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1. 	Field of Problematization: Contemporary Corporealities
The way Arts has been taught in education in Brazil reveals, in broad terms, two important gaps that deserve closer attention: the frequent omission of the body from Arts classes and the separation between the artist and the arts educator.

Let us begin with the first issue: the bodily dimension—or rather, a problematization of the body in our culture and of its place in learning and, more specifically, in formal education. A recurring observation, found not only in the literature[footnoteRef:1] but also in the testimonies of undergraduate students in Pedagogy and Dance Education I work with, concerns the persistent exclusion of the body, bodily knowledge, and bodily experience from the relationship between learning and knowledge within schools. This is understandable, since the modern school institution was built upon the foundations of rationalism, establishing a hierarchical division between mind and body, reason and the sensible. [1:  Cf. Faria Filho (1998); Strazzacappa (2001); Vago (2000).] 

So, what we understand as the content of knowledge and as forms of learning reproduces a logical-rational mode of thought that is consciously acquired and restricted to only one modality of thinking. Thus, what the school values in relation to the body is, unfortunately, only a limited portion of its potency.
If we wish to move beyond this condition, it is necessary to question this separation, this hierarchy, and to examine more deeply its historical formation and construction. 
We may begin by drawing inspiration from Michel Foucault's proposal regarding the archaeology of knowledge. According to the French philosopher, our attention—and our questioning—should not be directed solely toward the phenomenon itself, toward what is immediately visible, but rather toward its history; that is, toward the processes through which it became what it is and acquired the form in which it appears to us today. Following this line of thought, we realize that the body is a surface of historical inscription, a record through which culture is inscribed upon subjects. Instead of asking what the body tells us about ourselves, we should ask what it reveals about our culture and about our historical present. In other words, the body constitutes an index of contemporaneity and an indicator of a field of problematization.
This field of problematization is, above all, a field of forces – body is a field of forces. Historically, in the West, during the 1960s and 1970s, the body became a territory of resistance and political contestation. Shortly thereafter, however—particularly from the late 1970s throughout the 80s and 90s—it was gradually captured by post-industrial capitalism, by what Eva Illouz (2007) has termed emotional capitalism and what Antonio Negri and Carlo Vercellone (2008) describe as cognitive capitalism. Through this process of capture, capitalism succeeded in investing precisely in the desiring force that had animated those bodies, unsettling them and launching them into disruptive trajectories of differentiation. From that moment onward, differentiation itself became a collective movement appropriated by consumer culture.
Thus, beyond its presumed biological evidence and its seemingly placid materiality, the body is history, culture, and subjectivity. Certainly, it is also skin, muscles, bones, and organs; yet all of these are traversed by culture, history, and processes of subjectivation. For this reason, it is necessary to deepen the very concept of the body, to expand its processuality, and to emphasize its intensive dimension. To this end, I propose the concept of bodying[footnoteRef:2][footnoteRef:3] [or to body], a neologism I developed during my doctoral research precisely to account for a becoming-body. This conceptual shift allows us to move beyond the noun—so often possessive—and toward the verb, transforming body into an ongoing process that opens us to bodily processuality, to becoming, and to diversity, while reconnecting thought and body. Quoting: [2:  See Foucault, 1989.]  [3:   Sander, 2006.] 

Bodying is the process that draws thought and body into a relationship in which both become open to forces and to the intensive through their encounters and assemblages. Such a relationship involves an extra-ordinary corporeality—and perhaps the body can no longer sustain its own name, no longer preserve any simple continuity, but instead becomes dense. Densification is the method—the operation—through which one engages in bodying. The density produced through this process is precisely that of the encounter between thought and body: a becoming-body only becomes possible when ways of acting and thinking converge, and this convergence is produced through a density experienced in movement (Sander, 2006, p. 77).


2. 	Body and(in) Dance: Toward Another Mode of Thought
How might such densification be fostered? How can thought and body be reconnected? More importantly, how might bodies recover their vocation for resisting capitalist capture?
One possible path—and the one that concerns us here—is through experimentation in dance. Dance enables us to reconsider the relationship between thought and body by way of another connection: movement. Whenever we think of a danced movement and of the way it is performed, we soon realize that movement cannot be directed solely by conscious intention. In other words, movement cannot be governed by a commanding or controlling thought. Dance makes this especially evident, as philosopher and improvisation scholar Gary Peters[footnoteRef:4] so convincingly demonstrates. [4:  See Peters, 2017, p.117 e ss.] 

Thought and body can therefore experience another form of relationship, one that is closer to Spinoza's doctrine of parallelism: a relationship of profound reciprocity and collaboration. 
The question of the mind-body relationship inevitably leads us to the problematization of subjectivity. Indeed, if we are speaking of the body beyond a dichotomous perspective, we are necessarily speaking of a body-subjectivity. More accurately, we are speaking of a culturally constructed and lived body-subjectivity. The culture to which we refer here is that of postmodernity, with all its traps and challenges. Among these, perhaps the most pervasive is the capture of subjectivity by consumerism, a process through which the body itself is transformed into a commodity—both for the consumption of others and for our own self-consumption.
For this reason, connecting body-subjectivity and culture requires, in practice, an emphasis on processes, on processualities, thereby enabling the reclamation of the body's potency through creation.
This experience of the body as a corporeal-subjective potency in process, mediated by expressive movement, recalls what the Brazilian thinker Suely Rolnik (2004) describes as a search for expressive matter, a notion that also resonates with the philosophy of the nineteenth-century German philosopher Friedrich Nietzsche.
In The Birth of Tragedy, Nietzsche (1992) develops the interplay between two principles embodied by two Greek deities: Apollo, representing form, and Dionysus, representing force. Nietzsche argues that the power of classical Greek art lies precisely in the complementary composition of these two dimensions: form and force. Thus, when we speak here of a search for expressive matter within the relationship of body-subjectivity, we are referring to the challenge of giving form to force. Among the various possibilities through which the body may embody the forces that traverse it, our research has focused on dance improvisation. It is this investigation that we now present.
3. 	Methodological Notes
The research project Dance Improvisation: Artistic Creation and Education is a theoretical-practical investigation carried out between September 2022 and March 2025 in Belo Horizonte, Minas Gerais, Brazil. Situated within an interdisciplinary field, the study draws upon complementary methodological approaches. Above all, the need to think in movement, and to think through affects. 
In this research process, the researcher—or thinker—is, above all, a thinker-experimenter. One must allow oneself to be affected; one must think through affects[footnoteRef:5], adopting here Spinoza's understanding of affect as developed by Gilles Deleuze. [5:  See Deleuze, 1988, p.55 e ss] 

That, our methodological approach sought to advance research in the arts of the body by bringing together thought, movement, and creation. Our aim was to think body and subjectivity through their own movements and through their potential for integration, accepting the challenge not merely of observing events but of actively investigating them in our bodies
About the Research
Structurally, the project consisted of three interconnected dimensions:
a) Literature review: focused on publications concerning improvisation, Contact Improvisation, body and education, and dance education.
b) Practical sessions in dance improvisation: organized around a series of prompts designed to stimulate experimentation. These prompts were structured around foundational principles of Contact Improvisation[footnoteRef:6], drawing primarily upon Steve Paxton, Thomas Kaltenbrunner, and Hugo Leonardo da Silva. The sessions took place through a weekly improvisation practice group composed of the project coordinator and undergraduate research fellows. Field notes were recorded throughout the process, followed by reflective group discussions at the conclusion of each meeting. [6:  See Kaltenbrunner, 2004; Paxton, 1993; Silva, 2013.] 

c) Filming: during these improvisation sessions, we experimented with filming dance through video recording. After filming, the recorded material underwent an equally improvisational editing process, carried out without predefined scripts or storyboards. This process ultimately resulted in thirteen completed videodances.
4. 	Where We Have Been—and Danced
As mentioned at the beginning of this lecture, one of the principal gaps in arts education—beyond the issue of the body already discussed—is the separation between the artist and the arts educator. Throughout our research, what we have sought to recover is precisely this dimension of artistic creation and the ways in which it can coexist with education, constituting what we understand as art education.
As a project dedicated simultaneously to artistic creation and education, we have sought to understand and explore the possibilities of dance improvisation across three complementary dimensions in improvisation:
· in danced movement;
· in image capture ("dancing with the camera");
· in the editing process and the creation of videodances.
From our weekly improvisation sessions, at least twenty-five of these encounters included image capture, carried out both in indoor settings (the rehearsal studio) and in public spaces, as well as within Visual Arts exhibitions—a practice we have come to call "dancing with the arts."
Throughout these meetings, we focused on artistic creation through experimentations prompted by specific themes, such as foundational elements of Contact Improvisation; philosophical concepts such as space and time; or site-specific experimentations, such as our experimentation at the University's Ecological Station (UFMG). These experimentations were subsequently transformed, through an improvisational creative process, into videodances. To date, we have produced thirteen videodances, all available on YouTube and Instagram. We also produced a short documentary entitled Space to Dance, likewise available on YouTube.
Our research and artistic experimentation generated numerous questions, particularly concerning the methodology of working with improvisation. It is within this territory that we have sought to formulate problems while simultaneously experimenting with improvisational structures capable of generating artistic outcomes—video recordings, videodances, and performance material—without imposing a rigidity that would undermine the very nature of improvisation. Rather, our aim has been to bring together structure and creative freedom within a single artistic practice.
At the same time, we have sought to systematize the use of these tools for educational contexts, particularly in dance education. We believe that video art can become an important point of connection with students in primary and secondary education, bridging a medium already familiar to them—the screen, the moving image—and the content we wish to introduce: the arts. In the specific case of dance, this offers the possibility of connecting what is already familiar to students with a new universe of creation through the body in movement, by means of dance improvisation.
5. 	An Invitation to Experimentation
Earlier I spoke of the need to find forms for forces—of Dance's potency in bringing form and force into relation.
The French philosopher Gilles Deleuze (2003), in his remarkable study of the British painter Francis Bacon, Francis Bacon: The Logic of Sensation, argues that Bacon's paintings reveal an intensive torsion, a deformation of bodily form capable of giving expression to force.
Writing about the same painter, David Sylvester (1990), in his biographical study of Bacon, refers in the book's title to the "brutality of fact." This notion of an intensity of the flesh—often brutal—may initially appear metaphorical, yet in the bodily arts it is frequently something quite literal.
Consider, for example, the American dancer Martha Graham's Lamentation (1930). What Graham embodies there is deformation itself. In this work, she twists, stretches, and distends form—the fabric itself (the lycra)—so that forces may pass through it. We should also remember that this was a woman dancing in the 1930s, attempting not only to break away from classical dance (ballet), but also to transform the social position of women within her historical moment.
The notion of deformation resonates profoundly with what we have developed and explored throughout this research. At the same time, it speaks directly to an urgent question confronting formal education today: What place do bodies occupy within the school?
As we confront the normalization of the body—its formatting and regulation—our analyses have led us to recognize the necessity of a rupture: a rupture with the ordinary body. The central pursuit in theatre, dance, and performance has always been to move beyond the ordinary body—not in a pejorative sense, but in the sense of the everyday body.
Dance, performance, and theatre all seek an extraordinary body, or, to use Eugenio Barba's term, an extra-daily body.[footnoteRef:7] [7:  See Barba & Savarese (1991).] 

This same search is present in dance improvisation and, more specifically, in Contact Improvisation. This dance practice possesses its own distinctive way of producing such an extra-daily condition. Contact Improvisation continually challenges gravity, placing the body in situations where stable equilibrium is no longer possible. The body is brought into states of precarious balance, and from this instability movement emerges—movement that is neither ordinary nor rehearsed, neither predetermined nor pre-established.
Another particularly compelling aspect of this extra-daily condition is its capacity to create new possibilities—that is, new possible forms of existence.
What is particularly interesting about Dance, in this regard, is that it can foster an encounter with an unknown within the body through the experience of expressive movement. Moreover, it can also invites us to imagine this possibility within the school.
Ultimately, bringing the relationship between art, body-subjectivity, and formal education to the center of our discussion is, inevitably, an invitation to experimentation and to risk.
The fact is that we have increasingly found ourselves confronting a school institution that has been progressively emptied—of resources, of meaning, of interest, and of those who work within it. Perhaps for precisely this reason it has become urgent that we dare to bring our artistic practices into the territory of the school: to sow this ground once again, to render fertile a terrain that has, in many cases, become barren.
We must set foot there—and dance—so that the potency of the school may express itself through diverse and joyful processes of body-subjectivation.
We must deform what is ordinary, everyday, and normalized, so that other processes of subjectivation may become possible; so that we may open ourselves to bodily processualities; so that we may resist—and RE-EXIST.
The short documentary produced from the experimentations carried out within the research project is entitled Space to Dance. The title emerged during the creation of a videodance exhibition that we organized at the end of 2024 and that remained on display from November 28 to December 19 of that year in the Espaço de Poéticas [Poetics Space], an exhibition venue for artistic productions at the School of Education of the university (UFMG).
While planning the exhibition within that gallery space, we realized that what was truly needed was, quite literally, a space to dance. If viewers felt invited to dance by the videodances, there should be a place where they could do so. And that’s exactly what we created: we left an open area directly in front of the projection screen and placed on the floor the words: SPACE TO DANCE.
I would like to conclude by suggesting that this idea also applies to basic education—to our schools. We need to deform these ordinary educational spaces and create extraordinary spaces of experimentation.
Spaces to dance.
If dance is social from its deepest roots it means that it is intrinsicly political, as a transformative force.
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