E

CD

hL_

<D

3
Ui

LL

148

CREATIVITY

HOLISM

Figure 2.

Distilled themes
149

day-in and day-out. She sees dying as a creative task. For her,
creativity originates in one’s unique self and is a process of
inspiration but also committed work.
MQ: Both creative and somatic processes were perceived and
described by participants as holistic and intrinsic.

This is a shared

characteristic.

Movement

All of the participants used verbs that connote movement in
their discussion of what creativity is and their relationship to it:
spurting energy, flowing, following impulses, moving through things,
bringing out, expressing, going deep inside, spreading love, singing,
dancing, drawing, being moved, being, letting go, releasing,
spreading, and performing.
MQ: This language leads me to believe that creative processes
are often perceived as a feeling of movement (flowing, moving
through things, going deep inside, being, releasing). Movement is a
somatic sensation.

It is understood in somatics that awareness of

internal processes are sensed as movement (Feldenkrais, 1977).

Following Impulses. Intuitions

Everyone mentioned following impulses as part of creative
process.

Related to impulses is the theme of following intuition

mentioned by Lida, Maria and Dora.
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MQ:

Following an impulse implies that one first experiences

the impulse.

Impulses are felt sensations (from within).

Intuition

is usually described as a type of knowing based on some kind of
internal wisdom, not necessarily based on fact.
as a "gut feeling."

It is often described

It seems that following impulses and intuitions

may imply a process (consciously or unconsciously) to internal
processes of the body-somatics.

Inside Moving Outside

Throughout their response papers and essays, nearly all of the
participants used language which located creativity as something
that is inside [the body, the self?] that moves outside. Patty and
Linee most directly expressed this with such phrases as “creativity
comes from within,” and “creativity comes from deep down inside.”
MQ: This seems to indicate that they perceive creativity as a
thing or process that resides inside the body-deep down in the self.
Here it seems the participant is understanding the body as a house of
the soul or the body/soul as non-dualistic.

Letting Go and Releasing

Three of the participants, Lida, Linee and Patty addressed the
role of releasing and letting go in the creative process.

For Lida,

this means releasing and letting go of feelings (emotions) while
performing. However, the theme seems to run deeper. Letting go and
releasing is related to her healing from sexual abuse.
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She

understands healing processes and creative processes as inter¬
related.

Linee refers to letting go of mental and physical inhibitions

so one’s spirit can soar.
MQ:

"Releasing" is a somatic sensation.

Releasing and letting

go are sensations often associated with states of relaxation and
receptivity and conducive to creativity.

Somatic exercises often

conjure states of relaxation and receptivity, as well.

Somatics

could be a means of attaining these states conducive to creativity.

Relationship to Control

Four participants, Ruth, Cathy, Maria and Patty expressed a
theme related to releasing and letting go-relationship to control.
Ruth refers to the capacity of creative persons to break
through the inhibitions of institutions and people who want to
control their lives and tell them how to be, and instead, are able to
live their lives authentically from a sense of who they really are and
how they want to live.

She is describing what is referred to in the

literature as an "internal locus of evaluation."

Ruth addresses the

power inherent in this (living one's life operating from an internal
locus of evaluation and control).

Rogers and Maslow described

"internal locus of evaluation" as an essential process of creativity.
Cathy says she loves it when creativity runs rampant in her
life—it won't be controlled.

Likewise, Maria sees the power of

creativity in its unpredictability, spontaneity, and unwieldiness.
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For Patty, releasing and letting go, which creative work helps
her do, means realizing that she is not in charge of her life—God is.
When she remembers this, everything in her life gets better.
There seems to be a dichotomy present in what Cathy, Maria
and Patty are describing—feeling empowered by feeling "not in
control."

Maslow noticed one of the characteristics of creative

people is that they possess an ability to hold what seem to be
dichotomous states simultaneously.

This seemingly dichotomous

relationship to control, mentioned by the participants, could be an
example of Maslow's observation.

Csikszentmihalyi found the same

seemingly contradictory relationship to control in people's
descriptions of flow states.
MQ:

Somatics is, by its nature and definition, an embodiment

of "internal locus of evaluation."
of self from within.

It is the sensing and understanding

Somatics is about the self perceiving and

knowing the self. Therefore it builds a sense of "authority" as being
located within the self.

This recognition of inner authority can be

liberating and empowering.

This reminds me of Mary Clare Powell's

(1992) idea that creativity has at its heart an "l-saying" process and
the one who creates is empowered by this.

Spirituality and Relationship to True Self

All of the participants with the exception of Cathy spoke
either directly or indirectly of some kind of relationship between
spirituality and the creative process.

Lida, Patty and Linee were the

most directly vocal of the role of spirit in creativity.
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However, for

Maria and Dora, it seems the importance of spirit was implied in
their discussions and seemed integrated in their overall selfconcept.
A theme common to all participants was the belief that
creativity has to do with one’s true or unique or soul self.
Creativity is either an expression of that self or is rooted there.
MQ:
somatics.

Knowing thyself is both a goal and result of creativity and
Both creativity and somatics are often perceived as

spiritual processes.

Arts

All of the participants understood the arts to be a means of
creative expression and they all believed themselves to be artistic,
if not artists.
MQ: This theme does not relate to the main question but is
pertinent in ascertaining the participants' degree of commitment to,
and involvement in, artistic creativity.

Related to Emotions

Lida, Ruth and Dora spoke of how creativity can be a source of
joy and ecstasy, happiness, and fun/enjoyment, respectively.

Patty

and Cathy feel relaxed and peaceful when doing some art forms.
Dora understands art to be a form that allows the expression
of emotions. When expressed through an art form, emotions become
less personal and more universal, thereby allowing others more
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access. Patty said she needed to write in order to know what she
was feeling.

Lida spoke about how she, in the role of performer,

strove to enable the audience to experience emotions.
All of the participants who had ever experienced a block to
their creativity, which was everyone but Maria and Cathy, believed it
was related to an emotional block in some way.
MQ: Ancient forms of meditation and yogic philosophy have
long understood that every emotion and thought has a physical
counterpart in the body (see "Stories in the Tissue" in Chapter II).
Emotion is perceived somatically (its linguistic roots connote
movement).

Bringing the Unconscious to Consciousness

Another theme addressed directly by four of the seven
participants was the function of creativity to bring unconscious
material to consciousness.

Though most of the participants alluded

to this, Lida, Linee, Maria and Dora addressed this most directly.
MQ: One of the main functions of somatics, as well, is to bring
what is unconscious to consciousness.

Therefore this is a shared

function of both creativity and somatics.

Authentic movement is

exemplary of how somatic awareness and creativity merge at this
juncture (of bringing the unconscious to consciousness).
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Power. Strength, and Centeredness

The three performers, Lida, Linee, and Ruth, all talked about
the power they feel when performing.

Though all the participants

did not directly say they felt powerful while creating, all of them
alluded to feelings of strength and centeredness, confidence, and of
being fully themselves. I heard them to be saying that they felt a
sense of being in their power and feeling strong.
MQ:

Participants also experienced these feelings as a result of

practicing somatic exercises.

These feelings of strength are a

shared benefit of both somatic awareness and creativity.

Energy

Lida, Linee, Ruth and Cathy spoke in terms of “energy”
regarding feelings they experience while creating.
MQ:

People also perceive movement and sensations felt within

the body through somatic awareness as "energy."

Other themes touched on by at least two of the participants
regarding creativity were as follows:

receptivity or openness as

part of the creative process; imagination as a kind of creativity; a
need to cast judgment aside in the process; freedom as a
characteristic of creativity; creative process includes feelings of
connection to others, relationships, feelings of the heart, and love;
growth and self-actualization as synonymous with creativity;
creativity as way of seeing the world in non-socially prescribed
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ways; expansiveness, room, space, as a characteristic of creativity;
changing prescribed habits as a means to creativity.

(B)

Participants' Experience of Somatic Awareness

Themes in this section arose from "Question 3" in the profiles.
The course design emphasized exercises to increase somatic
awareness.

Increased Body Awareness

All participants expressed that they increased their body
awareness through the course. They became more aware of bodily
sensations, listened to their bodies more and became more conscious
of their bodies.
MQ: An increased body awareness indicates that students
became more practiced at being able to direct their attention.

Being

able to direct attention is the most important factor in experiencing
“flow” states—states which Czikszentmihalyi associated with
creative process.

Self Care and Self Love

Related to this, five of the seven believed they had learned
how to better care for themselves. Patty and Linee talked about
loving and appreciating themselves more.
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MQ:

Self-love and caring are inherent in self-actualization.

Maslow believed that creativity and self-actualization were
inextricably entwined (except in the case of rare creative genius).

Self Knowledge and Self Awareness

All participants believed that they increased in self knowledge
and self awareness.

All expressed having learned something about

their own processes and/or preferences (regarding matters ranging
from specifically creating something to living in the world).

Most of

the participants made allusions to better understanding their
emotions or being more in touch with them.
MQ: These themes could all be identified under a larger theme:
Know Thyself.

Both somatics and creativity deal with this process.

It is a shared characteristic.

Transpersonal and Spiritual Experiences

All but Cathy alluded to a strengthened sense of their spiritual
selves. All made reference to deeper, broader learnings they had
from participating in the course.

For example, Linee wants to look

more deeply into people before judging them (after she did an
exercise where she looked at a plant in her room for several
minutes, noticing its many colors, complexities and beauty).

Patty

talked about feeling a part of a bigger meaning while walking in the
woods with awareness.
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MQ:

Feelings of transpersonal connection, feelings of ineffable

connection to larger, universal truths, are experienced in both
creativity and somatics.
works.

They can also be inspirations for creative

For example, a tree, encountered with the senses, may

inspire a poem.

Importance of Regular Practice

All but Cathy referred to the importance of a regular (daily)
practice as key to discoveries and growth.
MQ:

Most of the daily practices were exercises in awareness

with a somatic component.

Participants expressed that they felt

their creativity increased during the semester, pointing to a
correlation between the two.

Relaxation. Releasing. Loosening Up. and Opening

All of the participants used the words "relaxation,"
"releasing," "loosening up," or "opening" to talk about the result of
encountering the content of the course.
MQ:

These states of receptivity are associated with

creativity, as well.

Somatics seems to be an effective tool for

attaining these states that might, in turn, result in a person being
more open to receiving inspirations, imagery, and raw material for
creativity.
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Centered and Grounded

Lida, Patty, Maria and Dora expressed feeling centered or
grounded.
MQ: This is a benefit that some participants experienced as a
result of creativity.

Appreciating. Valuing Creativity. Creativity Increased

All participants believed that they had increased their
appreciation for their creativity and/or had increased in creativity
and/or now valued their creativity more.
MQ: Though these were benefits of the overall course, the
primary vehicle of the course was somatic practices.

This indicates

that somatic practice may be conducive to fostering and enhancing
creativity.

Power and Relationship to Self and Others

Lida, Patty and Maria, felt they had built a relationship with
their bodies.

Lida, Patty, Linee and Ruth felt they were more

accepting of their bodies as women and/or valued their femaleness
more. Lida, Patty, Linee and Dora expressed that they felt
empowered by their experiences in the course.
Patty felt empowered by reclaiming her own locus of control
concerning ideas about her body. As a woman, she had felt
tyrannized by a patriarchal society that dictates not only what she
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should look like but how she should feel about herself if she doesn’t
live up to that ideal standard.

She felt she was taking some power

back by no longer letting that kind of objectification rule her
feelings about herself.
Lida, Patty and Linee experienced becoming stronger advocates
for their own mental, physical, and spiritual health as they met with
difficulties during the semester.

During the semester, Linee became

quite lethargic, pale, and lost weight. When she went to the campus
health clinic and requested that blood work be done, she felt the
health practitioners did not listen. They did not do the blood work
but instead told her to seek treatment in the mental health clinic
because she probably had an eating disorder. She was furious
because she believed they had just labeled her with an “eating
disorder” because she was a young woman who displayed some of the
symptoms. She resolved to seek alternative care. She felt
empowered by the book she read in this course on women’s health.
She had changed her diet and was feeling more politicized about
women’s health care. She was working up the courage to go back to
the clinic and insist she be given the blood tests and be taken more
seriously.
Similarly, Patty felt she was not given proper attention at the
mental health clinic.

Her grandfather had just died and she was

feeling desperately sad and depressed. She was angry that the
therapist she saw there immediately wanted to put her on Prozac.
Once she began to understand that her feelings were part of the
grieving process (due to discussions with other people), she felt
less desperate and decided that she wanted to go through the
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process without anti-depressants.

She did not feel the mental

health clinic was as helpful as it should have been. She sought out
other sources for support.
Lida continued a long process of working with alternative
healers to heal her incest trauma. She continued to assert her own
healing power in the process.
It is worth noting that the issues brought up in these instances
by the participants are fairly gender specific.

Objectification of the

female body continues to be an oppressive feature of patriarchy.
Prozac and other anti-depressants are far more widely prescribed to
women than men. The vast majority of incest victims are women.
MQ:

In both creativity and somatics, the locus of evaluation

and control is internal which can give one a sense of control and
power.

Changed Behavior

Lida, Linee and Ruth felt they had all changed some behavior as
a result of the work.
MQ:

As the literature indicates, in creativity, the artist is

made by the art as she creates the art. One of the tenets of
somatics is that conscious awareness of one’s movement processes
can produce change in the psyche. Both somatics and creativity are
instruments of change.
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Surviving and Coping

Lida, Patty, Linee, Cathy and Ruth claimed that the course
helped them survive through a difficult time or to cope with
difficulties in their lives.
MQ: Art also serves this function.

Relevancy of Course and Validation of Self Care

All participants proclaimed that the course was personally
relevant to them and that they found this unusual in an academic
setting. All of the younger participants (not Maria and Dora)
expressed that they had never experienced a course like this in
school and that it was invaluable to them. All of them expressed
that having an academic course like this validated taking the time to
care for themselves and that they wouldn’t feel justified or
disciplined enough to do that on their own.
MQ: This does not relate to the main question. It does,
however indicate that a course with a dual focus on creativity and
somatics is a valuable pedagogical tool.
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(C-1) Relationships Participants Perceive
between Body Awareness and Creativity

Themes in this section arose from "Question 4" in the profiles.
They were drawn from participants’ articulations of how they
experienced their own somatic awareness relating to their
creativity.
Lida, Patty, Linee and Ruth believed there is absolutely a
relationship between somatic awareness and creativity even though
they found it difficult to express how they are related.

When they

focused on their own experience, it seemed a bit easier to name
some of the ways they relate to one another. Cathy, Maria and Dora
believed that sometimes the two are related, but not necessarily
always or for everyone.

Physical Sensations Related to Creating

Lida, Linee, and Ruth (the three performers in the group) said
they felt a rush of energy in their bodies while performing.

Maria

said she felt a rush of energy in her body when she has a good idea.
Lida, Ruth, and Cathy felt relaxation in their bodies from drawing or
writing.

Lida, Patty and Linee mentioned that they feel centered

when doing conscious breathing and while creating something.

Lida

and Linee said that relaxation is a fertile state for their creativity.
Others alluded to this.
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Hvper Awareness While Performing

Lida, Linee and Ruth spoke of feelings of hyper awareness and
being present in the moment while performing.

Flow of Energy in Somatic Awareness and Creativity

Lida, Linee, Maria and Dora all spoke of feeling a flow of
energy while expressing themselves creatively and while engaging in
some of the somatic exercises.

Somatic Awareness as Source and Inspiration for Creativity

Lida, Linee, Ruth, Maria and Dora felt that the body and its
movement were a rich source of imagery, ideas, thoughts and
memories—creative material—with which to work.
Throughout their response papers, several of the participants
were moved to write a poem or make a drawing to express a mood or
impression they experienced while engaged in a somatic awareness
exercise.

(C-2)

Other Relationships I See between Somatic Awareness and
Creativity, Based on Participants’ Data

When comparing themes addressed by participants regarding
creativity and themes regarding somatic experiences in the class, I
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saw relationships that the participants did not overtly state.

These

are my articulations.
I came to these common themes by looking at and comparing
the list of themes related to creativity and the list of themes
related to somatics (see Figure 1. Themes, p. 147). The participants
had already mentioned many overlapping themes in the section
immediately above. However, common themes that I saw, but that
the participants had not already articulated, I include in this
section.
So far, in my analysis and discussion, I have attempted to
continually relate themes to the major question by way of the
commentaries labeled MQ (except in section B where participants
discussed their understanding of the relationship of creativity and
somatics).

The commentaries were a vehicle of expressing my ideas

of how themes that the participants expressed were related to the
major question.

In this section, I am again drawing connections

between somatics and creativity in ways that the participants did
not overtly state. Therefore these connections are, once again, my
understandings of how creativity and somatics are related, based on
the data. Consequently, my discussion in this section may be
somewhat repetitious.

Wav of Connecting to True. Unique. Soul Self

It seems to me that when participants express that somatics
helped them grow in self awareness and self knowledge, and made
them more aware of emotions, that they opened up, learned to take
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care of themselves, took time for themselves, learned about their
own processes, and became stronger spiritually.

It also seems that

they are connecting to their true, unique, soul selves. Connecting to
one’s true self is what they expressed happens while being creative,
as well.

Creativity and Emotions as Located Inside Moving Out

Participants located creativity as something deep inside
themselves.

It seems then, that when they expressed that somatics

helped them get in touch with what they were feeling physically and
emotionally inside themselves, that it would follow that somatics
could help them get in touch with their creative sources “inside.”
Participants expressed that emotions were relevant to their
creative process and that somatic awareness helped them get more
in touch with their emotions.

It seems it would follow that

somatics could help one know what one is feeling and consequently
that would be helpful in giving it form via an expressive art.

Spirituality

Both somatics and creativity put the participants in the realm
of the spiritual.
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Following impulses was an essential ingredient of the creative
process for all the participants.

It seems, once again, that getting

in touch with one’s felt sense of one’s emotions or thoughts, would
enable one to perceive impulses to then follow.

Consciousness. Tending To. Observation, and Practice

Creativity and somatics both bring elements of the
unconscious to consciousness.

Their means is different but they

both achieve awareness. They both require focused attention.
Awareness is achieved by doing the practice (be it an art form or a
walking meditation).

Releasing. Letting Go. Relaxing. Listening, and Receptivity

These were stated as characteristic and requirements of both
processes.

Somatics may be helpful in leading one into a relaxed

state in which creativity can emerge or creating something may lead
to these feelings of release.

Self Awareness. Self Knowledge, and Connection to Others

Self awareness and self knowledge were products and impetus
for both creativity and somatic awareness practice.
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Feeling

universally connected to others was expressed to be process and
product of both creativity and some of the somatic practices.

Breaking Patterns and Changing Habits

Many of the participants pointed out that creativity is about
doing things in a new way or perceiving a problem in a new way.
Participants understood somatics as a way of becoming aware of
personal patterns and a means of changing habits through awareness.
It seems to me then, that such a vehicle for repatterning on the level
of self would be a potent vehicle for fostering new ways to approach
challenges outside the self.

When one is more fluid and less

entrenched in habits, it seems it would follow that one would be
more open to multiple and/or novel possibilities.

Power

Empowerment was a theme addressed by participants in
speaking of both creativity and somatics. The locus of control was
located within in both processes.

(C-1 and C-2)

Distilling the Themes Regarding the Relationship of
Somatic Awareness to Creativity

Since the common themes regarding the relationship of
somatic awareness to creativity are plentiful (C-1 and C-2 above),
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it would be helpful to further distill them in order to grasp the
common essence of what the participants are expressing.

I have

simplified the themes, expressed by the participants and those I
discerned, into some broader concepts (see Figure 2., p. 148). The
themes expressed in C-l and C-2 above can fall into the following
seven categories:

Know Thvself.

This includes creativity and somatic awareness

as means to connecting to one's true, unique and soul self;
spirituality; and self awareness and self knowledge.

Energy.

Feelings of flow, ecstasy, joy, rush and relaxation are

felt during performing and participating in other expressive arts.
These are felt body sensations (somatic awareness) during the
creative process.

One can also experience these sensations as a

result of practicing some of the somatic practices such as
meditation or authentic movement.

Both creativity and somatic

awareness can be experienced in terms of felt energy. Movement
could be included under this concept.

Power.

Both creativity and somatic awareness give one a

sense of strength and control in the world. Feeling centered and
grounded are characteristic of both processes.
needed in the quest.
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Will and courage are

Change. Seeing the world and moving in the world in new ways
are ways in which somatic awareness and creativity affect and
change a person.

Inside/Outside. This concept includes those themes that have
to do with sensing what is inside and expressing it externally.

Here

is where awareness of what one is experiencing inside oneself (body
is inextricable to self) can be fodder for creative expression.
Expression is a way of moving what is inside out.

Emotions,

sensations and impulses are sensed and expressed. Awareness of
one's inner imagery, ideas, memories, thoughts, sensations, and so
on, is raw material for creativity.
consciousness.

What is unconscious is brought to

What is inside the body is source for art and what is

inside the body is related to the outside environment. What is
outside has moved inside and resides there.

“Relationship to self

and others” also fits this idea of moving from inside to outside.

Heightened Awareness.

Conscious tending-to, bringing the

unconscious to consciousness, observing, listening, conscious
practice, awareness of self and others, and being in the moment all
pertain to this concept.

Receptivity.

This concept includes releasing, letting go,

relaxing, surrendering, listening, observing, sensing, allowing things
to flow through, and being open.
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Intrinsic to each of these categories are the essential
elements of movement and holism.

Creative Block and the Functioning of a Group
in the Creative Process

One of the goals of this study is to ascertain the effectiveness
of a course like this in fostering creativity.

The topics of “creative

block” and “functioning of a group” arose in the data and are
pertinent to the concerns of facilitating and fostering creativity.
Although they do not directly address the major question regarding
creativity and somatic, these topics are significant to the overall
concerns of this research. Themes in this section come from
questions 2 and 5, respectively, in the profiles.

Creative Block

Creative block is an area that interests me and an area that
came up for the participants in the course while discussing their
creative process.

I am interested in it because whatever impedes

creativity may be a clue to what enables it to flow.

Being blocked

creatively also seems to have a strong somatic component (Estes,
1991; Dallet, 1986). I have observed, when someone who identifies
strongly with her or his creativity feels creatively blocked, she or
he tends to suffer and the suffering is often somaticized in the body.
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In discussing creative block and their experience with it,
Cathy and Maria are the only two participants who did not believe
they had ever experienced feeling blocked for a prolonged period of
time.

Experiencing the Block

Among those who felt they had experienced a serious creative
block, some common themes were present in their description of
how they experienced it. All of them said they did not want to do
any kind of art work and yet all but Ruth said that doing art work
was one of the very things that seemed to begin the process of
pulling them out of it. All of the participants (except Cathy and
Maria) described feeling depressed concurrently with feeling
blocked. Though Linee felt sure that she experienced feeling blocked
before feeling depressed, others felt a relationship between the two
but not necessarily a cause-effect relationship.

Without exception,

all participants felt the block in their bodies either as lethargy, lack
of energy, pain, illness, or inability to sleep.

Five of the

participants (Lida, Linee, Ruth, Cathy and Dora) expressed that their
block was somehow related to problematic emotional relationships
with loved ones.

Moving Out of the Block

Lida stressed the importance of releasing stored “shit” from
the past in her unblocking process.

Patty expressed a similar
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sentiment emphasizing the power of forgiveness.

Linee and Cathy

believed conscious breathing could be helpful in unblocking in the
future. Linee and Dora cited meditation as helpful. Lida, Ruth, and
Dora believed that conscious work with their chakras would be a
tool they would use in the future to unblock. Lida and Dora both
expressed that, in order to pull out of a blocked feeling, it is
necessary to find something that can spark a tiny bit of excitement
again. That little excitement is key to the process of returning to a
more fruitful state.

Dora found it helpful to find ways to get out of

herself when depressed.

Walks in nature were helpful.

Lida also

spoke of the power of nature to connect her to spirit and to her own
body. Patty and Linee spoke of learnings they had about themselves
when they connected to nature.

Function of a Group in Creative Process

All participants did feel that the group process helped their
creative process.

However, Maria expressed that it only helped

indirectly by helping her do her daily practices.

Dora said it was

helpful to her insofar as it was inspiring to show her work to others
and to see their work.

All participants expressed that they were

inspired by one another's work. Patty, Linee, Ruth, and Cathy
explicitly stated that they learned from exposure to so many
different perspectives and different ways people approach problems.
The others implied this.

Lida, Patty, Linee, Ruth and Cathy said that

the group helped them open up, trust, and/or let go and that this was
somehow related to creating an atmosphere that supports creativity.
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Making Connections

Dora and Patty offer some thoughts that eloquently make
connections between the areas covered in the research questions.
Dora stated that she doesn’t know if somatic awareness plays
a role in creativity for everyone, but for her, it is necessary.
has a tendency toward self destruction and depression.

She

Being aware

of her body and being expressive keeps her healthier and out of that
danger zone. If she doesn’t destroy herself, she’ll be around to be
creative!

Taking care of herself is for the long term.

She believes

she’s a stronger channel for creativity if she takes care of herself.
Patty explained that when she is “in her body” she can sense
what she wants to do. If she doesn’t feel as if she’s being judged
(either by herself or others) she can do what her true self is wanting
to do. She can sing, dance, and express, and then that frees her to
become more and more her true self.
All the participants saw ways in which somatic awareness
related to their creativity.

They also believed that the group

functioned in ways that fostered their creative process and regular
somatic practice.

Their discussions of creative block were

informative in understanding what impedes the creative process for
individuals and what is helpful in remedying the malady.

Examining

creative block gave some insights into creative process, as well, by
illuminating its opposite.
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Concluding Remarks

In this chapter, I have given a profile of each of the
participants in the study compiled from their questionnaires, essays
and exit interviews.

I composed the portraits within a structure

that illuminates the participant's views on each of the five research
questions.

The research questions themselves arose from the

content of the course and the participants' data therefore were not
superimposed on the data. The research questions, rather,
encompassed the data and served to organize the portraits.
Each individual's understanding of this subject matter is an
important contribution to this little explored area.

However, I was

also interested to see if the participants shared common
experiences regarding the main research question—how somatic
awareness relates to creativity.

I found that the participants did

express several common themes which could be simplified to the
following seven:

Know thyself, energy, power, change, relationship

of inside to outside, heightened states of awareness, and
receptivity.
Because of how I arrived at these final themes, they are the
themes that were present in all three categories of (A) creativity,
(B) somatics, and (C) relationship of somatics to creativity.
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CHAPTER V
SUMMARY AND CONCLUSIONS

Summary Comments

In this study, I set out to find out how a group of students in a
course, designed to teach somatic awareness while simultaneously
encouraging students to focus on their creativity, would understand
the relationship of somatic awareness to their creative process.

I

found that the participants did, indeed, find relationships between
the felt sense in their bodies and their creativity.
In general, the participants understood their lives in a holistic
way, speaking of the inseparability of spirit (soul), mind, and body.
They understood creativity to be an intrinsic part of how they view
the world and function in it.
For all four of the younger students, they had never
experienced a class like this and found it to be very relevant to their
development as human beings. The majority of participants found
that it helped them to value their creativity more and to feel more
creative, helped them know themselves better, strengthened their
spirituality, empowered them in various ways, opened or loosened
them up and inspired them creatively.

All were struck by the results

of having a regular practice and devoting time and importance to
self and creativity.

Many felt the practices affected change in

themselves and/or their lives.
When asked to articulate the ways in which somatic
awareness and creativity are related, most participants said they
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felt there was a connection but that it was hard to say how. After
this initial hesitancy, they attempted to describe connections but
their answers here were brief.

I was struck by how many

connections I found in their response papers regarding the
interrelationship of somatics and creativity that they did not speak
about when asked (see “C-2. More Themes I See Regarding the
Relationship of Somatic Awareness and Creativity Based on
Participants’ Data” in Chapter IV).

I believe that this may be related

to the fact that our culture, in general, does not value a kinesthetic
way of knowing.

Consequently, we are not very aware somatically.

Our language reflects this blind spot.

For instance, we have no

adjectives or adverbs describing certain muscle sensations or
sensations in our organs. We do feel them but seldom are we
conscious of the sensations and when we are, we cannot name them.
Naming is part of the process of awareness.
From the rich accounts of the participants’ experiences in this
course, it seems to me that courses which teach students to tune
into themselves on a somatic level, open up new vistas of self for
the student in mind/body/spirit.

A regular practice in somatic

awareness seemed to help these participants perceive the world and
themselves in it in ways that situated them as strong, centered,
creative, and true to themselves.

Perhaps being true to oneself is

helped by having a means to perceive what feels true to oneself. “To
thine own self be true” is easier if one has a way of perceiving what
is true.

If creativity is an expression of one’s unique self (which is

related to what is universal, as well), then awareness of oneself via
the body could be a helpful route into “knowing” in the creative
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process.

I wonder how many aesthetic choices are made by artists

on a somatic level without their being aware of it.

Is there not a

“click” inside—a felt sense, as Gendlin would call it—when a line in
a poem is finally “right” or when a painting is finished?
I am frustrated that the data did not render more detailed
accounts from the participants of their actual somatic experiences
during work on a poem, or a drawing, for instance. The data hinted
at these somatic processes but fell short on a deeper level of detail.
Perhaps the instruments used to gather the data were not terribly
affective at eliciting this kind of detail.

Interviewing the

participant while, or right after, she is working on a poem or
drawing, would probably better facilitate exploration of these
deeper process level questions.
Participants expressed that the body harbors images, thoughts,
memories and ideas that spring forth during authentic movement and
other somatic awareness exercises.

One participant made the point

that the very spark, drive, or need to create comes from a felt
sensation inside oneself.

However, this information is more on a

level of “talking about” the interrelationship of somatics and
creativity rather than deeply describing the somatic experience of
the creative process.

Implications for Higher Education

From my findings in this study, I believe that college age
students would strongly benefit from a course such as this.
Traditional college age students in this study found the course to be

179

relevant to their lives and a source of a kind of learning and knowing
that they had not encountered in their academics thus far.

In this

kind of knowing, the authority/teacher is located inside the self.
They found the course helped them develop skills for surviving and
coping in their lives, develop as well-rounded individuals, develop
creativity, and it provided a structure and format for self-care,
self-understanding and development.
Developmentally, college age students are often out on their
own for the first time in their lives.
and self-making.

It is a time of self-discovery

They are confronting ethical dilemmas and

existential questions, now independent from their parents.

Learning

to take care of oneself is an imperative. A period of rapid growth
and change, this transitional time could be aided by developing an
array of coping strategies.
It seems from students descriptions of the relevance and
efficacy of the course, that it fulfilled a developmental need.

I

contend that a course, such as this, which addresses the student
holistically, and values creativity is direly needed and would be
useful to a general curriculum.
There is little in academia that is geared toward kinesthetic
learners (dance, theatre, sports and physical education being
exceptions).

My rationale to the university for allowing me to offer

this course, included the argument that few classes are offered in
the university that emphasize a kinesthetic way of knowing.

There

are no interdisciplinary courses between the arts and education
offered at this university.
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In most universities, there are few, if any, courses which
focus on the creative process itself.

Departments of performing and

visual arts are, of course, involved in the creative process.
However, for the most part, courses primarily focus on teaching
skills to enable artists to be practitioners of their art.

They do not

tend to focus students on understanding their own creative
processes nor do they generally link creativity to somatics.
Dance departments have begun to utilize somatics courses but
more toward the ends of improving technique or efficiency of
movement rather than as a tool to source creativity. A somatics
course with an emphasis on creativity could be a stimulating tool
for choreography students.
Of the few courses on somatics taught within theatre
departments, again the purpose is mainly to augment the actor’s
body as instrument of expression not as an avenue into sourcing
creativity.

There are exceptions to this: “Physical theatre” is a

term referring to a vein of theatre that is very much concerned with
the body as a primary source of creativity. A somatics course with
an emphasis on creativity could be an exciting tool for playwrights.
Visual arts programs do not offer courses which utilize the
body as a source of creative raw material for art or a means to selfawareness.

I contend that a course for visual artists with a focus

on somatics could be another means to enhance the artists’
processes.
Within education departments, somatics has not been valued as
a way of knowing, nor as a means of fostering creativity. An
effective means of teaching teachers how to teach creativity is to
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allow them to experience their own creative processes.

Courses

such as the one in this study could be useful to future educators.

Recommendations for Further Research

Jill Green’s (1993/1994) study at Ohio State University
rendered many of the same themes that I found, in terms of how
students were affected by a course which had a dual focus on
creativity and somatic awareness.
However, of the six participants in her study, two were men.
My study included only women. Ms. Green found differences in the
way that the men in her course spoke of their somatic experiences
and creativity. She found that the women were more apt to bring a
perspective that was more politically and socially oriented than the
men, who seemed to have a more self-focused, individualistic frame.
Because there were only women in my class,

I imagine that

there were issues that did not arise around body politics that might
have, were there men in the class. Many of the participants
expressed that they were glad that it was all women in the class
because it allowed for a certain ease and intimacy that would be
different were there a gender mix.
It would be interesting to repeat a similar study with
variations in gender. What would an all-men’s group teach us? What
issues would arise in a mixed gender group?
There seemed to be a qualitative difference in the way in
which the older participants in my study experienced the course.
They seemed to have denser and more complex reactions to the
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exercises. It took considerably more effort on my part, as the
researcher, to condense their data into a brief profile. They
expressed more subtle detail in their responses to my interview
questions and seemed to encounter the material of the class on more
multiple levels.

It would be interesting to conduct a similar study

with groups of people aged 50 and over. It could result in a different
experience and/or outcome.
Another interesting variation could include a similar study
with participants who entered the study believing themselves to be
non-creative and non-physically oriented.
with the exercises?

How would they interact

Would their views of themselves change after

the course, and in what ways?
What would happen in a similar study with participants who,
upon entering, believe themselves to be creative but do not feel “in
touch” with their bodies?
It would be interesting to do a similar study with visual
artists, another study with performing artists, and another with
writers and compare the studies.
What would be the experiences of business men and women in a
similar study?

Of scientists?

Because the somatic component of the course seemed
successful at increasing participants’ somatic awareness and
because students understood their relationship with their body
holistically (body/mind/spirit),

it would be interesting to see how

medical students would make meaning of such a course. Would they
find it beneficial, and in what ways?
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Such further studies would add to this nearly non-existent
area of research.
Studies with an entirely different design but a similar concern
are called for, as well.

There is so little research on this topic that

any study-design which adds to the meager data available would be
welcomed.
As I stated earlier, one of my frustrations with this study, is
that the data did not render a very in-depth understanding of “how”
the participants experienced “artistic” creative processes
somatically.

For example, what was going on somatically for a

participant while drawing a picture?

I felt accounts regarding this

were often on a surface level-participants spoke “about” a
relationship between their somatic experience and the artistic
creative process. I believe that, had I the means to scratch beneath
the surface of the comments, I could have gotten to a richer
description of a much more complex dynamic.
Were I to repeat the study, I would try to design an instrument
which would extract this kind of detail from the participants.

Part

of the dilemma, I faced however, was not wanting to lead the
participants in ways which I believed somatics related to artistic
creative processes.

For example, I did not feel it prudent to require

the “response papers” to answer a battery of questions which might
have gotten to deeper discourses but which might have led the
participant into making meanings according to my frameworks
instead of her own.
The other part of this dilemma (of wanting to get to deeper
discourses without leading the participant) is that students seemed
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to need to be led, somewhat, or they did not work at going to the
next level. As I mentioned earlier, culturally we do not tend to be
very somatically aware: We are not easily conscious of how our
bodies’ processes relate to our experiences in the world.

It seemed

that the consciousness needed coaching, not only in its development
but in its expression, as well. Students needed to be encouraged by
deepening questions to make and describe more complex somatic
relationships.
The interview allowed for this sort of deepening questioning.
However, it was at the end of the course, not in the immediacy of
the creative process.

So, the interviews were more about a

recalling of the experience, which tended to be more cognitive than
if the participant were to be reporting the experience in the moment.
The data of this study indicate that the participants definitely
experienced a relationship between their somatic experience and
their creative experiences.

The question I grapple with is how to

capture this experience more fully.

Further studies which are able

to mine this level of experience would be quite valuable.
Another area I discovered from this study and which I believe
would be interesting to explore further, were the seven "Distilled
Themes." These were the final codes which I discerned as present in
participants' discussions of creativity, somatics, and the
relationship of somatics to the creative process.

They were

(1) know thyself, (2) energy, (3) power, (4) change, (5) movement
from inside to outside, (6) heightened states of awareness, and
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(7) receptivity. I had an "aha" moment when it struck me that these
seven themes corresponded to the primary themes of the seven
chakras.

Figure 2,

Distilled Themes, on page 149, illustrates the

themes as I see them correlating to the chakras.
Know thyself correlates to the first chakra.

The issues of this

chakra are concerned with one's sense of worthiness to be alive and
one's capacity for self-care and self love.
Moving up, the next circle on Figure 2. is energy. This
corresponds to the second chakra which is the domain of the uterus
and sexual organs, a place where energy dwells.
Chakra three is concerned with one's will.

I see this as being

related to the sort of power and control participants described.
Chakra four is the heart chakra.

It is the chakra of

transformation, the meeting place of the upper ethereal chakras and
the lower earth-based chakras.
Chakra five is the chakra of communication, where thought is
put into words and moves from inside a person to the world outside.
Chakra six is the third-eye center and is concerned with
insight and awareness.
Chakra seven is the crown chakra and is the center of one's
connection to the universe, the transpersonal.
I would like to further explore these rudimentary correlations
between the themes articulated by the participants of the study and
the chakra system. I would like to give more thought to the
implications of these correlations.
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Questions arise:

Is it optimal to have all chakras flowing for

creativity to occur and be manifested?

Do the participants in this

study have certain dominant chakras, overly dominant chakras,
closed, weakened chakras?
process?

How does this relate to their creative

How could somatic awareness exercises be tailored to

individuals' strengths and weaknesses to enhance creativity?
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APPENDIX A
COURSE DESCRIPTION

NEW INTERDISCIPLINARY COURSE

Spring Semester at UMASS

Educ 366U
credits

Creative Flow Through Movement

3

This seminar will explore the human body as a source of wisdom,
imagination, and inspiration. Premises of Movement and Mind/Body
Therapies will be introduced. The course is experiential in nature
utilizing such tools as Authentic Movement (based on Jung’s Active
Imagination) Focusing and Arts Media. Special attention will be
given to "unblocking" creative flow.

Graduate credit is possible by arrangement
Instructor: Jeannine Haas
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APPENDIX B
COURSE SYLLABUS

Creative Flow Through Movement: The body as
source of inspiration, information and imagination
Educ 397U, 219372
Spring Semester ‘95, Tuesdays 9-11:30
Instructor: Jeannine Haas
Office Hours: By Appointment, phone 549-4355
Week 1

(January 31) INTRODUCTIONS

Week 2 (February 7) BREATH WORK and SOUNDING
Check-in
Intro to breathing
Exercise(s)
Closing
Week 3 (February 14) RHYTHM and VISION (Haikus)
Week 4 (February 21) NO CLASS (Monday is on Tuesday!)
Week 5 (February 28) RIVERS and AUTHENTIC MOVEMENT
Week 6 (March 7)
"
Week 7 (March 14)
"
Week 8 (March 21) NO CLASS (Spring Break)
Week 9 (March 28) BOOK REVIEWS
Week 10 (April 4)
Week 11 (April 11)

CHAKRA SYSTEM

Week 1 2 (April 18) BODY-MIND CENTERING
Week 13 (April 25)
Week 14 (May 2) FINAL PRESENTATIONS
Week 15 (May 9)
Week 1 6 (May 1 6) EXIT INTERVIEWS
(May 20 thru 26) Scheduled exit interviews, as needed
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Expectations: The emphasis in this course is on developing and
increasing our awareness-more specifically, our body awareness.
Why? Because our bodies are a source of incredible wisdom and rich
creativity. To this end, we will be supporting one another in
building a daily practice. Through a consistent daily effort,
awareness can begin to be a habit that keeps us more centered, more
authentic, and freer to be creatively in our lives.
Each student will be asked to do a daily practice stemming from the
class that week and to turn in a short weekly response (see details
below). Each week you will receive a sheet of “Daily Exercise
Suggestions” from which you may select exercises for the week.
You will also receive a short bibliography on the week’s topic as
source material for further reference.
Each week: one or two page (more if you wish) response to the
week’s daily practices and exercises in class. In this paper, please
indicate what you did and how often, any learnings, any difficulties,
any specific story you want to tell about your practice, anything you
would like to share about the overall quality of your physical,
spiritual, emotional, mental life that week and your creative life.
If you would rather express yourself via another medium such as
drawing or painting etc., that is great. Please contextualize it
somewhat for me.
*You may find jotting down a paragraph or so each day to be more
organic.
Due each week.
Short Essay: Three pages addressing the following questions: What
does “creativity” mean to me? What is my relationship to
creativity?
Due February 14th.
Body Paper: My Life as Agony and Ecstasy Have Given Me a
Life...written from the viewpoint of your body. You may write it
from a body part (i.e.. your feet) or from the map of your scars, or
any other creative way you wish—but it must be from your body.
Also note you must explore both joy and pain. Write for no less than
an hour and no more than three hours total.
This exercise is for you to experience it. It will not be shared in
class. I will read it and respond in writing, and in person if you
wish.
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Due February 28th.
Book Review: Present, in class, a review of the book you selected to
cover.
The purpose of this presentation is to give the class a taste of the
book and some of your learnings from it. Be as specific as you can
regarding content, giving concrete examples and/or quotes.
Due March 28th.
Short Essay: Three pages addressing the following question: Has a
daily practice and this course had any effect on my life? Has it
affected my creative life?
Due April 4th.
Final Project: Some form of expressive presentation that embodies
your experience in this class and/or any learnings you have had from
the class.
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APPENDIX C
PARTICIPANT'S CONSENT FORM
My name is Jeannine Haas and I am a doctoral student at the
University of Massachusetts.

For my dissertation, I am conducting

qualitative research on the relationship of somatic awareness and
creativity. To this end, I have designed a course which incorporates
exercises to increase body/mind awareness and focus on creativity.
From participants who agree to be in this study, I am hoping to
see what, if any, difference this course and increased somatic
awareness may make in a person’s creative life.

As a participant in

this study, you will be asked to fulfill the requirements of the
course as outlined in the syllabus. You may agree to be in the study
but not take the course for credit. The assignments in the course
will be used as data for the research.
I will make xeroxed copies of all material handed in so that I
am able to go back through the material as needed after the work has
been returned to you. After the completion of the study, these
copies will be destroyed for the participant’s privacy.

I will keep

each participant’s anonymity to the best of my ability.

However,

because of the small number of participants, approximately twelve,
there is some risk that you might be identified as a participant in
the study. To protect your anonymity, I will change your name and
key identifying details in anything I write or discuss in the research
project.

I will explain in the text that pseudonyms have been used.

The exit interview will be audio recorded so that I may
transcribe its content for the study.
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I may also play excerpts for my

9

dissertation committee. The tape will not be used for any other
purposes.
Your participation or non-participation in this project will
have absolutely no effect on your grade or standing in the course nor
result in any other prejudice toward you. As a participant, you have
the right to withdraw from the project at any time up until four
weeks after the exit interview. You have the right to exclude any
portion of your data from the study. You also have the right to
review any of my analysis of the study pertaining to you.
The final dissertation will be reviewed by my doctoral
committee and available to the public at the university library.
Portions of this study may, at some point, be published in
professional journals, books, or presentations.
If you have any problems with the research process at any
point and wish to contact someone other than me, you may call Dr.
Doris Shallcross, my dissertation chair, at 545-1527.
The signing of this consent form provides your permission for
the process and possible use of materials as described here.

Participant’s signature/Date

Researcher’s signature/Date
Jeannine Haas
(may be contacted at 413-586-4672)
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APPENDIX D
PRE AND POST QUESTIONNAIRE
Name
Address
Phone
School
Year in school
Major field of study
Age
Gender
1 =not at all
5=very much
Please feel free to put in short answers to questions even where
there is the grid.

Do you consider yourself a “physical” person? 1

2 3 4 5

How comfortable would you say you are in your body? 1

How well would you say that you listen to your body? 1

How often do you tune into sensations in your body? 1

2 3 4 5

2 3 4 5

2 3 4 5

What sorts of experience or training have you had that is physically
based?

Do you exercise regularly? If so, how often? What do you do for
exercise?

Do you consider yourself a “spiritual” person?

Do you have a spiritual practice?

1

2 3 4 5

If so, would you briefly describe
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it?

From what sources do you derive support, encouragement and
nourishment?

Do you feel you have “community” in your life right now?
where do you feel this involvement?

Do you consider yourself a “creative” person? 1
what ways?

If so,

2 3 4 5

If so, in

Do you feel your creativity is “flowing” right now in your life?
3 4 5

1

2

What ways have you found to feed your creativity? Are you doing
this presently?

Does your emotional and mental life feel healthy currently? 1
4 5

2

Overall, how would you describe your health at the present time?

What does “creativity” mean to you?
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APPENDIX E
UNIT HAND-OUT ON BREATH AND SOUND

BREATH AND SOUND
Bibliography:
Swami Rama, Rudolph Ballentine, M.D., Alan Hymes, M.D. Science of
Breath: A Practical Guide. Honesdale, Pa: The Himalayan
International Institute, 1981.
Judith, Anodea. The Wheels of Life.
1987.

St. Paul:

Llewellyn Publication,

Dewhurst-Maddock, Olivea. The Book of Sound Therapy. New York:
Simon and Schuster Inc., 1993.
Bennet, Bija. Breath into Life. New York: Harper Collins, 1993.
Linklatter, Kristen.

Freeing the Natural Voice.

Breath
Explore on your own for at least 15 minutes a day. You may find that
starting is the hardest part and once you've started, 30 minutes to
an hour might be gratifying, try to write or draw in your journal
right away.
The Complete Breath: In hale deeply into your belly, then chest, into
your shoulders. Exhale reversing the order. This can be done sitting,
standing, or lying.
Measured Breathing: Inhale counting to 4, pause for 4 counts, exhale
on a 4 count, pause and repeat.
Try to bring your mind and your breath to different parts of your
body. Don't rush this.
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Alternate Nostril Breathing: Slow methodical breath which works on
the central nervous system to relax and create deeper sleep. Inhale,
switch to other nostril, exhale, Inhale, switch to other nostril,
exhale.
Make your own "sacred jingle" or mantra and breathe it. For example:
Ntozake Shange's words, "I found God in myself" (inhale)
" And I loved her deeply" (exhale)
Sit in meditation and count your breaths. Try to count to ten
without your mind wondering off and forgetting to count. If you
forget, start again. Each time you forget, start again from "one."
Try the following while standing, sitting, and lying down: Simply
breathe and follow any micro-movements you feel in your body.
Really follow them. This may feel slightly exaggerating a very
small movement. Let your attention flow from one micro-movement
to the next.

Sound
Sing! Sing! Sing! Singing is breathing. While you are concentrating
on something, working with your hands, or walking, let any melody
that arises come out. Let a melody arise for any phrases that are
going through your mind, and sing it. Do this at least three times a
day.
Practice overtone singing:

WOW and Ah-o-oo-ee-ay.

Starting with a simple "ah" on an exhale, explore feeling vibrations
in different parts of your body. Make sure you are not straining and
are finding an effortless way of making tones. This is hard at first.
Pay attention to the slightest vibrations. Make tones and try to feel
the vibrations. Try breathing into an area and then try gently
bringing vibrations there via your tones. Vary your pitch, vowel, and
volume.
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Tone into the 7 chakras, sensing the vibration in each:
chakra 1—0 as in Om
2— U as in Oo
3— A as in Ah
4— E as in Ay
5— 1 as in Ee
6— Mm or Nn
7— Ng or Mng
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APPENDIX F
UNIT HAND-OUT ON RHYTHM AND VISION

RHYTHM AND VISION
Bibliography
Ackerman, Diane. Natural History of the Senses. New York: Random
House, 1990.
Baker, Paul. Integration of Abilities.
University Press, 1972.

San Antonio:

Trinity

Putnam, Linda. Acting class. Hadley, Ma.

Rhythm
Dance! Listen to different kinds of music and move to it. Notice how
you feel before and after.
Try dancing different colors. Imagine a color permeating your entire
being. Really try to feel it in your pores and cells, washing through
you. Then let it move you. Be that color. Dance that color.
Notice rhythm in written materials you read. Some people hear the
words as they read (aural readers). Others do not hear them (visual
readers). If you do not hear the words, read some sentences aloud
and notice the rhythm. Different authors have different rhythms.
Read poetry aloud.
Notice visual rhythms in architecture, landscapes, inside a room, in
paintings.
Feel your own pulse at your corotid artery. Replicate this beat on a
make-shift drum. Then jam to this beat. Finish with your pulse.
Observe people having conversations. Notice how they respond to
one another's physical rhythms—a dance. Listen tot he rhythm of
their conversation: the dance of their voices overlapping, pauses,
inflection, the pitch that one person ends on an the other starts on.
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ASSIGNMENT; RHYTHM STUDY of someone you know very well.
Choose someone you know very well. Choose someone, over 18 years
old, you've known over a long period of time, under different
circumstances, in different environments.
Observe the person's walk. Embody it. Imitate it. How do your feet
meet the ground? What speed is the stride? How wide is the
stride? How does the person carry his or her body? Where is the
tension in the body held? Where is the emphasis? Does a certain
body part lead? Is the person's movement smooth or erratic? What
kind of gestures does the person make? Are there some gestures the
person uses repetitively?
Now look at the person's philosophies. What makes him or her tick?
What areas of endeavor have they contributed their lives to and
why? What is the person's profession? What does he or she do for
fun?
What colors does the person wear predominately? What are his or
her moods like? What kind of energy does the person most
consistently present to the world? How does the person dress?
What kind of car does he or she drive? What does the person's home
tell about him or her? In what part of the country did the person
grow up? Do you know anything about the person's family? What are
the person's speech rhythms?
Be as detailed as you can in your study. Then, take all this
information and reduce it to a hand-clapped rhythm study. Clap,
with your hands, a rhythm at different tempos and tensions. You
might take parts or traits of the person first and beat out the
rhythm of each character trait (you could make a list of adjectives
that you capture in the rhythm). For example, beat out the way he or
she walks and then his or her vocation, then how the person relates
to other people. Then, you may want to give us a feeling for the
person's overall gestalt.
What you will present to the class will be only about two minutes
long. Concentration is a key element in the presentation. We will
then try to describe the person.
(Exercise from Baker, 1972)
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Vision
Take an object from nature and stare at it until you begin to see the
complexity of color it holds. This is best done in natural light. This
is the kind of seeing that painters do. Imagine you were going to
paint what you are looking at. Look in this manner.
Look around your room as if you were going to sketch it or paint it.
Is there a section that is compositionally interesting? What do you
see? Notice the lines, color, rhythm, textures, shapes, volumes.
Take a walk outside and pretend you are a lighting designer for the
theatre. Notice the light. What is it hitting? At what angel? What
is the color of the light? Look while imagining that you are studying
this to try to reproduce it.
Watch a sunset all the way till you can see no light in the sky.
Notice what people do with their gaze as speak. Where does their
focus travel? Notice your own eye movements as you speak.
Get some cray-pas, pastels, or crayons and just play with color.
Make color that delights you. Just really revel in color and notice if
you are affected by it.
ASSIGNMENT: HAIKUS (from Linda Putnam) Try writing three haikus
a day: One upon awakening, one around lunch and one at dusk (the
cusp of day into evening). These three times of the day have
different rhythm and moods to them. Try doing this for at least four
days. Use the different gazes we practice in class as a starting
point for some of them. Record your haikus in your journal. Select a
couple to share in class.
Haikus are:
5 syllables (first line)
7 syllables (second line)
5 syllables (third line)—with allusion to nature in this line, if you
wish.
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Gazes:
Mind's eve

Outer eve focus

Inside the body.inside the room
inside the body.outside the room
inside the body.beyond the horizon
beyond the horizon....inside the room
beyond the horizon.inside the body
beyond the horizon.outside the room
Palm your eyes at least once a day.
EXTRA ASSIGNMENT: DEVELOPING A CHARACTER FROM NATURE; Find
an object in nature that is interesting to you in some way. Try to
find something that has a few different kinds of lines to it (curved,
straight, jagged, long, short). With markers, paint, or chalk, draw
its lines over and over on a large sheet of paper until you feel the
rhythm in your arm and then let it move into your body. Walk out the
lines in space. What speed does it move you to move? Put the lines
in your body as gesture. Do you feel any emotions as you do this?
As you bring the lines into your body as movement, let sound come
out of it. Does it say anything? What is the texture of the sound?
What colors do you see? Keep returning to your line drawing and
your muscular response to it. Also, does the object have a smell?
Do you have any associations with this? Does the object have
textures that yield associations?
Sculpt. Take it to three dimensions. Let the materials influence
you. This will take you to new images, ideas, muscular responses.
Write.

Free associate, write poetry and a short story.

Act. Build a character in three minute scene. What would this
character's silhouette be? How would he or she walk? What would
he or she talk about? What does he or she feel?
This exercise, from Baker, utilizes multiple media as elements and
tools to stimulate your creative abilities.
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APPENDIX G
UNIT HAND-OUT ON RIVERS AND AUTHENTIC MOVEMENT

Rivers and Authentic Movement
Bibliography:
Adler, Janet. “Who Is The Witness?” Contact Quarterly. Vol XIII No.
1 (Winter ‘87), 20-29.
Gendlin, Eugene T. Focusing. New York: Bantam Books, 1981.
Hall, Calvin S. and Nordby, Vernon J. A Primer in Jungian Psychology.
New York: Mentor, 1973.
Levy, Fran J. Dance Movement Therapy: A Healing Art. Reston, Va.:
The American Alliance for Health, Physical Education, Recreation
and Dance, 1988.
Smallwood, Joan. “Dance Therapy and the Transcendent Function.”
American Journal of Dance Movement Therapy. (Spring/Summer ‘87)
16-23.
Smith, Nancy Stark. “Barbara Dilley Talks About Contemplative
Dance Intensive.” Contact Quarterly. Vol VI No 1 (Fall ‘80), 18-25.
Whitehouse, Mary Starks. “C.G. Jung and Dance Therapy: Two Major
Principles.” In Theoretical Approaches in Dance Movement Therapy
Vol 1. Ed Penny Lewis Bernstein. Dubuque, Iowa: Kendall/Hunt,
1986, 61-85.
Whitehouse, Mary Starks. “Reflections on a Metamorphosis.”
Impulse. (1969,70) 654-68.

Daily

Practice

Suggestions:

Clear a space and time to do movement meditation at home. Close
your eyes and allow for an “open waiting,” a kind of listening to your
body, an emptiness in which something can happen. Simply notice
and follow, as you are moved to follow, any sensation, throbbing,
sounds, surges of energy, feelings, moods, memories, impulses,
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images and/or characters. Try not to judge or analyze. Let the
movement take you on a journey. You may also find your movement
may sometimes be stillness. You may sometimes find your head is
full of noisy judgemental jabbber—what does this feel like in your
body? Is there an impulse to move related to that feeling? Maybe
you can follow that.
Write or draw after moving.
Morning pages: Try writing three pages in the morning no matter
what. Just show up for the task and don’t worry about the contentthree pages of chicken scratch is fine if that is what is on the menu
that day.
Daily Mandala: Draw a circle and fill it in with anything. Really just
try to get into the physical act of drawing it. Draw where you are
drawn to draw-just as in authentic movement you move where you
are moved to move.
Artist’s Date: Take yourself out on a date. Do something that feeds
your soul—feeds your artist. Creativity isn’t just about outflow, it
also involves inflow.
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APPENDIX H
UNIT HAND-OUT ON CHAKRAS

CHAKRAS 1 AND 3
Bibliography
Judith, Anodea and Vega, Selene. The Sevenfold Journey: Reclaiming
Mind. Body and Spirit through the Chakras. Freedom, Ca.: The
Crossing Press, 1993.

Do as many of the writing exercises, physical exercises and rituals
regarding chakras one and three that you wish over the next two
weeks.
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APPENDIX I
EXIT INTERVIEW QUESTIONS

Do you identify yourself as an artist?

If so, why?

If not, why not?

When comparing answers in your pre and post questionnaires, are
there any marked differences? Any surprises? How do you account
for that?
What are the effects of this course?
Which exercises did you find most beneficial?

In what ways?

Did you notice a qualitative difference in your life, in any way, this
semester? What was the difference? How do you account for it?
In your experience, do you believe there is a connection between
body awareness and creativity? How do you experience it?
Have you ever felt creatively "blocked" at any time? What helped
you unblock? What do you do when it occurs?
Do you think anything from this class would be helpful to you in the
future when feeling blocked?
How was this group process for you? Did you feel supported?
Did it help your creative process to have a group process? In what
ways?
Does taking a "creative class" seem to affect how you are in more
"academic classes"?
Are there any exercises you hated?
How could I better facilitate a class like this?
Is there anything else you would like to add?
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