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Introduction
The psychology of Carl G. Jung offers many concepts of interest and

importance to the field of dance therapy. And many dance therapy concepts,

especially those which emphasize the body experience as a bridge between

consciousness and the unconscious, offer enrichment toJungian psychology.

This paper will attempt to relate aspects of dance/movement therapy to

Jung's concept of the transcendent function and his associated method of

active imagination.

Jung's view of emotional dysfunction is that it is most often a problem of

psychological one-sidedness, usually initiated by an over-evaluation of the

conscious ego viewpoint. As natural compensation to such one-sided

viewpoint, an equally strong counterposition automatically forms in the

unconscious. The most likely result is an inner condition of tension, conflict

and discord.

The concept of the transcendent function arose out of Jung's attempt to

understand more deeply how one may come to terms with the unconscious.

He found that there is an innate, dynamic process which serves to unite

opposite positions within the psyche. It draws polarized energies into a

common channel, resulting in a new symbolic position which contains both

perspectives. 'Either/or' choices become 'both/and,' but on a new and unforseeable level. Thus the transcendent function facilitates a transition

from one  attitude to another. Jung (1916) described it as '...a movement out

of the suspension between two opposites, a living birth that leads to a new

level of being, a new situation' (p.90).

Movement approaches to consciousness and the unconscious
We  see that two opposite positions within the psyche - conscious and

unconscious - must first be differentiated, then integrated. In order to

differentiate and explore the worlds of consciousness and the unconscious,

we shall approach them from the perspective of movement and the body

experience.

Time and space
The relationship between consciousness and the unconscious is basically one

of mutual compensation and complementarity Each of these complementary

worlds functions under an entirely different set of laws. Our approach to

comparing them will be to see how time and space are known in the

conscious world and how they are known in the world of the unconscious.

Consider for a moment the profound differences between the way one

experiences time and space when wide awake and when dreaming. The

entire question has particular importance to the field of dance therapy

because time and space are the dance therapist's most familiar tools.

In dreams, as in the cosmos, time and space are without boundaries,

without limit. In the world of the unconscious, time is simultaneous - past,

present and future merge into one. Space is infinite. The shape and substance

of objects, people, even one's own body, can change from moment to

moment. Distances too are flexible and often in a constant state of

metamorphosis. This deep, vast world of the unconscious serves as the source

of our very being, the well-spring of all human art, culture and religion. It is

also the world of the psychotic, who lives directly under its influence.

Our everyday consciousness, on the other hand, is definite and directed. It

is this reliable, focused, conscious process that has made civilization and

scientific development possible. In this externally focused world, time and

space have clearly defined limits. Time is linear and generally moves in a

single direction. Relative to the laws of the unconscious, space is stable and

unite. One major task of consciousness appears to involve accurate percep-

tion of time/space limitations and the capacity to function within them.

However, the crucial issue for consciousness must include bringing

unconscious material to light and integrating it into the total personality

Jung called this the process of individuation - the process of becoming

whole.

Therapeutic approaches

When movement is used in psychotherapeutic intervention, it activates both

conscious and unconscious processes. By its very nature, movement as a

therapeutic tool will explore, strengthen and integrate multiple aspects of the

human psyche. However, in order to determine specific interventions, the

dance therapist needs a sense of direction. This includes knowing whether

the immediate goal is to move toward the unconscious or toward a more

conscious, concrete reality.

For the purpose of greater clarity and understanding, we'll look at these

two contrasting approaches available to the dance therapist. However, it's

important to keep in mind that 'In reality there is often a constant

interchange, an ebb and flow back and forth between the two' (Chodorow

1974, p.24). The first approach emphasizes conscious, everyday reality,

especially regarding time and space limitations, and it works to strengthen

ego boundaries. The psychotic person usually derives great benefit from such

work. Here the dance therapist attempts to evoke specific movement

responses which will help the person cope more effectively with the external

world. For example, use of structured rhythms, working within clearly

organized spatial patterns, intentional use of weight, etc, will help the person

develop a more realistic body image and strengthen his or her conscious

viewpoint.

The second approach concentrates on using movement as a means of

opening to the unconscious and will most likely involve some dissolution of

ego boundaries. Here the movement may be based on more internally

generated rhythms, spatial patterns may be more diffuse and the person's

eyes may be closed or have an inward focus. Awareness of and attending to

selective aspects of inner reality becomes a central focus. As the brain receives

an ongoing but diminished flow of sensory input, it may begin to create its

own internal experience through increasingly vivid imagery and, at times,

body image distortion (Wilbarger 1976). Such navigation through the

non-rational world of the unconscious can facilitate profoundly important

insights and new levels of integration for people who have already developed

a strong ego position.

Labanandlysis

Although different words are used, many dancers, as well as dance therapists,

have developed ways to differentiate, explore and integrate what we here call

conscious and unconscious. There is one especially comprehensive theor-

etical structure called Labananalysis, which enables us to study the movement

process in its full depth and immensity. This framework was created by

Rudolf Laban (1971) and has been continually developed by Irmgard

Bartenieff(1980), Marion North (1972), Warren Lamb (1965, 1978) and

their associates.

We shall touch on the Effort/Shape aspect of this theory and then turn to

some of Trudi Schoop's clinical work, which deals with integration of

consciousness and the unconscious. Effort/Shape is a system of movement

observation and analysis which offers a powerful tool for the study of

unconscious and conscious processes. Effort gives us a way of looking at a

person's intentional attitudes toward Time (fluctuating between leisurely and

urgent), Space (fluctuating between indirect and direct), Weight (fluctuating

between lightness and firmness) and the ongoing Flow of muscular tension

(fluctuating between greater and lesser control). Depending on the way we

combine these elements, the movement experience may strengthen our

connection to the objective external world or it may relate us to our more

subjective inner world.

The Full Effort actions, which combine a single element each of Time,

Space, Weight and Flow, are examples of intense actions usually related to an

external activity Similarly the Basic Efforts, which combine a single element

each of Time, Space and Weight, are directed toward the outer world.

Effort combinations which cause us to turn so deeply inward that we

become almost lost in subtle moods and shades of long-forgotten feelings are

the Internalized Drives and the Inner Attitudes (also called Incomplete

Efforts). Internalized Drives combine an element of Flow with two other

elements. They are, therefore, Timeless, Spaceless or Weightless states,

powerfully reminiscent of many dream experiences. The Inner Attitudes have

an even more elusive and transitory quality. They are combinations of only

two elements and evoke a wide and dramatic range of internal experiences.

Effort/Shape is one component of Labananalysis which also includes

Space Harmony and the Movement Fundamentals developed by Irmgard

BaneniefF(1980). As Effort/Shape depicts the quality of movement, Space

Harmony deals with the body's relationship to Space and Fundamentals

deals with the body's relationship to itself. Just as Jung has given us a

psychology which encompasses the vastness of our potential, Laban's work

offers us a movement-based model for human wholeness. Each presents a

framework through which we may study the same ultimate reality.

Schoop's work with the 'Ur'
Trudi Schoop (1978) contrasts our ordinary relationship to time, space,

energy (and our usually limited sense perceptions) with an experience she

calls the 'Ur.' 'Ur' is a German word which translates roughly into such

English words as 'primal' or 'archetypal.' To help people clarify their

ordinary reality, she asks them to dramatically represent what it feels like

sometimes to have too little time, space or energy. The resulting

improvisations show in a stylized way how people cope with the demands of

everyday life. To get into the 'Ur' experience, she asks people to imagine how

they would move if there were no limits. How would you move if time were

without end? If this moment could go on forever, how would you experience

your body? How would you move if there were no limits to this space we are

in? If there vv'ere no walls, no buildings, no obstructions of any sort - if there

were only open space in all directions, to the horizons and the horizons

beyond - how would you move? How would you feel? These movement

experiences tend to be very powerful, often reflecting a genuine

transcendence of the two worlds. People increase their awareness of how

they've been relating to the external world while discovering their resources

for inner renewal. By working with physical representations of such opposite

positions in the psyche, Trudi Schoop creates a greater acknowledgement of

both and a functional balance between them.

From the dawn of history, dance/movement has been used to effect such

intrapsychic changes, as well as to effect changes in the larger environment.

In a 1930 seminar on Zarathustra, Jung (1934) stated:

You can dance, not only to produce the union with yourself, or to

manifest yourself, but in order to produce rain, or the fertility of women,

or of the fields, or to defeat your enemy. The idea of an effect, of

something produced, is always connected with the idea of dancing.

(p.46)

Active imagination
The aim of the transcendent function is to realize the original potential

wholeness of the psyche. Jung (1917) described it as '.. .a natural process, a

manifestation of the energy that springs from the tension ofopposites, and it

consists in a series of fantasy-occurrences which appear spontaneously in

dreams and visions' (p.79). In later years he incorporated this dynamic

process into his developing concept of an archetype of unity which he called

'the Self (Hannah 1953).

To facilitate the transcendent function, he discovered a meditative

procedure which he called 'active imagination.' Its value is two-fold. First, it

helps us to support those internal processes which activate the transcendent

function. And, second, it is designed to liberate the patient through his or her

own efforts, rather than through dependence on the therapist. This means

that the procedure is meant to be done by the patient alone, away from the

analyst. The analyst may supervise the patient at the beginning but the

emphasis is on how one may learn to deal autonomously with the ongoing

stream of unconscious material that continues unceasingly throughout life.

Since this paper is about dance therapy and the transcendent function, we

shall concentrate primarily on the first value of active imagination. Our

exploration is of the relationship between an inner-directed movement

process and the transcendent function. Although most of the work discussed

assumes a therapeutic setting, much of it can also be done independently.

The major danger of active imagination involves being overwhelmed by

the unconscious. Therefore, it will be utilized most fully by relatively stable

individuals who possess a sufficiently strong ego viewpoint that conscious

and unconscious may encounter each other as equals. For less stable

individuals, the dance therapist might choose to carefully structure a variety

of separate movement experiences to explore different aspects of each

component. Independent involvement with the total procedure should be

attempted only by individuals capable of withstanding a powerful

confrontation with the unconscious.

Several of Jung's associates have continually developed the method,

organizing his ideas more fully and adding the resource of their own

experiences. Marie-Louise von Franz (Dallett and Lucas 1977) has outlined

four specific components or steps of active imagination: (1) opening to the

unconscious, (2) giving it form, (3) reaction by ego, (4) living it. We shall use

this four-part framework to explore active imagination and the unique power

and integration movement and the body experience bring to the process.

First component: Opening to the unconscious
The first step in active imagination is familiar to many psychological

approaches and forms of meditation. It involves a suspension of our rational

critical faculties in order to produce the fertile void which allows emergence

of unconscious contents. The dance therapist offers potent resources to this

initial step.

Rather than approaching the task from a one-sided mental attempt to get

the mind to empty itself, the dance therapist offers the body experience. Use

of relaxation techniques, special attention to breath, development of

sensory /kinesthetic awareness, awareness of body parts and how they relate

to each other - all are important keys in opening doors to the unconscious.

The unconscious manifests itself through an ongoing stream of body

sensation and mental imagery. Its relatively formless products may include

inner throbbings, pulsings, tinglings, pressures, surges, waves of differ-

entiated and undifferentiated energies, inner voices, sounds, words, fantasies,

feel'ngs, moods, memories and impulses. At the point where we begin to give

these raw materials a form, we move toward the second component of active

imagination.

Second component: Giving it form
Mary Whitehouse (1987) describes movement as originating in a specific

inner impulse which has the quality of sensation. Just as active imagination in

fantasy involves following the visual image, active imagination in movement

involves '.. -following the inner sensation, allowing the impulse to take the

form of physical action...' (Whitehouse 1987, p. 17). A woman describes her

experience of active imagination in movement:

Seated on the floor with my legs crossed, I attended to the rhythm of my

breathing. Gradually, this took me into a circular rocking movement, at

first very small and safe. With increasingly strong impulses, I began to

rock further away from my secure center. New surges of energy pushed

me far over to one edge, then another and another. I was barely

suspended on the edges now and felt afraid of falling. I let the movement

subside and was flooded with feelings and memories.

This type of experience always carries an element of surprise. It has a quality

of immediacy and heightened perception. It usually involves total

attentiveness to the movement process itself, with or without associated

imagery. It may be low key or highly charged with emotion.

Another sort of internally-generated movement appears to originate from

image rather than sensation. Instead of following the inner sensation,

fantasy-based movement appears to follow and reflect the ongoing stream of

visual imagery. It sometimes lacks the spontaneous quality of sensation-

based movement yet it, too, may be of crucial importance with respect to the

transcendent function.

Perhaps artists are most familiar with the second component of active

imagination as it involves the most overt aspect of the creative process. The

emphasis is to securely anchor the unconscious material by externalizing it in

a definite form. Jung (1916) suggests that different people will need to do

this in different ways. Those who see images or hear voices inside themselves

must find a way of giving tangible form to their experience - usually by

writing it down. Others may want to use their hands to give a more direct

form to the unconscious through various art materials or through automatic

writing. Of movement, he says:

Those who are able to express the unconscious by means of bodily

movements are rather rare. The disadvantage that movements cannot

easily be fixed in the mind must be met by making careful drawings of

the movements afterwards, so that they shall not be lost to the memory.

(p.84)

Drawing can be a marvelous way to document the movement experience. In

addition to sketching realistic figures or other indications of the actual

movements, it is of immense value to express the essence of the movement

experience in a more abstract form. This may be through drawings, clay or

virtually any other media.

Another possibility is that upon completion of the internally-generated

movement experience, the person flashes back over the process to remember

the most vivid parts of it. In a wide variety of ways it may then be transformed

into a repeatable choreographic statement.

Writing is also available. It can involve anything from objective notation

of the actual movements and qualities to use of poetic metaphor.

It is through the therapeutic relationship that we find still another means

of securing the movement experience. Unlike inner visions of many other

internal processes, dance/movement can be clearly seen by another

person(s). Thus the movement process is simultaneously an inner experience

and an external communication. As the dance therapist is likely to have

highly developed movement observation skills, accurate feedback is available

to the client. This sort of shared interaction often brings up powerful issues

of transference and countertransference which must be explored as part of

the total therapy process.

Finally, to make use of current technology, there is the video-tape

recorder, a tool which gives instant playback of any movement sequence we

choose to record.

The reason for such emphasis on documentation is that even the most

powerful inner experience must be carefully fixed into consciousness or it

tends to slip away. In this second component of active imagination we must

reactivate our directed consciousness and put it in the service of the

unconsciousness. Thus the unconscious flow remains the core but

consciousness, without exerting undue influence, must become involved

with the task of giving it form. Jung (1916) describes the product as one

'.. .which is influenced by both conscious and unconscious, embodying the

striving of the unconscious for the light and the striving of the conscious for

substance' (p.83).

Upon creation of such a product we too often imagine that the process is

complete. Although feelings of closure may be appropriate for an artist, the

therapeutic task remains unfinished. In active imagination, as in therapy,

much remains to be done with the product that emerges.

Creative formulation versus understanding

Before going on to the third step or component of active imagination, we

shall pause and reflect on two tendencies that arise in response to a product

which reflects inner experience: the way of aesthetic formulation and the way

of scientific understanding. If the first tendency predominates, a person may

lose the goal of the transcendent function and instead get fascinated with

artistic questions and the creation of beauty. If there is a predominance of the

second tendency, there is the danger of such analysis and interpretation that

the power of the symbol is lost. Each tendency seems to be the regulating

principle of the other and a balance of both are needed to facilitate the

transcendent function.

Either extreme aestheticization or intellectualization may serve to

rechannel an overpowering emotional response. However, Jung (1916)

warns that'.. .they should be used only when there is a vital threat, and not

for the purpose of avoiding a necessary task' (p.88). He emphasizes the

importance of emotional factors and suggests that affect be a full participant

in the transcendent function,

Third component: Reaction by ego
During the first and second parts of active imagination the unconscious has

to maintain a position of leadership. Upon entering the third stage it is the

ego viewpoint which takes the most active position. The ego must react fully

in order to come to terms with the unconscious material.

It is here, perhaps more than at any other stage, that we must clearly

differentiate between the dynamics of active and passive imagination. An

example of passive imagination would be lying still with eyes closed,

watching the pictures in one's head, without personal involvement. In such

passive imagination one might fantasize an image such as a fish, then flit to an

image of a bird, which might then be replaced by a firefly. These would all be

viewed with interest as if watching a film or television show. However, the

essential commitment to come to terms with the image is lacking.

In active imagination, by contrast, one actively intervenes at some point-

usually by entering into the fantasy one's self. We must give the inner figures

credibility equal to ourselves. We must interact with and respond to them

with the serious intention of learning from and about each other. Movement,

by its very nature, is active. By dancing a figure from the unconscious, one is

more likely to be totally involved with the process and more able to seriously

own and acknowledge that aspect of one's being.

In one sense, inner or written dialogues may be the most simple way of

getting a reaction by the ego because in that way there is a conversation with

figures from the unconscious just like a dialogue between human beings.

However, the ego viewpoint can also have a strong and effective reaction to a

drawing, piece of writing or other product from the unconscious. Faced with

such a product, Jung (1916) suggests a Faustian question: "How am I affected

by this sign?' (p.89).

During a movement experience or immediately following it, a seemingly

endless variety of such questions might be explored:

• How is this familiar to me?

• What is the earliest memory I have of moving in this particular

pattern?

• In what ways is this new to me?

« How come I've never experienced this quality of movement

before?

• Which of the new movement qualities might be especially useful in

my life right now?

• How would I feel if my mother/father/spouse/child were

watching me?

• How would I have been received if I had moved with this quality

when I was a child?

• Do I have movement patterns that continually reappear?

• What do I feel while I'm doing them?

. What happens when I stay with the same movement?

. How does that affect me?

. Can I own and accept such an incredibly wide range of feelings?

• What kind of movement am I doing as I experience a particularly

vivid image or strong emotion?

• How do they connect?

The Odyssey contains a classic story of a confrontation between conscious and

unconscious in Menelaus' description of how Proteus, the sea god, was

elusive when Menelaus wanted to engage him in a discussion. Menelaus

finally grabbed him. Proteus responded by turning himself into a lion.

Menelaus was startled but he continued to hold onto the god tightly while

Proteus took on all kinds of forms. He became a dragon, snake, running

water, tree and many other creatures and things. Finally, since Menelaus

never let go, Proteus became exhausted and resumed his own shape. He and

Menelaus then proceeded to start a discussion with the aim of coming to

terms with their differences.

The capacity to continuously and consciously attend to the body

experience, while impulses from the unconscious are allowed to emerge as

physical actions, may be analogous to the story of how Menelaus held on to

Proteus. It is through conscious awareness of our movements that their

meaning will ultimately be revealed to us.

Jung (1935) describes the ego as a complex datum which is constituted

primarily of a general awareness of the body. With sufficient attention to the

body experience, it is possible to simultaneously express the unconscious

through movement while maintaining an equally strong ego position

through ongoing awareness of the body's reality.

Although the impulse to move may spring from a source in the

unconscious, the body, which allows the impulse to manifest itself, remains

firmly rooted in the fact of its own existence. The actual act of moving creates

proprioceptive and kinesthetic feedback which serves to confront the

unconscious with the body ego's reality. As the unconscious impulse and the

body ego encounter each other's different realities, an intense and fully

mutual education is likely to occur.

Since the body has the capacity to simultaneously manifest both

conscious and unconscious, it may be our most potent tool toward the

transcendent function. In the Zarathustra seminars Jung (1934) stated:

.. .the essence of differentiation, the idea of the Self, could not exist for

one moment if there were not a body to create and maintain that

distinctness. We may suppose that if the body vanishes and disintegrates,

the Self in a way disintegrates, for it loses its confines, (p. 2 3 6)

And, in The Symbolic Quest, Whitmont (1973) suggests that it is through the

body experience that the archetype of the Self is first actualized.

Fourth component: Living it

In his autobiography, Jung (1961) writes that it is'.. .a grave mistake to think

that it is enough to gain some understanding of the images and that

knowledge can here make a halt. Insight into them must be converted into an

ethical obligation' (pp. 192-193). His emphasis is on the importance of

realizing in actual life what one learned from the unconscious.

This brings up a question of the difference between the ethical

commitment he describes and sheer will power. The answer has to do with

whether or not there is a genuinely new inner situation. Sheer will power is

supported by the ego alone and is likely to be sabotaged whenever the

counterposition in the unconscious attempts (in the healthiest way it knows)

to call attention to itself. On the other hand, an ethical commitment to put a

new inner situation to use will most likely be supported by the archetype of

unity, the Self(Dallett and Lucas 1977). Such a commitment may involve

some work to overcome old habits but one is unlikely to experience the

struggle so often associated with will-power.

Dance therapy offers a head start on this final component of active

imagination because, through movement, we can make actual, physical use of

any new level achieved. Here we can directly encourage movement qualities

and patterns that will both reflect and support recent inner changes.

In the therapeutic relationship this level might involve largely verbal

interactions and/or it might involve rather structured movement work.

Other possibilities would include free movement improvisation and

psychodramatic forms to explore a wide range of options for putting the new
experienced change. I believe we both emerged with a greater degree of

consciousness and integration.

Conclusion
Active imagination has been called 'a dialogue with the gods' (Dallett and

Lucas 1977). The same definition can apply to the dance/movement

experience. From the dawn of human history, dance has been a sacred

language, a way of realizing our connection to the cosmos. Wherever we

humans have withdrawn from a direct experience of our relationship to the

universe, there too has the power of dance diminished.

In our present time there is increasing energy and attention turned toward

transpersonal values. In a sense, human survival now depends on developing

a conscious relationship to the vast, collective inner reality we all share. We

must learn to come to terms with opposite positions, whether they be within

the individual, between two or more persons, or between nations.

To develop most fully the potential of that sacred dialogue which serves

to unite the opposites, dance/movement must reclaim its original power. It

may then take its place as our most powerful tool in facilitating the

transcendent function.
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