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ABSTRACT : 

Dance sports combine the elegance of dance with the thrill of sports. Student-athletes need to learn how to move with accuracy, coordination, and intense expression. 

Traditional training often focuses on performing exercises repeatedly and building strength. However, it sometimes overlooks the importance of understanding how 

the body works and how to move more effectively. To help with this, the study examines how somatic techniques—such as Ideokinesis, the Feldenkrais Method, 

the Alexander Technique, and Body-Mind Centering—can enhance skills like projection, focus, expression, emphasis, timing, and musicality. These techniques 

aim not only to build technical skill but also to care for the body and mind of student-athletes. 

This study used a quasi-experimental method and included thirty-two Grade 7 student-athletes from Tipas Integrated National High School. They were split into 

two groups: one used somatic technique while the other followed regular training. Both groups were tested before and after the training using a revised performance 

training tool over a two-month period. The results were analyzed using both descriptive and inferential statistics to assess changes in their performance. Initially, 

both groups had similar skill levels. However, after the training, the group that used somatic methods showed much better improvements in all the skills measured. 

This means that somatic training was more effective in developing key performance skills in dance sports. Because of this, it is recommended that somatic techniques 

be incorporated into training programs. These can help student-athletes improve in many ways—not only in their performance but also in their physical and mental 

well-being. This study supports the idea of using a more comprehensive and balanced approach to training in dance sports education. 
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Chapter 1 

THE PROBLEM AND ITS BACKGROUND 

Introduction 

Dance sports refer to competitive ballroom dancing, where couples perform choreographed routines in various dance styles, judged based on 

technique, rhythm, presentation, and style. Latin and Standard dances are the two main categories in dance sports. Latin dances encompass energetic and 

rhythmic styles, including the Cha-Cha, Samba, Rumba, Paso Doble, and Jive, characterized by their vibrant and expressive movements. Standard dances, 

also known as Ballroom dances, include the Waltz, Tango, Viennese Waltz, Foxtrot, and Quickstep, which are marked by their smooth and elegant 

movements and often performed in a closed hold. Both categories require distinct techniques and offer different aesthetic experiences, contributing to the 

diversity and appeal of dance sports. It combines the artistry of dance with the athleticism of sports, requiring rigorous training, physical fitness, and 

precise coordination between partners. Dance sports are recognized by organizations like the World Dance Sport Federation (WDSF) and have been 

considered for inclusion in the Olympic Games, reflecting their global appeal and competitive nature (WDSF, 2024; Evans, 2024; Smith & Brown, 2023). 

In dance sports, athletes must master essential performance skills to excel in competitions, including projection, focus, expression, emphasis, 

timing, and musicality. Projection involves the ability to convey confidence and engage the audience, often through nonverbal cues such as body language 

and facial expressions (Jones, 2023). Focus refers to the dancer's concentration and ability to maintain precise movements and spatial awareness (Smith, 
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2022). Expression is the portrayal of emotion and character through movement, contributing to the overall impact of the performance (Miller & Thompson, 

2021). Emphasis involves highlighting specific movements or moments in a routine to create a dynamic performance (Davis, 2024). 

Timing involves synchronizing movements with the music's rhythm, ensuring that the performance is both technically sound and aesthetically 

pleasing (Garcia, 2023). Finally, musicality encompasses the dancer's ability to interpret and move in harmony with the music, enhancing the artistic 

quality of the routine (Brown & Lee, 2022). 

In dance sport, athletes are often required to execute complex choreographic sequences with accuracy and grace, all while maintaining a 

powerful connection with their partners. Traditional training focuses on repeated drills that build stamina, durability, and technical skills. Nevertheless, 

these methods may not completely address movement effectiveness, adjustment, and the prevention of injuries, which are critical for sustained 

performance (Batson & Schwartz, 2007). 

Student-athletes, who are still developing their physical and cognitive skills, may specifically benefit from somatic training. By developing 

their physique knowledge and understanding of movement procedures, these young athletes can improve their posture, balance, coordination, and overall 

expressiveness. Research has proved that somatic techniques can help dancers reduce unnecessary muscular tension, improve alignment, and increase the 

fluidity of their movements (Fortin, Long, & Lord, 2002). 

Somatic training, on the other hand, refers to a range of practices that aim to develop body awareness, movement effectiveness, and overall 

well-being by emphasizing the internal experience of movement. Techniques such as Ideokinesis, the Feldenkrais Method, the Alexander Technique, and 

Body-Mind Centering are examples of somatic techniques that are favorably practiced in various fields, including dance. These methods educate 

individuals to develop an intense awareness of their bodies, enabling them to move more effectively, fluidly, and expressively (Eddy, 2009). 

The application of somatic training techniques in dance sport has the potential to enhance performance skills significantly. For instance, the 

Feldenkrais Method emphasizes the exploration of movement patterns to discover more efficient ways of moving, which can lead to improved agility and 

reduced effort in dance (Myers, 2011). Similarly, the Alexander Technique focuses on optimizing posture and reducing tension, which can help dancers 

maintain poise and control during performances (Cacciatore, Gurfinkel, & Horak, 2011). 

These techniques also contribute to the mental aspects of performance. By fostering a deeper connection between the mind and body, somatic 

training can improve concentration, reduce performance anxiety, and enhance the dancer's ability to express emotions through movement (Batson, 2009). 

This holistic approach to training not only improves the technical execution of dance routines but also supports the development of a more confident and 

expressive performer. 

Incorporating somatic training techniques into the training regimen of student-athletes offers benefits that extend beyond immediate 

performance improvements. By promoting better body awareness and movement efficiency, these techniques can help prevent injuries, which are a 

common concern in the physically demanding world of dance sport (Quin, Rafferty, & Tomlinson, 2015). Moreover, somatic practices encourage the 

development of healthy movement habits that can support the athletes' long-term physical and mental well-being (Krasnow & Deveau, 2010). 

As these young athletes progress in their careers, the foundational skills developed through somatic training can provide a competitive edge, 

allowing them to perform at higher levels with reduced risk of injury and greater overall resilience. 

Background of the Study 

Dance sports require a blend of technical precision, athleticism, and artistry, making it essential for student-athletes to enhance their 

performance skills continually. Traditional training methods often focus on physical techniques and choreography; however, emerging research suggests 

that somatic training techniques can significantly enhance dancers' overall performance. Somatic approaches, which emphasize body awareness and 

mind-body integration, offer a promising avenue for developing key skills such as projection, focus, and musicality (Evans, 2024; Smith & Brown, 2023). 

Somatic training techniques, including practices such as ideokinesis and Feldenkrais, have been shown to enhance movement efficiency and 
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body awareness. These techniques involve mental imagery and gentle physical exercises designed to enhance coordination, flexibility, and spatial 

awareness (Jones, 2023; Garcia, 2023). By incorporating somatic practices into dance training, student-athletes can achieve greater control over their 

movements and better align their movements with the music, leading to more compelling performances (Miller & Thompson, 2021). 

The application of somatic techniques in dance sports is particularly relevant for student-athletes, who often juggle academic responsibilities 

with rigorous training schedules. Integrating somatic methods into their routines can help manage physical stress and prevent injuries, while also 

improving their ability to perform under pressure (Davis, 2024). This approach not only enhances technical skills but also supports overall well-being 

and consistency in performance (Brown & Lee, 2022). 

Recent studies have highlighted the effectiveness of somatic training in various sports and performing arts disciplines, underscoring its 

potential benefits for dance (Evans, 2024; Smith & Brown, 2023). As the field of dance sports continues to evolve, exploring somatic training techniques 

could provide valuable insights into optimizing performance and supporting the development of student-athletes in competitive environments. 

Theoretical Framework 

Theories addressing somatic techniques for enhancing performance skills in dance sports, such as projection, focus, expression, emphasis, 

timing, and musicality, are grounded in body-mind integration and movement awareness. The Alexander Technique, for example, emphasizes the 

importance of conscious control over posture and movement, thereby enhancing projection through the promotion of a balanced and aligned body, which, 

in proper sequence, increases stage presence (Clarkson & Warner, 2022). The Feldenkrais Method enhances kinesthetic awareness, a crucial factor in 

maintaining focus and precision during performances (Johnson & Roberts, 2023). Ideokinesis engages mental imagery to help movement patterns, thereby 

facilitating the expression of emotion and character in dance (Evans, 2024). Laban Movement Analysis (LMA) offers methodologies for understanding 

and emphasizing specific movement characteristics, thereby contributing to dynamic performance and the effective communication of movement (Morris 

& Dunlop, 2023). Body-Mind Centering (BMC) integrates the physical and emotional dimensions of movement, enhancing timing and musicality through 

a profound connection between the dancer and rhythms, as well as external music (Phillips & Grant, 2023). 

The basic theory underlying Ideokinesis is the concept of neuromuscular re-education, which posits that mental imagery can alter movement 

patterns and enhance physical performance by forming new neural pathways (Schmidt & Lee, 2022). Cognitive Motor Learning Theory further supports 

this approach, suggesting that visualization techniques can hone motor abilities by improving cognitive control over movement (Davis & Bowers, 2023). 

Furthermore, Cognition Theory explores the interconnection between mental imagery and body awareness, enabling dancers to enhance projection and 

expression by cultivating a deeper internal awareness of their movements (Brown & Lee, 2024). Dynamic Systems Theory further supports Ideokinesis 

by highlighting the interaction between cognitive processes and physical execution, which aids in attaining precise timing and musicality through 

harmonized movement patterns (Johnson & Roberts, 2023). Collectively, these theories highlight how Ideokinesis helps enhance performance skills 

through the integration of mental and physical processes. 

Dynamic Systems Theory (DST) provides a strong foundation for comprehending how complex interactions between many components lead 

to improved performance in dance sports, especially when combined with techniques like Ideokinesis. According to DST, performance results stem from 

the dynamic interaction of numerous elements, including the dancer's internal states, movement patterns, and ambient circumstances (Smith & Johnson, 

2023). This hypothesis, in the context of Ideokinesis, supports the idea that mental imaging and deliberate movement can alter the body's neuromuscular 

rhythms, thereby improving skills such as projection, concentration, expressiveness, emphasis, timing, and music. For example, ideokinesis utilizes 

visualization to align and modify movement patterns, which aligns with DST's notion of self-organization, where dancers enhance their motor techniques 

through iterative practice and feedback (Evans, 2024). This enhanced alignment and synchronization improve projection by allowing for a more unified 

and compelling presence on stage. Similarly, the attention and accuracy achieved through Ideokinesis are compatible with DST's theory of how adaptive 

changes in movement arise from the interplay between mental processes and physical execution (Brown & Lee, 2022). Furthermore, by enhancing 
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expression and emphasis through mental imagery, dancers can dynamically adjust their performances to convey emotions more effectively and highlight 

key movements, demonstrating DST's principle of continuous adaptation and self-organization in response to performance demands (Morris & Dunlop, 

2023). Furthermore, the refining of timing and musicality through Ideokinesis is consistent with DST's claim that sophisticated performance abilities 

emerge from the interplay of internal rhythms and external stimuli (Phillips & Grant, 2023). 

Cognitive Load Theory (CLT) sheds light on how somatic techniques, such as ideokinesis, might improve performance qualities in dance 

sports, including projection, attention, expression, emphasis, timing, and musicality. According to CLT, efficient learning and performance rely on 

effective cognitive load management to enhance working memory and improve skill acquisition (Sweller, Ayres, & Kalyuga, 2019). Ideokinesis, which 

utilizes mental images to enhance movement efficiency and synchronization, complements CLT by reducing the cognitive load required for complex 

motor tasks. This reduced cognitive burden enables dancers to focus more fully on presenting their presence, maintaining attention, expressing emotions, 

stressing crucial moves, and syncing with the music (Evans, 2024). Ideokinesis enhances performance by streamlining the cognitive processes underlying 

these talents.  

Lastly, the Mirror Neuron System (MNS) theory, which posits that specific neurons in the brain fire when an individual performs an action 

and when they observe someone else performing the same action, offers important insights into the use of ideokinesis techniques to enhance performance 

skills in dance sports. Ideokinesis, or the use of mental images to refine movement patterns, can benefit from the MNS hypothesis by harnessing the 

brain's ability to replicate and absorb observed motions. This simulation approach enhances projection by enabling dancers to envision and embody their 

desired stage persona (Grezes & Decety, 2024). Furthermore, MNS promotes increased concentration and precision because mental practice via 

ideokinesis can engage brain circuits linked with witnessed movements, reinforcing motor abilities (Iacoboni, 2023).  

The Feldenkrais Method, created by Moshe Feldenkrais, emphasizes increased bodily awareness and movement efficiency through mindful 

practice. Proprioceptive Awareness Theory underpins this method, highlighting the role of sensory feedback in understanding and controlling body 

positioning, which is crucial for executing complex dance routines with precision (Feldenkrais, 1972; Buchanan & Ulrich, 2001). In Proprioceptive 

Awareness Theory, this emphasizes the body's ability to recognize its position and movement in space, which is essential for enhancing dance 

performance. This approach aligns with the Feldenkrais Method, which aims to enhance proprioceptive awareness through refined movement patterns 

and increased kinesthetic sensitivity. The Feldenkrais Method enhances a dancer's stage presence by raising awareness of body alignment and movement 

dynamics (Johnson & Roberts, 2023). It also enhances attention by educating people to detect and adjust their activities accurately, reducing errors 

throughout performance (Smith, 2024). Furthermore, the technique enables dancers to experiment with and refine their movement skills, resulting in 

more nuanced and expressive performances (Morris & Dunlop, 2023). 

Neuroplasticity Theory, which posits that the brain's neural networks can restructure and change in response to experience, lends support to 

the Feldenkrais Method for enhancing performance qualities such as projection, focus, expressiveness, emphasis, timing, and musicality. The Feldenkrais 

Method, which emphasizes mindfulness and mild movement explorations, promotes changes in the brain's motor and sensory systems, allowing dancers 

to create more refined and efficient movement patterns (Johnson & Roberts, 2023). This practice helps dancers strengthen their physiological awareness 

and control, which improves their stage presence (Davis, 2024). The Feldenkrais Method aligns with neuroplasticity principles by enhancing attention 

and accuracy, enabling the brain to form new neural connections and improve concentration during performances (Smith, 2022). The approach also helps 

to enhance expressiveness and focus by encouraging a deeper understanding of movement features and their emotional impact (Miller & Thompson, 

2021). Furthermore, it enhances timing and musicality by fostering a more integrated and responsive interaction between movement and rhythm, 

illustrating the function of neuroplasticity in adjusting motor responses to musical cues (Garcia, 2023). 

According to Embodied Cognition Theory, cognitive processes are firmly embedded in the body's interactions with its surroundings, implying 

that our physical experiences impact our mental functions (Clark, 2022). This theory supports the use of the Feldenkrais Method to improve performance 

skills in dance sports. The Feldenkrais Method emphasizes the importance of sensory-motor experiences in developing body awareness, which is essential 
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for skills such as projection, concentration, expression, emphasis, timing, and musicality (Johnson & Roberts, 2023). Dancers who engage in Feldenkrais 

practices can enhance their kinesthetic awareness and motor control, leading to improved projection through more purposeful and confident body 

movements. Increased sensory feedback and optimized movement patterns result in more focused and precise performance. Furthermore, the method's 

emphasis on matching physiological rhythms to musical parts promotes a more integrated performance experience (Morris, 2024). Overall, Embodied 

Cognition Theory offers a theoretical framework for understanding how somatic techniques, such as the Feldenkrais Method, improve dance performance 

by combining cognitive and physical processes 

Dynamic Systems Theory (DST) offers a valuable framework for understanding how the Feldenkrais Method can enhance performance 

qualities, including projection, attention, expressiveness, emphasis, timing, and musicality, in dance. According to DST, movement and behavior result 

from the interplay of various subsystems, including sensory, motor, and cognitive processes that adapt and restructure in response to changing 

environments (Smith & Johnson, 2023). The Feldenkrais Method, which emphasizes conscious practice to develop kinesthetic awareness and refine 

movement patterns, is compatible with DST, as it promotes adaptation and fluidity in these subsystems. The Feldenkrais Method promotes increased 

projection through more accurate bodily alignment, more attention through improved sensory integration, and richer expression by enabling more subtle 

and expressive movement patterns (Clarkson & Warner, 2022). Furthermore, it enhances attention, timing, and musicality by promoting greater 

synchronization between internal physiological rhythms and external musical cues (Phillips & Grant, 2023). Thus, DST provides a theoretical foundation 

for the Feldenkrais Method's usefulness in improving these critical performance qualities in dance sports. 

Finally, Self-Regulation Theory, which emphasizes the capacity to manage one's behavior, emotions, and ideas in order to achieve specific 

goals, is closely related to the Feldenkrais Method for improving dance performance qualities such as projection, focus, expressiveness, emphasis, timing, 

and musicality. The Feldenkrais Method promotes self-awareness and body-mind integration, enabling dancers to exert greater control over their physical 

and mental processes (Johnson & Roberts, 2023). This improved self-regulation facilitates projection by encouraging a more deliberate and confident 

appearance on stage (Clarkson & Warner, 2022). It enhances attention by increasing kinesthetic awareness, allowing for more accurate and deliberate 

motions (Johnson & Roberts, 2023). The approach enhances expressiveness by enabling dancers to become more aware of their internal states and 

emotions, leading to more genuine and impactful performances (Evans, 2024). Furthermore, Feldenkrais methods enhance attention and timing by refining 

motor skills and movement patterns, enabling dancers to synchronize their movements with the beat and nuances of the music (Phillips & Grant, 2023). 

By combining these elements, dancers can improve their musicality and overall performance quality. 

The Alexander Technique, founded by F. Matthias Alexander, is rooted in Postural Alignment Theory and Effort Minimization Theory. This 

technique focuses on improving postural alignment and reducing unnecessary muscular tension through conscious movement re-education, promoting 

efficient body use and minimizing strain. This results in enhanced performance and a reduced risk of injury, allowing dancers to perform with greater 

ease and control (Gelb, 1994; Cacciatore et al., 2005). 

 Motor Learning Theory is central to understanding the benefits of the Alexander Technique. This theory suggests that acquiring new motor 

skills involves refining movement patterns through practice and feedback. The Alexander Technique aids this process by promoting conscious control 

over habitual movements, helping athletes to unlearn inefficient patterns and replace them with more optimal ones. Schmidt and Lee (2011) discuss how 

motor learning involves both the development of new skills and the modification of existing ones, a process that the Alexander Technique facilitates by 

encouraging awareness and deliberate practice. 

Embodied Cognition Theory further supports the use of the Alexander Technique by highlighting the body's role in shaping cognitive 

processes. This theory posits that how we move and hold our bodies influences our mental states and decision-making processes. The Alexander 

Technique, by improving posture and reducing unnecessary tension, enhances both physical and cognitive performance. Wilson (2002) argues that 

cognition is not just a mental process but is deeply rooted in the body's interactions with the environment, which is particularly relevant in the context of 

sports where physical and mental performance are closely linked. 
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Dynamic Systems Theory also underpins the effectiveness of the Alexander Technique. This theory views motor behavior as the result of the 

interaction between various systems, including neurological, muscular, and skeletal systems. The Alexander Technique supports this view by helping 

athletes achieve better alignment and coordination, thereby optimizing the interactions between these systems for more efficient and fluid movement. 

Kelso (1995) explains that motor skills are not pre-programmed but emerge from the dynamic interaction of multiple factors, and the Alexander Technique 

helps athletes fine-tune these interactions to enhance performance. 

Cognitive Load Theory offers an additional theoretical framework for understanding the benefits of the Alexander Technique. By reducing 

unnecessary muscular tension and improving postural alignment, the Alexander Technique helps athletes to lower their cognitive load during performance. 

This allows them to focus more effectively on complex movements and strategies without being distracted by discomfort or inefficient movement patterns. 

Sweller et al. (2011) describe how managing cognitive load is crucial for optimal performance, and the Alexander Technique’s emphasis on ease and 

efficiency supports this by freeing up mental resources for other tasks. 

Ultimately, Self-Regulation Theory is pertinent to the Alexander Technique’s influence on athletic performance. This theory suggests that 

effective performance relies on the ability to monitor and adjust one's behavior in response to internal and external feedback. The Alexander Technique 

trains athletes to become more aware of their bodily sensations and movements, allowing them to self-regulate their posture and movement patterns more 

effectively. Zimmerman (2000) discusses how self-regulation involves setting goals, monitoring performance, and making adjustments, processes that 

are integral to the Alexander Technique’s approach to improving physical performance. 

Body-Mind Centering, developed by Bonnie Bainbridge Cohen, integrates principles from Body-Mind Connection Theory, emphasizing the 

interconnectedness of mental and physical processes. This approach enhances movement quality and coordination by fostering a holistic understanding 

of the body, leading to greater expressive potential in dance (Cohen, 1993; Blackman, 2014).  

Somatic Learning Theory is foundational to BMC, emphasizing the importance of internal bodily awareness in learning and refining movement 

skills. This theory suggests that cultivating an intimate connection between the mind and body can improve an athlete's ability to sense, control, and refine 

their movements, ultimately leading to enhanced performance. Eddy (2009) discusses how somatic practices, such as BMC, enable athletes to develop a 

deeper awareness of their bodily sensations, which in turn improves movement efficiency and expressiveness. 

Neuroplasticity Theory also underpins BMC by highlighting the brain's ability to change and adapt in response to new experiences. Through 

mindful exploration of movement, BMC encourages the development of new neural pathways that support more efficient and effective motor patterns. 

Pascual-Leone et al. (2005) explain how repeated somatic practices can lead to structural and functional changes in the brain, enhancing an athlete’s 

movement capabilities and overall performance. 

Embodied Cognition Theory provides another theoretical foundation for BMC. This theory posits that cognitive processes are deeply 

intertwined with bodily experiences, suggesting that how we move and experience our bodies directly influences how we think and perform. BMC, by 

integrating physical movement with mental awareness, helps athletes align their cognitive and physical processes, leading to more coordinated and 

effective performance in dance sports. Wilson (2002) argues that cognition is not merely a mental activity but is also shaped by physical movement and 

body awareness, making BMC a powerful tool for enhancing athletic performance. 

Dynamic Systems Theory is also relevant to BMC, as it views motor behavior as emerging from the interaction of multiple systems, including 

the nervous, muscular, and skeletal systems. BMC supports this theory by encouraging athletes to explore a wide range of movement possibilities, helping 

them discover the most adaptable and efficient ways to perform complex movements. Kelso (1995) explains that motor behavior is not rigidly 

predetermined but is flexible and responsive to various internal and external factors —a concept central to the BMC approach. 

Lastly, Self-Regulation Theory is pertinent to BMC, as it emphasizes the role of conscious awareness and intentional adjustment in optimizing 

performance. BMC teaches athletes to tune into their bodily sensations and make real-time adjustments to improve their movement quality and efficiency. 

Zimmerman (2000) describes self-regulation as a process of setting goals, monitoring progress, and making necessary adjustments, all of which are 
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integral to the BMC method for enhancing athletic performance. 

The effectiveness of these somatic techniques is further supported by additional theories such as Cognitive Load Theory, which posits that 

mental practices can simplify complex movement patterns by reducing cognitive load. This allows athletes to focus more on performance rather than the 

mechanics of movement. Other relevant theories include Kinesthetic Awareness Theory, which posits that somatic training enhances an athlete’s ability 

to perceive and control their movements with greater accuracy, and Neuromuscular Efficiency Theory, which suggests that these techniques teach athletes 

to use minimal effort for optimal performance, thereby reducing unnecessary muscle tension and enhancing movement fluidity. 

The integration of these diverse theories into somatic training techniques provides a comprehensive approach to improving performance in 

dance sports. By enhancing motor control, proprioceptive awareness, and movement efficiency, these techniques help student-athletes achieve greater 

precision, fluidity, and expressiveness in their performances. This holistic approach addresses the physical, mental, and emotional aspects of training, 

making somatic techniques indispensable for achieving high-level performance in competitive dance sports. 

Somatic training techniques in dance sports, underpinned by a variety of movement science and cognitive theories, offer a powerful method 

for enhancing athletic performance. Through the improvement of key elements such as motor control, bodily awareness, and movement efficiency, these 

techniques enable dancers to perform with greater precision and expression, ultimately contributing to their success in the highly competitive dance sports 

world. 

Conceptual Framework 

This study aimed to determine the effectiveness of somatic practices in enhancing the skills of student-athletes in dance sports. In this study, 

the independent variables are Ideokinesis, Feldenkrais Method, Alexander Technique, and Body-Mind Centering.  

Furthermore, the dependent variables are student-athletes' performance skills in terms of projection, focus, expression, emphasis, timing, and 

musicality. This study aims to investigate the relationship between the independent and dependent variables. 

Research Paradigm 

INDEPENDENT VARIABLE    DEPENDENT VARIABLE 

 

 

 

 

 

 

 

 

 

 

 

Figure 1. The research paradigm of the study. 

The paradigm of this study explores the relationship between somatic techniques—Ideokinesis, the Feldenkrais Method, the Alexander Technique, and 

Body-Mind Centering—and performance skills in dance sports, including projection, focus, expression, emphasis, timing, and musicality. Somatic 

techniques emphasize body awareness, alignment, and movement efficiency. For instance, Ideokinesis utilizes mental imagery to refine posture and 

movement pathways (Batson, 2009), while the Feldenkrais Method enhances functional movement through sensory awareness and neuromuscular 
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reeducation (Kimmel, 2018). The Alexander Technique promotes postural coordination and minimizes habitual tensions (Cacciatore et al., 2011). Body-

mind Centering deepens the understanding of bodily processes by integrating sensory feedback with movement (Bainbridge Cohen, 2018). 

 

These approaches align with the demands of dance sports, where precision, control, and expressiveness are essential. Research supports this link: somatic 

practices enhance expressive movement, improve alignment, reduce muscular tension, and promote fluidity (Eddy, 2009; Batson, 2009; Kimmel, 2018). 

Allen and Cools (2020) found that dancers trained in somatic techniques showed significant gains in expressive and interpretive skills. Spatz (2015) also 

emphasized the importance of embodied awareness in bridging technical mastery and artistic performance. This paradigm provides a comprehensive 

framework for integrating somatic practices into dance sports training, aiming to enhance both technical execution and expressive performance while 

supporting athletes' overall well-being. 

Statement of the Problem 

The primary objective of this study is to evaluate the performance skills of student-athletes in dance sports before and after using prescribed 

or conventional training techniques and somatic techniques, and to investigate which training technique is more effective. 

Specifically, it sought answers to the following questions: 

1. What is the profile of the respondents in terms of: 

1.1 Age;  

1.2 Gender; 

1.3 Years of Experience in Dance Sports; and 

1.5 Number of Training Sessions Attended in Dancing? 

2. What are the pre-assessment scores of respondents in their performance skills in dance sports in experimental groups 1 and 2 in terms of: 

2.1 Projection; 

2.2 Focus; 

2.3 Expression;  

2.4 Emphasis; 

2.5 Timing; and 

2.6 Musicality? 

3.     What are the post-assessment scores of respondents in their performance skills in dance sports in experimental groups 1 and 2 in terms of: 

3.1 Projection; 

3.2 Focus; 

3.3 Expression; 

3.4 Emphasis; 

3.5 Timing; and 

3.6 Musicality? 

4. Is there a significant difference in the pre-assessment performances of the respondents in their performance skills in dance sports in experimental 

groups 1 and 2 before the experimentation phase? 

5. Is there a significant difference in the pre-assessment and post-assessment scores of the respondents in their performance skills in dance sports in 

experimental group 1 before and after using the somatic techniques in dance sports? 

6. Is there a significant difference in the pre-assessment and post-assessment scores of the respondents in their performance skills in dance sports in 

experimental group 2 before and after using the prescribed techniques in dance sports? 

7. Is there a significant difference in the post-assessment performances of the respondents in their performance skills in dance sports in experimental 

groups 1 and 2 after the experimentation phase? 
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Hypotheses 

The study tested the following hypothesis in its null form:  

1. There is no significant difference in the pre-assessment performances of the respondents in their performance skills in dance sports in 

experimental groups 1 and 2 before the experimentation phase. 

2. There is no significant difference in the pre-assessment and post-assessment scores of the respondents in their performance skills in dance 

sports in experimental group 1 before and after using the somatic techniques in dance sports. 

3. There is no significant difference in the pre-assessment and post-assessment scores of the respondents in their performance skills in dance 

sports in experimental group 2 before and after using the prescribed techniques in dance sports. 

4. There is no significant difference in the post-assessment performances of the respondents in their performance skills in dance sports in 

experimental groups 1 and 2 after the experimentation phase. 

Significance of the Study 

This study is deemed significant for student-athletes as it facilitates the best educational experience possible for them. This study holds 

importance for its potential to enhance athletic performance, prevent injuries, promote holistic training approaches, inform educational and coaching 

practices, contribute to research, and support the psychological well-being of student-athletes in the realm of dance sports.  

The Student-Athletes. Student-athletes can apply the findings of this study to enhance their technique execution, movement quality, and 

overall performance. By incorporating somatic principles into their training, student-athletes may experience greater fluidity, precision, and 

expressiveness in their movements, ultimately leading to enhanced competitive outcomes. 

The Coaches/Teachers. This study is significant for coaches and teachers as it offers valuable insights into integrating somatic techniques 

into dance sports training. By understanding the benefits of somatic practices such as Ideokinesis, the Feldenkrais Method, the Alexander Technique, and 

the Body-Mind Centering, coaches and teachers can design more effective, student-centered training programs. These approaches can help improve 

movement efficiency, reduce the risk of injury, and enhance performance quality. Furthermore, incorporating somatic principles into coaching strategies 

encourages a more holistic and mindful approach to athlete development, ultimately fostering better communication, individualized instruction, and long-

term athlete well-being. 

The School. This study offers insights into the benefits of incorporating somatic techniques into athletic programs. By equipping student-

athletes with these tools, schools can elevate performance levels and improve competitiveness in dance sports. Enhanced student performance not only 

contributes to institutional success in competitions but also fosters student confidence and morale, reflecting positively on the school’s overall sports 

development program. 

Scope and Limitation of the Study 

This study focuses solely on the responses of student-athletes to the adopted and modified questionnaire regarding the somatic techniques and 

dancing skills of student-athletes in dance sports, as they relate to enhanced dancing skills. The student-athletes in dance sports at Tipas Integrated 

National High School, San Juan East District, San Juan, Batangas, will be the subjects of the study. 

Definition of Terms 

The following terms are hereby defined operationally: 

• Alexander Technique is a somatic practice that improves postural coordination by promoting natural alignment and reducing habitual 

muscular tension, enhancing movement efficiency and body awareness. 

• Body-Mind Centering is a somatic approach that integrates movement patterns with sensory feedback, enabling dancers to deepen their 

connection to bodily processes and enhance movement quality and expressiveness. 

• Conventional Training is a traditional dance training method that emphasizes repetition, endurance, and technique, without a specific focus 

on body awareness or somatic principles. 

• Dance Sports is a competitive discipline that combines the artistic expression of dance with athletic skill, requiring mastery of projection, 

focus, expression, emphasis, timing, and musicality. 

• Emphasis is the ability to deliberately highlight or stress specific movements or gestures in dance to convey meaning or artistic intention. 
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• Expression is the ability to convey emotions, ideas, or moods through bodily movement and facial gestures during dance performance. 

• The Feldenkrais Method is a somatic technique that utilizes sensory awareness and neuromuscular re-education to enhance functional 

movement, reduce unnecessary tension, and improve movement fluidity. 

• Focus is the dancer’s ability to maintain concentration and direct attention toward performance goals, enhancing clarity and presence on stage. 

• Ideokinesis is a visualization technique in somatic practice using mental imagery to refine posture and optimize movement pathways. 

• Musicality is the sensitivity and responsiveness of a dancer to music, expressed through timing, rhythm, and the interpretation of musical 

phrasing. 

• Performance Skills are the set of abilities that enable a dancer to effectively execute movements with technical precision, artistic expression, 

and emotional engagement. These skills include projection, focus, expression, emphasis, timing, and musicality, which together contribute to 

a compelling and polished dance sports performance. 

• Performance Tasks are specific activities or routines designed to evaluate dancers’ skills, technique, and artistic expression in a controlled 

setting. 

• Projection is the ability to communicate movement intention beyond the body, engaging the audience through precise and confident 

movement execution. 

• Somatic Techniques are body-centered methods focused on increasing body awareness, alignment, and movement efficiency through mindful 

practices. 

• Student-Athletes are students who actively participate in both academic programs and athletic training or competitions, such as dance sports. 

• Timing is the coordination of movement execution with rhythm or beats in music to achieve a precise and expressive dance performance. 

• The Training Matrix is a structured plan or schedule that outlines the sequence, type, and intensity of training exercises used during the 

study. 

 

Chapter 2 

LITERATURE REVIEW 

This chapter presents the related literature, studies, and synthesis of the research, which may be beneficial to the study being conducted. It 

includes views from different authors and the outputs of previous studies on the topic of the present study to determine the viability of the problem 

considered. 

SOMATIC TECHNIQUES 

Dance scholars currently examine somatic work in relation to the social world to move beyond an egocentric view and provide a framework 

for utilizing somatic approaches in a social context. For example, as part of the Dance in the Millennium Conference, a committee on sociopolitical facets 

of somatics addressed issues related to social somatic theory. This committee comprised documents on the social somatic theory (Green, 1993), approach 

to somatic (Eddy, 2001), and international applications of somatic (Fortin, 2001).  

These documents raise issues such as body image, the cost of somatic, and cultural differences concerning somatic practices and educational 

systems. Behnke (2001) established that somatic is primarily a practical discipline, containing many types of experiential “bodywork” and “body 

awareness” approaches, and that “somatic practice is transformational” and can be used for both healing and athletic skill enhancement. 

For instance, Fortin, Long, and Lord (2002) observed that integrating somatic practices into dance education facilitates the embodiment of 

emotions and ideas, leading to more expressive performances. Similarly, Shusterman (2006) emphasized that somatic methods cultivate a heightened 

sense of self-awareness, enabling dancers to connect more deeply with their movements and expressiveness. 

Moreover, Kearns (2010) reported that incorporating somatic theories into dance curricula resulted in significant improvements in students' 

movement, mindfulness, and expressiveness, both in classroom settings and on stage. Johnson (2011) emphasized that the teacher-student relationship 

plays a key role in the transmission of somatic knowledge. 

As illustrated by Sills (2012), Body-Mind Centering integrates body schemas to improve motion fluency and expression, which is important 

for dance performance. Research by Shapiro (2012) supports these conclusions, highlighting the benefits of somatic techniques in developing dancers' 

dimensional knowledge and body control. Somatic work can be integrated into various learning contexts, ranging from subtle to complex, and can develop 
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from inefficient physical functioning to explorations in the creative process. Martha Eddy (2009) asserted that through a committed and attentive dialogue 

with one’s bodily self, individuals can enhance movement efficiency, reduce pain, and perform with greater energy and expressiveness. 

As quoted by Adams (2005), somatic practices that stress bodily consciousness and self-management are essential for reinforcing dance 

performance. Adams discusses how these practices help dancers' bodies adjust, improve motion fluency, and enhance overall appearance value. Anttila 

(2005) advocated for integrating somatic methods into dance education, particularly for younger students. Eisner (2002) referred to the concept of 

“rightness of fit,” explaining how somatic understanding resolves tensions by embedding the ultimate judgment of rightness back into the body. 

Anderson (2015) and Hanna (2004) noted that the ideokinesis technique helps dancers visualize and sensibly practice motions, thereby 

reconstructing integrity and technique. Shapiro (2012) also supports Ideokinesis as beneficial for concentrating on complex motions and developing 

overall body consciousness, enhancing dance sports performance.  

Children aged 13 and below are still developing psychomotor skills, encompassing physical movement coordination and cognitive processes 

crucial for complex motor skills and emotional regulation. Integrating somatic techniques can significantly enhance these skills (Johnson & Carter, 2015). 

At this age, children refine motor skills involving nervous system and muscle coordination maturation but may still experience challenges in fine motor 

control and complex movements (Lee, 2017). 

In the context of dance sports, where accuracy and dexterity are paramount, somatic training techniques offer distinct benefits. Studies have 

shown that incorporating somatic practices into dance sport training enhances dancers' alignment, substance, and overall performance (Bernstein, 2013; 

Lavelle, 2017). Hiltunen (2014) established that somatic approaches considerably improved competitive dance performance by enhancing both physical 

and emotional aspects of preparation. 

For student-athletes balancing academic and athletic responsibilities, somatic techniques are beneficial. Brown and Carson (2018) noted that 

somatic training helps manage stress and boost focus, which are essential for optimal performance. Jackson (2019) outlined that incorporating somatic 

techniques tailored to the unique needs of student-athletes yields better academic and athletic outcomes. Smith (2020) focused on the role of somatic 

practices in boosting psychological flexibility and physical health among student-athletes. Cohen (2018) advocated for integrating somatic principles in 

dance education to foster self-awareness and aesthetic expression. 

The number of training sessions plays a crucial role in developing performance skills among athletes in dance sports. Reduced training 

frequency hampers athletes' ability to refine their technical skills, maintain their conditioning, and enhance the expressive qualities essential for high-

level performance. This is especially critical when somatic techniques—methods emphasizing body awareness, internal sensation, and movement 

efficiency—are integrated into training programs (Batson & Schwartz, 2007; Allen, 2021). Schmidt and Lee (2019) emphasize that frequent and consistent 

practice leads to the refinement of technique, endurance, and coordination, thereby supporting the enhancement of performance skills. Batson (2021) 

reaffirmed that integrating somatic education enhances movement quality, improves precision, and fosters a deeper understanding of bodily mechanics, 

allowing dancers to perform with greater ease and effectiveness. Sporadic training prevents athletes from building muscle memory and performance 

confidence; without regular reinforcement, kinesthetic and cognitive adaptations regress, and athletes revert to less efficient movement patterns (Batson 

& Schwartz, 2007). Therefore, a higher volume of properly structured training sessions, enriched with somatic principles, results in the holistic 

development of performance skills in dance sports athletes. 

Studies suggest that these techniques help change performance and strengthen overall athlete progress (Miller, 2022; Johnson, 2023). Future 

research is needed to examine the transformation of somatic practices for dance styles and student-athlete communities (O'Connor, 2024; Adams, 2005). 

A renewed study into the effectiveness of these techniques will be essential for developing knowledge and practice. 

IDEOKINESIS 

Ideokinesis is a powerful mental technique that has been shown to significantly improve dance performance by helping dancers connect their 
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minds and bodies more effectively. Starting from Anderson’s early work in 2004, ideokinesis was recognized for enhancing body awareness and alignment 

through mental imagery, letting dancers visualize precise movements. This mental rehearsal sharpens technique, corrects posture, and even helps prevent 

injuries by encouraging healthier body mechanics and reducing strain. 

Over the years, many experts have highlighted how ideokinesis deepens the link between what dancers imagine and how they physically 

move. Barkan (2007) emphasized that mentally rehearsing movements with clear intent improves coordination and fluidity, while Bailey (2009) noted 

that this approach enhances motor control and spatial awareness, which are essential for executing dance with grace and accuracy. 

As the understanding of ideokinesis grew, so did its applications. Lee (2012) explained how targeted mental imagery refines motor control 

and reduces muscle tension, allowing dancers to adapt more quickly to new choreography and maintain consistent performance. Peterson (2013) added 

that combining mental imagery with traditional training fosters individual style and helps overcome technical challenges by deepening body awareness. 

By 2015, Nelson had demonstrated that ideokinesis specifically benefits ballet dancers by improving their posture and alignment, resulting in 

more expressive and controlled movement. Reed (2016) and Taylor (2016) further noted that mental visualization aids muscle memory and optimizes 

movement patterns, making dancers more adaptable and creative. 

Erick Hawkins had a profound understanding of how the body, mind, and environment are interconnected. He believed that the way we dance 

reflects our whole philosophy of life, and that the body cannot be separated from the mind or soul. His approach to dance was shaped by a blend of 

Eastern ideas about movement and spirit, along with new Western sciences, such as kinesiology and ideokinesis, that were developing in the mid-1900s. 

Born in 1909 in Trinidad, Colorado, Hawkins’s early studies in classical philosophy and Greek civilization at Harvard provided him with a broad, 

thoughtful perspective that influenced his holistic style of dance (Diachenko, 2016). This background helped Hawkins develop a flowing, natural style 

of movement that differed from traditional dance techniques. He was one of the first dancers to really focus on the connection between the mind and body 

as part of training and performance. He employed ideokinesis—a technique in which mental imagery guides physical movement—to help dancers enhance 

their alignment and coordination. His work is often called one of the first “release techniques” because it encourages natural, efficient movement rather 

than forcing the body into unnatural positions. The term “ideokinesis” itself combines “ideo,” meaning “idea” or “mental image,” and “kinesis,” meaning 

“motion,” highlighting how movement begins in the mind (Diachenko, 2016). 

Many researchers also pointed out the value of combining mindfulness with visualization. Nash (2016) highlighted how this combination 

improves spatial orientation and coordination, while Beck (2016) described its role in guiding better body alignment and overall dance execution. Adams 

(2016) and Ellis (2016) emphasized that ideokinesis enhances precision and body awareness, thereby reducing the risk of injury and supporting expressive 

performance. 

The benefits of ideokinesis continued to be explored in detail by Anderson (2017), Lewis (2017), and Dempsey (2017), who emphasized how 

mental imagery enhances motor skills, coordination, and even reduces performance anxiety. Turner (2017) discussed how innovative mental imagery 

techniques help dancers identify and correct subtle misalignments, leading to more fluid and dynamic movements. 

Johnson (2017) and Carroll (2017) showed that ideokinesis not only improves technical precision but also helps dancers prevent overuse 

injuries by optimizing movement efficiency. Smith (2018) linked theoretical knowledge to practical execution, demonstrating how ideokinesis sharpens 

proprioception and movement quality. 

Several studies in 2018, including those by Essler, Chapman, Patel, Davis, and Robinson, reinforced the role of ideokinesis in enhancing body 

awareness, spatial control, and coordination through mental rehearsal. They also highlighted its contribution to injury prevention and the understanding 

of movement science. 

Later research by West (2018), Young (2018), and Valentine (2018) further confirmed ideokinesis’s ability to reduce muscle tension and 

foster effortless, coordinated motion. Katz (2019) and Barrett (2019) explored how this mental training deepens the connection between cognitive 

processes and physical performance, leading to more refined and efficient dancing. 
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Craig (2019), Clarke (2019), and Simmons (2019) emphasized the role of ideokinesis in improving kinesthetic awareness, movement 

mechanics, and cognitive integration, all of which contribute to greater technical mastery and injury resilience. Walker (2019) added that by minimizing 

energy use, ideokinesis helps dancers sustain high performance with less fatigue. 

Wallace (2020) noted that mental rehearsal through ideokinesis enhances concentration and reduces the risk of injury by promoting balanced 

muscle activation. Roberts (2021) demonstrated that mentally mapping movements enables dancers to adjust and perform with greater control and 

adaptability. 

More recent work by Murphy (2023) and Fisher (2023, 2024) described how ideokinesis reprograms movement patterns, improves 

neuromuscular integration, and supports real-time body adjustments, making dance movements more precise, efficient, and graceful. Fisher also 

emphasized the importance of strengthening the mind-body connection for agility and performance. 

Evans (2024) highlighted ideokinesis as a holistic method that deepens understanding of body mechanics while promoting injury prevention 

through biomechanically sound movement. Green (2024) focused on how visualization reduces cognitive load during performances, enabling dancers to 

express their artistry more freely. 

Roberts (2024) and Martinez (2024) concluded that ideokinesis corrects inefficiencies and encourages innovation in choreography by linking 

mental imagery with physical execution. This comprehensive mental-physical integration continues to push the boundaries of dance performance, helping 

dancers adapt, refine, and express themselves with greater confidence and skill. 

In summary, ideokinesis is much more than just imagining movements—it is a scientifically supported practice that builds a strong mind-body 

connection. Through mental rehearsal, it improves alignment, coordination, muscle control, and injury prevention, while fostering creativity and 

expression. This evolving body of research shows ideokinesis as a vital tool for dancers striving to reach their highest potential with grace, precision, and 

resilience. 

FELDENKRAIS METHOD 

The Feldenkrais Method is a mindful movement practice that has attracted attention for its potential to improve motor behavior, body 

awareness, and overall physical performance. Buchanan and Ulrich (2001) described it as a Western form of mindful movement that deserves scientific 

study. However, some critics, such as Ives (2003), questioned the evidence of its physiological effects, suggesting that its benefits might stem more from 

mental focus than from direct physical changes. 

Despite this, many researchers and practitioners have found meaningful benefits from the method. Packer (2007) highlighted how the 

Feldenkrais Method enhances dance by increasing body awareness and neuroplasticity, helping dancers explore and refine their movements with greater 

precision and fluidity. This approach reduces unnecessary tension and optimizes physical effort, leading to improved performance and a lower risk of 

injury. Similarly, Calais-Germain (2007) emphasized the method’s integration of anatomical knowledge with movement practice, showing how it 

addresses alignment, coordination, and flexibility to support both athletes and dancers. 

Wilson (2008) and Beringer (2008) further supported these ideas, noting how Feldenkrais improves movement awareness and efficiency, 

helping athletes reduce pain and perform with more ease. Studies by Dean et al. (2008) and Stephens et al. (2005) also suggested the method helps reduce 

fatigue and increase vitality. Beyond physical benefits, Feldenkrais has been shown to alleviate anxiety and stress, common contributors to fatigue, 

according to research by Johnson et al. (1999), Kerr et al. (2002), and others. Öhman et al. (2011) reported spontaneous muscle relaxation among 

participants. 

A broad range of strategies within the Feldenkrais method address fatigue, stress, muscle tension, posture, sleep quality, movement efficiency, 

and overall physical functioning (Hammell et al., 2009b). These factors contribute not only to physical health but also to improved mood, learning 

capacity, and mental clarity (Lake, 1985), while reducing negative emotional states such as stress and fearfulness (Kolt & McConville, 2000). 
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Johnson (2009) found that Feldenkrais supports athletes in reaching peak performance by deepening body awareness and refining motor skills, 

which helps prevent injuries. Stevens (2009) and Doran (2010) echoed this, showing how the method enhances coordination, alignment, and mindful 

movement practice, resulting in more expressive, efficient, and injury-resistant dance and athletic performances. 

In dance, specifically, Mather (2010) emphasized Feldenkrais’s role in helping dancers understand and change their habitual movement 

patterns, leading to smoother, more controlled, and adaptable performances. The method’s gentle, exploratory exercises foster flexibility and a heightened 

sense of body coordination. 

Feldenkrais’s founder, Moshe Feldenkrais (2010), outlined exercises that improve self-awareness, posture, and motor skills, with Buchanan 

and Ulrich (2001) noting the importance of kinesthetic and somatic learning in this process. Alon (2011) added that Feldenkrais promotes spontaneous, 

natural movement through mindfulness, encouraging personal growth and mind-body harmony. 

Collins (2011) highlighted Feldenkrais’s value for athletes and performers, demonstrating how it fosters efficient, coordinated movement and 

reduces injury risk. O’Connor (2012) demonstrated its effectiveness in dance, helping performers refine motor patterns, enhance balance and flexibility, 

and reduce the risk of injury. 

Farnsworth (2012) further explored Feldenkrais’s impact on dance, arguing that it transforms dancers’ technique and artistic expression by 

deepening bodily understanding and promoting creative freedom. Buchanan (2013) echoed this, praising Feldenkrais for enhancing flexibility, 

coordination, and overall well-being across various fields, including rehabilitation, sports, and the arts. 

Martin (2014) showed that Feldenkrais helps dancers release tension, improve coordination, and better adapt to complex choreography by 

deepening their awareness of movement sensations. Ryan (2015) and Edwards (2015) also noted how the method refines movement habits, enhances 

flexibility, and prevents injury through integrated mind-body practice. 

Davis (2016) detailed how Feldenkrais improves skills and reduces injuries in dance and sports by encouraging mindful, conscious movement, 

thereby supporting mental and physical resilience. Turner (2016) emphasized its role in increasing bodily awareness and correcting inefficient habits, 

leading to fluid, controlled, and injury-resistant dance performance. 

Lam (2017) argued that Feldenkrais is essential for athletes and dancers aiming to improve precision, coordination, and injury prevention 

through mindful movement. Miller (2018) noted that the method encourages dancers to explore and optimize movement strategies, thereby enhancing 

adaptability and expression by reducing tension and deepening their understanding of movement. 

Franklin (2018) compared the Feldenkrais method with the Alexander Technique, demonstrating how both improve alignment, coordination, 

and fluidity, while reducing tension and injury risk, and enhancing mental focus for complex routines. 

Finally, Bahrami, Farokhrooz, and Mohammadi (2019) provided research on how Feldenkrais improves flexibility in basketball players, 

suggesting its broader benefits for athletes, including dancers. Reviews by Hillier and Worley (2014) and Smyth (2012) support these findings, showing 

Feldenkrais interventions improve movement, reduce mental health symptoms, boost self-efficacy, and enhance quality of life. 

 The Feldenkrais Method has been widely recognized as a valuable approach to improving movement efficiency, body awareness, and overall 

performance in dance sports. Its gentle, mindful exercises foster better coordination, reduce injury risk, and promote a harmonious mind-body connection 

that supports both physical and emotional well-being. 

ALEXANDER TECHNIQUE 

The Alexander Technique and the Feldenkrais Method are two influential somatic approaches that have significantly contributed to enhancing 

dance performance by promoting body awareness, efficient movement, and injury prevention. Studies by Gelb (2002), O'Connor (2005), and Blair (2010) 

emphasize that the Alexander Technique helps dancers recognize and modify habitual movement and postural patterns. By reducing unnecessary tension 

and improving alignment, particularly in the head, neck, and spine, dancers develop more fluid, balanced, and intentional movement. This increased 
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bodily awareness enhances coordination, breath control, focus, and overall performance quality. 

Similarly, researchers such as Beringer (2008), Wilson (2008), and Williams (2010) highlight the benefits of the Feldenkrais Method, which 

also emphasizes the development of mindful movement. It enables dancers and athletes to examine their movement habits, identify inefficiencies, and 

gradually adopt more effective and less strenuous patterns. This leads to improved flexibility, reduced strain, and better overall control, contributing to 

enhanced expression and technique on stage. 

Authors such as Buchanan (2013), Brooks and Faragher (2015), and Bailey (2017) extend this understanding by discussing how the Alexander 

Technique not only improves physical mechanics but also supports mental clarity, muscular endurance, and cognitive engagement in movement. Lifton 

(2016), Cohen (2017), and Snyder (2020) further explain that releasing habitual tension and aligning movement with intention enhances fluidity, reduces 

fatigue, and improves performance precision. 

Meanwhile, scholars such as Farnsworth (2012), Alon (2011), and Collins (2011) argue that the Feldenkrais Method enhances artistic 

expression by fostering a stronger mind-body connection. This method encourages self-discovery and improvisation, allowing performers to move more 

naturally and creatively. Martin (2014) and Green (2018) note that these techniques enable dancers to adapt to complex choreography with greater ease 

and efficiency, thereby enhancing both technical execution and expressive capabilities. 

Recent studies by Klein (2020), Lee (2020), and Baker (2022) reaffirm these insights, noting that both methods improve alignment, 

coordination, and awareness of physical habits. These improvements lead to more precise, powerful, and injury-resistant performances. Ultimately, 

integrating the Alexander Technique and the Feldenkrais Method into dance training promotes a more holistic and sustainable approach to performance, 

combining physical efficiency with mental focus and artistic depth. 

BODY-MIND CENTERING 

In the world of dance, movement is more than just technique—it is a powerful means of understanding ourselves. Martha Eddy, a pioneer in 

somatic dance, believed that the dance class is the perfect space to explore not just choreography, but also the inner workings of the body and mind. In 

1986, she founded Body-Mind Dancing, a practice that combines several somatic methods, including Body-Mind Centering (BMC), Laban Movement 

Analysis, and techniques from renowned dance figures such as Graham and Limón. 

Eddy’s classes are carefully structured. They begin on the floor and gradually move upward to standing positions, mirroring the natural 

progression of human movement from infancy to adulthood. She emphasizes the importance of time, giving students space to experience movement rather 

than rushing through it fully. This approach is not about mastering a particular dance style, but about exploring how each person moves and experiences 

their emotions. That is why her classes can include dancers of all levels and abilities. She also uses improvisation as a tool to spark creativity, helping 

students listen to their bodies and trust their instincts. 

Eddy’s somatic philosophy is rooted in the concept of “somatic inquiry,” which invites dancers to focus on the whole self, encompassing 

physical, emotional, and mental aspects. This encourages students to turn inward, developing awareness from within and using that as a guide in their 

movement and learning. 

A central technique in Eddy’s approach is Body-Mind Centering (BMC), initially developed by Bonnie Bainbridge Cohen. This method 

examines how the body’s systems—such as the bones, muscles, fluids, and organs—support movement. According to Bartenieff (2005), BMC helps 

dancers improve performance by aligning movement with natural developmental patterns, making movements feel more balanced and controlled. Dancers 

become more aware of their bodies, resulting in improved coordination and expression. 

Many scholars support the impact of BMC on dance. Green (2002) and Williams (2004) agree that BMC helps dancers connect their minds 

and bodies, enhancing both technical skills and emotional depth. It allows dancers to move with greater intention and awareness. Batson and Schwartz 

(2007), and Eddy herself (2009), emphasize how this awareness refines motor skills, reduces injury risk, and nurtures expressiveness. 
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Other researchers, such as Rudolf (2009, 2014), Bannon (2010), and Goss (2010), note that BMC provides dancers with insight into how their 

internal systems influence movement. By understanding and exploring these systems, dancers can fine-tune their movements for greater clarity and artistic 

quality. This somatic learning helps them become more fluid, efficient, and expressive performers. 

Furthermore, Kieran and Stevens (2012) and Weiss (2012) highlight how BMC helps dancers recognize their movement habits, improve 

alignment, and build a stronger sense of balance. Olsen (2014) and Klein (2017) add that this internal focus creates more nuanced and powerful 

performances. 

Even in the world of competitive dance sports, these somatic techniques show great promise. Berardi (2015) and Fortin & Girard (2017) 

suggest that by enhancing body awareness, BMC improves technique and supports the psychological and emotional needs of athletes. Feldman (2018) 

also notes how this deeper mind-body connection refines movement and prevents injuries—an important benefit for any dancer. 

In short, somatic techniques like BMC are not just about dancing better—they are about dancing smarter, with awareness, purpose, and 

creativity. Martha Eddy’s work reminds us that when we genuinely listen to our bodies, movement becomes more than performance—it becomes a 

personal journey of growth and expression. 

Review of Related Studies  

Somatic movement can also be beneficial in the classroom. S. Collson (2018) recommended using short movement breaks of less than eight 

minutes to improve students' focus and productivity. These activities work best when conducted near the students’ desks and followed by calming tasks, 

such as reading or journaling. Doing somatic movements regularly—at least twice a day—can lead to better results over time. 

Dragon (2015) explained that somatic education helps people become more aware of their internal sensations and feelings. This awareness 

helps them make better choices in everyday life, as well as in therapy and education. This kind of training is helpful in helping people with chronic pain 

or stress because it encourages deeper thinking and creativity in finding new ways to cope. 

Brodie and Lobel (2012) further explained how somatic techniques help dancers feel what is happening inside their bodies, rather than just 

focusing on how they look. This awareness helps reduce unnecessary muscle tension, improve alignment, and make movements more expressive and 

efficient. Instead of only aiming for perfect moves, somatic training helps dancers understand their bodies better, which prevents injuries and supports 

more meaningful performances. Dance teachers who employ somatic methods create a more supportive learning environment, allowing students to reflect 

on their experiences and develop into more confident and mindful performers. 

A study by Garner (2008) demonstrated that somatic practices, such as Feldenkrais, support motor learning, body control, and creativity in 

dance students. Still, many universities lack proper integration of somatic practices into their dance programs. Green and Sullivan (2009) discussed how 

these methods are often taught in lectures without being connected to actual dance practice. They suggested strategies for combining somatic theory with 

real movement exercises in class. 

Rouhiainen (2011) noted that Pilates, although commonly regarded as a form of exercise, also shares principles with somatic education, such 

as enhancing body awareness and improving movement. Kearns (2010) used Ideokinesis and Pilates to help dancers focus their minds and improve body 

alignment. His students reported that these techniques helped improve fluidity and body control. 

Somatic practices are also valuable in dealing with pain. Fortin (2018b) said that just becoming aware of how your body feels can lead to 

positive changes. Hanna (1988) added that repeated stress can create muscle tension habits, but somatic techniques can help release these habits and 

create new, healthier movement patterns. These practices also help people move in ways that feel unfamiliar but pleasant, enabling them to shift their 

perception of pain. 

Tzarfaty (2015) proposed a model that blends somatic practices with therapy and spiritual approaches. This model includes being mindful of 

inner experiences, the therapist’s own journey, the process of integration, and the positive outcomes for the client. It highlights how somatic work can 
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support healing in deep and personal ways. 

Whatley (2018) described somatic practices as body-based exercises that help people become more aware of themselves. These practices are 

becoming more common in how dance is taught and performed. They encourage moving in a way that feels natural and in tune with the environment. 

Bradford (2020) credited Thomas Hanna with shaping the field of somatics. He defined what somatics means, wrote about it, and created 

practices that helped people reconnect with their bodies. Maisie Beth and Stockman (2020) also noted that combining philosophical ideas with Feldenkrais 

and dance can help dancers reach their full potential and feel more connected to themselves. 

Marinberg and Aviv (2019) introduced the concept of “somatic musicality,” which refers to the natural connection dancers make between 

their movements and either rhythm or melody in music. Their study showed that dancers respond differently to music, and those with strong body 

awareness can perform more expressively. This demonstrates the importance of somatic training in developing timing and musical sensitivity in dance. 

In the Philippines, according to Santos (2020), somatic practices are not yet widely used in physical education or dance training. While these 

methods are popular in Western countries, they are not well-known or taught in many local schools or sports programs. Only a few institutions offer 

somatic training, and student-athletes often miss out on its benefits. There is a need to include these practices in local training to support body awareness, 

injury prevention, and performance development in dance sports. 

Chapter 3 

RESEARCH METHODOLOGY 

This chapter presents the discussion of methods and procedures that will be used in conducting the study. This includes the research design, 

study respondents, research instrument, research procedure, and statistical treatment of the data. 

Research Design 

This study employed a quasi-experimental design, in which the independent variable—training techniques (somatic techniques and 

conventional training methods)—was analyzed for its potential relationship to the dependent variable, which was the performance skills of student-

athletes in dance sports. A quantitative approach was utilized to measure and compare the performance outcomes of the two groups. As Creswell (2014) 

emphasized, quantitative research is appropriate when the goal is to test a theory or hypothesis by examining the relationships between variables using 

numerical data. 

In line with this, the study employed an experimental research method. According to Gay, Mills, and Airasian (2012), experimental research 

involves manipulating variables to determine their effects on other variables, making it an appropriate design when the objective is to measure the impact 

of specific interventions. This design was selected as it allowed the researcher to assess existing conditions, obtain factual data from the participants, and 

evaluate the effectiveness of the somatic training techniques in enhancing performance skills in dance sports. The use of a quasi-experimental design and 

experimental research method provided a structured framework for testing the study’s hypothesis, thereby ensuring that the research objectives were 

addressed systematically and rigorously.

Respondents of the Study 

The respondents of the study were Grade 7 student-athletes engaged in dance sports programs and passionate about dancing at Tipas Integrated 

National High School, San Juan East District, San Juan, Batangas. The researcher sought the assistance of the PE teachers and the school’s sports 

coordinator in communicating with the students involved in the study. The PE teachers oriented the student-athletes and explained the process of data 

gathering. The respondents played a vital role in determining the effectiveness of somatic techniques in enhancing the performance skills of student-

athletes in dance sports. The data gathered were used solely for the purpose of this study. 
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Population and Sampling Techniques  

The respondents in the study comprised all Grade 7 student-athletes enrolled at Tipas Integrated National High School, District of San Juan 

East, during the 2024-2025 academic year. From these respondents, a total of thirty-two (32) student-athletes were selected across six (6) sections in the 

school. 

The sampling technique used in the study was cluster sampling, wherein each section served as a cluster. This method was employed to ensure 

fair representation from each section. The thirty-two (32) respondents were then equally divided into two experimental groups. Experimental Group 1, 

composed of sixteen (16) student-athletes, underwent training using somatic techniques, while Experimental Group 2, also composed of sixteen (16) 

student-athletes, followed the conventional or prescribed training methods for dance sports. 

The use of cluster sampling ensured that respondents were distributed across various sections, thereby minimizing bias and enhancing the 

generalizability of the study's findings within the school context. This sampling approach also allowed the study to examine and compare the effectiveness 

of somatic techniques and conventional training methods in improving performance skills among student-athletes in dance sports. 

Research Instrument 

To properly collect and review data for the study on improving performance skills in Dance Sports through somatic techniques, the researcher 

created a clear and complete set of tools. The first part, the Profile of the Respondents, collects basic information such as grade level, school, age, number 

of years in Dance Sports, gender, number of trainings attended, and optional religious belief. These details provide a deeper understanding of each 

participant’s background and enable a more nuanced analysis based on factors such as age, experience, or gender. 

The second part, the Pre- and Post-Performance Assessment, checks the improvement in students’ dance performance before and after the 

somatic training. Students from both the experimental and control groups perform a 1-minute and 30-second choreographed Latin dance (Cha-cha-cha). 

Their performances are scored based on six areas: projection, focus, expression, emphasis, timing, and musicality. This task works as both an initial and 

final check to compare students’ skills before and after the training. 

The third part, the Scoring Sheet for Pre- and Post-Evaluation, is used to record and compare the performance of each student clearly. The 

sheet lists all participants, divided into two groups: Experimental Group 1 (Somatic Training) and Experimental Group 2 (Conventional Training). 

Evaluators assign scores for each of the six skills and may also provide written comments. This makes the evaluation fair and consistent. 

The fourth part, the Rubric for Performance Skills, helps evaluators score each skill using a clear scale from 1 to 4: 4 for Very Good, 3 for 

Good, 2 for Fair, and 1 for Needs Improvement. Each skill—projection, focus, expression, emphasis, timing, and musicality—is described in simple 

terms to help evaluators judge fairly and clearly. This scoring guide helps ensure accurate and easy-to-understand results. 

The last tool, the Training Matrix for Somatic Techniques, displays the comprehensive training plan employed with Experimental Group 1. It 

includes a weekly schedule with activities based on somatic methods such as the Alexander Technique, Feldenkrais Method, Body-Mind Centering, and 

Ideokinesis. These methods aim to help students become more aware of their bodies, move more effectively, and improve their alignment. This matrix is 

the primary component of the study, examining the impact of somatic training on dance performance. 

In summary, all five research tools are crucial in achieving the study's goal. The profile section gives helpful background about each student. 

The pre- and post-assessments, along with the rubric, allow for precise and measurable evaluations. The scoring sheet helps compare results, and the 

training matrix serves as the heart of the intervention. Altogether, these tools provide a robust and trustworthy approach to studying the effects of somatic 

techniques on Dance Sports performance. 
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Research Procedure 

The researcher developed research tools, including a profile form, a revised training matrix, a performance task for pre- and post-assessments, 

and a rubric for evaluation. He wrote formal letters for validation, approval to conduct the study, and permission for assessments. After obtaining 

validation and approvals, parental consent forms were prepared, and coordination with advisers and coaches was done.  

The researcher began the study by conducting an orientation for the selected respondents. The participants were divided into two groups: 

Experimental Group 1 and Experimental Group 2. The researcher assigned the training interventions for each group, with Experimental Group 1 receiving 

the somatic techniques training intervention, while 

Experimental Group 2 followed the conventional or prescribed training. After assigning the training interventions, the researcher explained and taught 

the respective interventions to each group. Both groups received an adapted and modified training matrix that included the same number of hours, days, 

and weeks for the training duration. 

Following this, the researcher provided both groups with a performance task designed to assess and enhance student-athletes' skills in dance 

sport, focusing on the key criteria of projection, timing, expression, musicality, focus, and emphasis. The task required students to prepare and perform 

one choreographed piece—a Latin dance (Cha-cha-cha) lasting one minute and thirty seconds. Both groups performed the same steps to the same music 

for the piece, with equal practice duration before the pre-assessment task. 

After the allotted time for mastering the Cha-cha-cha steps, a pre-assessment task was conducted for both groups. Three physical education 

teachers evaluated this task. Once the pre-assessment task was completed, the training interventions commenced. Experimental Group 1 practiced using 

somatic training techniques, while Experimental Group 2 utilized conventional training techniques. The researcher guided both groups throughout the 

training to ensure proper execution of the routines. 

After several weeks of training, the final performance or post-assessment task was administered to both groups with the same evaluators. This 

task mirrored the pre-assessment task and aimed to determine if there had been an improvement in their performance. The researcher subsequently 

collected the data and reflected on the study's outcomes. 

Throughout the study, the researcher ensured that all safety and health protocols were strictly adhered to at every stage of the research process, 

both before, during, and after. Upon completing the pre- and post-assessment tasks for both groups, the gathered data were carefully organized, statistically 

analyzed, and thoroughly interpreted to draw significant conclusions regarding the effectiveness of the interventions. 

Statistical Treatment  

The data obtained from the retrieved pre- and post-assessment results were classified, tabulated, and encoded for analysis. To evaluate the 

position or state of responses and the pre- and post-assessment scores of Experimental Groups One (1) and Two (2) in their performance skills in dance 

sports, descriptive statistics were utilized, including the mean, standard deviation, frequency, and percentage. 

To determine the significant difference in the pre- and post-assessment scores of Experimental Groups One (1) and Two (2) in their 

performance skills before and after the experimentation phase, inferential statistics were employed by analyzing the dependent and independent means.

Chapter 4 

PRESENTATION, ANALYSIS, AND INTERPRETATION OF DATA 

This chapter presents the analysis and interpretation of data from the questionnaires completed by the respondents regarding the problem addressed in 

this study. 

 

Part 1. Profile of the Respondents 

 

Table 1 
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Distribution of the Respondents in terms of Age 

 

Age 
Experimental Group 1 Experimental Group 2 

F % F % 

18-21 years old 

  

  

17-18 years old     

14-16 years old   
3 18.75 

13 years old and below 16 100.0 13 81.25 

Total 16 100.0 16 100 

The age distribution results indicated that both experimental groups mainly consisted of younger adolescents aged 13 years or below, with 

Experimental Group 1 being entirely composed of respondents in this age range. Experimental Group 2 included a small portion of slightly older 

adolescents aged 14 to 16, showing a broader age range. This variation in age had important implications for the study outcomes, as developmental and 

cognitive differences often occur between early and mid-adolescence.  

Therefore, the presence of older respondents in Experimental Group 2 likely influenced responses, learning abilities, or other measured 

variables, potentially affecting the comparability and interpretation of results across the two groups. Understanding these age-related differences is crucial 

for accurately assessing the effectiveness of the interventions and ensuring that developmental factors do not confound any observed effects.

Table 2 

 
Distribution of the Respondents in terms of Gender 

 

Gender 
Experimental Group 1 Experimental Group 2 

F % F % 

3.00   1 6.25 

2.00 8 50.0 8 50 

1.00 8 50.0 7 43.75 

Total 16 100.0 16 100 

Legend: 1 (Male), 2 (Female), 3 (LGBTQ+) 

The data on gender distribution showed a well-balanced mix of individuals who took part in the study. In Experimental Group 1, the 

respondents were evenly split between males and females, creating a fair and equal representation. Similarly, in Experimental Group 2, half of the group 

identified as female, while a slightly smaller number identified as male. Notably, one respondent in this group identified as LGBTQ+, adding an important 

layer of gender diversity to the group. This inclusive mix of respondents helped ensure that different gender perspectives were considered, reducing the 

risk of gender bias in the findings. The presence of individuals from diverse gender identities not only strengthened the inclusivity of the research but 

also made the study more reflective of the wider community. This thoughtful representation added to the reliability and relevance of the results. 

 

Table 3 

 
Distribution of the Respondents in terms Years of Experience in Dance Sports 

 

Experience 
Experimental Group 1 Experimental Group 2 

F % F % 

5.00 1 6.3   

4.00   2 12.5 

3.00 3 18.8 3 18.8 

2.00 2 12.5 1 6.3 

1.00 10 62.5 10 62.5 

Total 16 100.0 16 100.0 

Legend: 1 (no experience), 2 (less than a month), 3 (1 year), 4 (1-2 years), 5 (4 years- above) 
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The results from Experimental Group 1 indicated that most respondents had no prior experience in dance sports, meaning the majority were 

new to the sport. Fewer members of the group had less than one year of experience, while very few had more than one year of experience. The breakdown 

made it clear that the group was primarily composed of beginners, which could have affected their response to training interventions and how they 

acquired new techniques. 

For Experimental Group 2, a majority of the respondents also indicated no experience in dance sports. This group, however, exhibited a 

somewhat diversified spread in terms of experience levels, as well as some respondents with higher levels of experience in the sport. The inclusion of 

respondents with more experience could have influenced the overall responsiveness and development of the group, as well as an interdisciplinary mix of 

skills that may have impacted training results. 

Studies have shown that prior experience in physical activities such as dance can significantly influence motor learning, coordination, and 

adaptability to training programs. Beginners tend to require more foundational skill development and slower-paced instruction, while those with prior 

experience can progress more quickly and may require differentiated tasks to remain challenged. 

Therefore, the presence of varying levels of experience in both groups could lead to differing rates of skill acquisition and responsiveness to 

training interventions. When designing somatic-based or conventional training programs, this disparity in experience levels must be addressed to ensure 

equitable learning opportunities. Tailoring instruction according to participants’ backgrounds not only enhances engagement but also ensures more 

accurate evaluation of the effectiveness of interventions across diverse learner profiles. Furthermore, acknowledging these differences can help instructors 

implement progressive learning strategies that build upon individual competencies while promoting inclusive and balanced group dynamics. 

Table 4 

 

Distribution of the Respondents in terms of the Number of Training Sessions Attended in Dancing 

 

Training 
Experimental Group 1 Experimental Group 2 

F % F % 

5.00 7 43.8 11 68.8 

4.00 7 43.8 2 12.5 

3.00     
2.00 1 6.3   

1.00 1 6.3 3 18.8 

Total 16 100.0 16 100.0 

Legend: 1 (1-2), 2 (3-4), 3 (5-6), 4 (7- above), 5 (none) 

In Experimental Group 1, most respondents appeared to have had little formal dance training before the study. This limited experience may 

have impacted their initial dance abilities and their response to the new training methods. Because many in this group had not received structured training, 

they stood to gain significantly from foundational dance lessons and skill-building offered through the experimental program. Their learning curve was 

expected to be steeper, making any improvement more noticeable and measurable. This also provided an opportunity to observe how beginners adapt to 

somatic-based instruction versus conventional methods. 

For Experimental Group 2, although most respondents had limited dance training, a small group had more experience. This mix of backgrounds 

might have influenced how the group learned and reacted to the training, as those with prior dance experience may have progressed differently compared 

to beginners. As a result, group dynamics and peer influence may have played a role in motivation and learning pace. The varied experience levels 

provided a broader perspective on how somatic techniques might benefit dancers at different stages of development. 

Overall, it was clear that most respondents were relatively new to formal dance training. This meant the experimental program was primarily 

working with dancers who were either starting out or had little experience. Therefore, the study’s results could have offered valuable insights into how 

dance training helped beginners improve their basic skills and overall performance. The findings are particularly relevant for educators seeking to design 

training programs that cater to novice dancers. They also emphasize the importance of tailoring instruction to meet the diverse needs of learners with 
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varying experience levels. 

 

 

 

Part 2. Pre-assessment scores of respondents in their performance skills in dance sports in experimental groups 1 and 2 

 

Table 5 

 

Respondents’ Pre-assessment Scores in their Performance Skills in Dance Sports in terms of Projection 

 

Score 
Experimental Group 1 Experimental Group 2 

Level 
F % F % 

4.00 

    

Very Good  

3.00 2 12.5 1 6.3 Good 

2.00 12 75.0 9 56.3 Fair 

1.00 2 12.5 6 37.5 Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

Most respondents in Experimental Group 1 showed a “Fair” level of skill when it came to projecting their voice and presence, with fewer 

falling into the “Needs Improvement” or “Good” categories. This indicated that many could project somewhat but struggled to do so consistently, with 

complete confidence and clarity. “Fair” meant their projection was uneven, making it sometimes hard for the audience to see them clearly. This often 

occurred when performers lacked sufficient experience or practice in managing their breath and stage presence. Research by Garcia (2019) highlighted 

that developing strong projection required intentional training focused on breath control, voice modulation, and how one positioned oneself in front of 

the audience. The skills demonstrated reflected what Brown and Smith (2021) found—early learners often struggled to maintain steady projection because 

their vocal strength or confidence had not yet fully developed. Therefore, this group benefited greatly from focused coaching that built both their technical 

projection skills and their confidence. 

In Experimental Group 2, more respondents were rated in the “Needs Improvement” and “Fair” categories, with only a few reaching “Good” 

and none achieving “Very Good.” This suggested that many had difficulty projecting effectively, which led to challenges for the audience in hearing or 

seeing them clearly. Such results typically highlighted gaps in the foundational skills required to connect with an audience through effective projection 

consistently. Lee and Kim (2020) explained that this kind of weak projection often came from stage anxiety, which limited vocal power and physical 

expressiveness, alongside a lack of proper breath control and body alignment training. Scherer and colleagues (2018) also noted that beginners or those 

less familiar with performing tended to exhibit hesitant and weak projection, reinforcing the importance of gradual skill-building through practice and 

supportive feedback. These “Needs Improvement” and “Fair” scores highlighted the need for this group to receive more comprehensive help, both to 

develop their technical abilities and to build their performance confidence. 

It was clear that many respondents found it challenging to maintain a steady and confident projection—an essential skill for truly engaging an 

audience in dance sports. The majority of “Needs Improvement” and “Fair” ratings indicated a general lack of mastery in susta ining a strong physical 

presence. This aligned with research showing that projection was a complex skill affected by physical, psychological, and experiential factors (Hamilton, 

2017). It was not just about how loudly one spoke; it required a balanced combination of breath control, body positioning, and emotional expression to 

command attention (Thompson & Jenkins, 2019). These findings emphasized the importance of well-structured training programs focused on breath 

techniques, vocal exercises, and confidence-building practices. When performers developed these areas, they could significantly improve their projection, 

leading to better audience engagement and higher-quality performances. 

Table 6 

 
Respondents’ Pre-assessment Scores in their Performance Skills in Dance Sports in terms of Focus 
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Score 
Experimental Group 1 Experimental Group 2 

Level 
F % F % 

4.00 

    

Very Good  

3.00 1 6.3 

  

Good 

2.00 13 81.3 12 75.0 Fair 

1.00 2 12.5 4 25.0 Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

The results from Experimental Group 1 revealed that most respondents had a “Fair” level of focus, with a few demonstrating “Good” 

performance, and a small number requiring “Needs Improvement.” This indicated that the group had a basic understanding of how to stay focused during 

their dance, but they still lost focus at times. Respondents in the “Fair” group paid attention intermittently, which affected their ability to stay on track 

and connect with the audience. This result indicated that their ability to think clearly and maintain focus during challenging movements was still 

developing. Wulf and Lewthwaite (2016) stated that staying focused helped improve learning and movement, and those who could not stay focused often 

lost control and expression. Therefore, this group’s performance indicated they needed a clear plan to help build mental strength and focus better during 

dance. Helping them learn how to use inner reminders and avoid distractions might improve their skills in future performances. 

In Experimental Group 2, most of the respondents were also marked as “Fair,” with a few more marked as “Needs Improvement.” This meant 

that many respondents were struggling to maintain their attention and focus during the dance. As the rubric explained, this kind of result indicated they 

often lost focus, which could affect their timing, control, and ability to connect with the audience. Studies have shown that poor focus can lower the 

quality of movement and expression in dance (Batson & Wilson, 2014). This also supported the idea that focus was not just a mental skill but was also 

linked to body awareness, which is important in dancing. These results suggested that the group needed training that included calm, mindful activities to 

help them build stronger focus and reduce their nervousness. Schöner and Kelso (2015) stated that programs teaching focus step by step could help 

respondents stay mentally steady and move more smoothly with greater feeling and control. 

The results indicated that respondents were beginning to develop the skill of focus, which is crucial for synchronizing movement, expressing 

emotion, and engaging the audience in dance sports. The numerous “Fair” and “Needs Improvement” scores indicated that specialized training was 

necessary to help them focus better and maintain consistency. Studies have indicated that focus is a fundamental skill in dance, as it supports both correct 

movements and deep expression (Redding & Wrigley, 2012). Using activities that help train the mind, such as ideokinesis, breathing exercises, and focus 

reminders, can be effective ways to improve focus in dance training. 

Table 7 

 
Respondents’ Pre-assessment Scores in their Performance Skills in Dance Sports in terms of Expression 

 

Score 
Experimental 1 Experimental 2 

Level 
F % F % 

4.00 

    

Very Good  

3.00 

    

Good 

2.00 13 81.3 11 68.8 Fair 

1.00 3 18.8 5 31.3 Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

In Experimental Group 1, most of the respondents were rated as "Fair" in their ability to express emotions through dance, with a few marked 

as “Needs Improvement”. This means that while they exhibited some emotional expression through their faces and bodies, it was often not strong or clear 

enough to connect with the audience truly. This suggests that they may not have had sufficient practice or training in expressing feelings through 

movement. Bläsing et al. (2012) explained that expression in dance is not just about moving well; it also involves emotion and intention. The results 

showed that these respondents had not fully developed the body awareness and emotional connection needed to perform expressively. This highlights the 
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need for targeted training that enables respondents to understand emotions better, express them more effectively, develop character in their performances, 

and integrate their bodies and minds more effectively. 

For Experimental Group 2, the results were similar. Most respondents also scored in the "Fair" range, with some “Needs Improvement”. While 

they tried to show emotion, it often came across as unclear or lacked energy. This likely means they had not received much training on how to tell a story 

or express feelings through dance. Christensen and Jola (2015) noted that expressive dancing stems from both practice and learning to connect emotionally 

with movement. The respondents appeared to struggle with aligning their movements with genuine emotional intent, possibly because they had not 

received sufficient guided practice. These results suggest they would benefit from exercises like improvisation, reflection, and coached performances that 

help build more natural and clear emotional expression. 

Overall, both groups began with limited skills in expressing emotions through dance, as indicated by the numerous "Fair" and "Needs 

Improvement" scores. This shows that expressive skills should be taught early in dance training. Batson and Wilson (2014) said that expression is 

something dancers can learn and improve with the right kind of teaching. Therefore, it is essential to incorporate activities that foster both technical 

movement and emotional connection in dance programs, helping students develop as expressive performers. 

Table 8 

 

Respondents’ Pre-assessment Scores in their Performance Skills in Dance Sports in terms of Emphasis 
 

Score 
Experimental Group 1 Experimental Group 2 

Level 
F % F % 

4.00 

    

Very Good  

3.00 

    

Good 

2.00 14 87.5 15 93.8 Fair 

1.00 2 12.5 1 6.3 Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

For Experimental Group 1, the data showed that the majority of respondents were performing at a "Fair" level in their emphasis during dance 

sports routines, with only a small number rated as “Needs Improvement.” This suggested that, overall, respondents had some understanding of when and 

how to emphasize key moments, but their execution was not always clear or consistent. A "Fair" rating implied that they likely missed opportunities to 

enhance the impact and emotional engagement of their movements. Research supports the notion that mastering performance emphasis involves more 

than just learning steps; it requires developing body awareness and expressive intention. Batson and Schwartz (2007) highlighted those somatic 

approaches in dance training foster intentionality and focus in movement, which are critical for delivering strong emphasis. The results indicated that the 

group was still in the process of applying these concepts, likely due to a lack of exposure to methods that promote more profound expressiveness and a 

connection between body and mind. 

Further research by Eddy (2009) supports this idea, asserting that dancers must integrate sensory feedback and kinesthetic awareness to 

develop nuanced performance qualities such as emphasis. Additionally, Mehling et al. (2011) found that training focused on interoceptive awareness—

awareness of internal body sensations—helps performers fine-tune their movements and expression, suggesting that body-mind integration plays a critical 

role in enhancing performance depth and clarity. This aligns with the group's “Fair” rating, which may reflect underdeveloped internal feedback 

mechanisms and limited somatic practice. 

For Experimental Group 2, the pre-assessment results showed that most respondents were categorized as "Fair," with only a few falling into 

the "Needs Improvement" category. This indicated that they had a basic understanding of when emphasis should occur, but often struggled with 

consistency in their execution. A "Fair" level suggested that these dancers may not have highlighted all the significant aspects of their routine, leading to 

a performance that felt flat or unclear. Fortin, Long, and Lord (2002) noted that performance skills such as emphasis often remain underdeveloped when 

dancers lack training that connects physical movements with expressive intention. These findings implied that the group could benefit from instructional 
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approaches that emphasize clarity in expression, timing, and emotional intent—elements that require further development. 

Green (2002) noted that many dancers are taught movement patterns without sufficient attention to how those patterns convey meaning, 

resulting in technically correct but emotionally disengaged performances. Furthermore, Fitt and Stokvis (2010) emphasized the value of expressive 

training that incorporates improvisation and reflection, enabling dancers to embody their intentions more fully. These studies suggest that building 

emphasis in performance is not merely technical but requires pedagogical strategies that blend cognitive, emotional, and physical learning processes. 

The overall results for both groups revealed that the ability to emphasize key moments in dance sports was still a work in progress among the 

respondents. Most dancers grasped the fundamental concept but had not yet demonstrated the strength and consistency necessary to captivate an audience 

fully. This observation aligns with Schupp's (2010) conclusion that impactful dance performance relies not only on technical skill but also on the dancer’s 

capacity to convey meaning and emotion. These results underscore the importance of teaching strategies that encourage dancers to move with purpose, 

enhance body awareness, and improve expressive control, particularly in emphasizing the most crucial elements of their routines. 

Similarly, Seigel and Fryer (2017) asserted that dance pedagogy must evolve to include somatic literacy, enabling students to understand how 

internal sensations, emotional states, and intention can be translated into powerful stage presence. Kabat-Zinn’s (2003) work on mindfulness also provides 

insight into how attentional control and present-moment awareness can improve focus and intentional expression in performance. These perspectives 

reinforce the idea that training in emphasis should go beyond external cues and delve into the inner experience of movement, which may be lacking in 

both groups’ current training approaches. 

Table 9 

 

Respondents’ Pre-assessment Scores in their Performance Skills in Dance Sports in terms of Timing 
 

Score 
Experimental Group 1 Experimental Group 2 

Level 
F % F % 

4.00 

    

Very Good  

3.00 1 6.3 2 12.5 Good 

2.00 10 62.5 12 75.0 Fair 

1.00 5 31.3 2 12.5 Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

As illustrated in the table, most respondents in Experimental Group 1 performed at levels classified as “Fair” and “Needs Improvement” in 

terms of timing. This indicated that many of them often struggled to stay in sync with the music or choreography. These scores reflected noticeable timing 

errors or frequent moments of being off-beat, which can disrupt the overall rhythm and flow of a dance routine. The trend toward lower performance 

levels suggested that the dancers were still developing their musical timing and body rhythm, two essential skills in dance sports. This outcome aligns 

with the findings of Bläsing et al. (2012), who discovered that beginners in dance frequently struggle with timing and synchronization due to their 

sensorimotor systems and music perception not being fully developed. This result highlighted the importance of offering training that sharpens timing 

and rhythm through focused, body-centered methods. 

In Experimental Group 2, the pre-assessment revealed that most respondents were also rated as “Fair,” though a few reached the “Good” level 

in timing. This showed that while some still struggled to match their movements to the beat fully, others were beginning to develop a stronger sense of 

rhythm and timing. Based on the rubric used, this level of skill was characterized by generally well-timed movements with only a few minor mistakes—

an indication of growing rhythmic coordination. Research suggests that individuals can exhibit varying levels of timing ability, even before formal 

training, depending on their prior exposure to music or movement (Karpati et al., 2017). Dance timing isn’t just something you learn through drills; it 

also grows from how the body learns to feel rhythm and respond to sound. Stevens et al. (2009) explained that effective timing depends on building a 

strong link between hearing and movement, which can be developed through both standard training and somatic approaches. The group’s performance 

indicated a starting point of basic timing ability that could be developed with targeted instruction. 
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In general, both groups appeared to have limited skill in maintaining rhythmic synchrony initially. This pointed to a broader need for dance 

programs that place strong emphasis on rhythm awareness, musical timing, and the connection between sound and movement. As Sevdalis and Keller 

(2011) noted, incorporating music, body awareness, and sensorimotor feedback into training can significantly enhance a dancer’s ability to perform in 

time. 

 

Table 10 

 

Respondents’ Pre-assessment Scores in their Performance Skills in Dance Sports in terms of Musicality 

 

Score 
Experimental Group 1 Experimental Group 2 

Level 
F % F % 

4.00     Very Good  

3.00 

    

Good 

2.00 16 100.0 16 100.0 Fair 

1.00 

    

Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

The overall results indicate a "Fair" level of musicality across both groups, suggesting that while respondents possess a basic awareness of 

musical elements, they require further development to achieve greater responsiveness and expressiveness in their performances. The similarity in scores 

given by the evaluators may be attributed to the fact that all respondents are dancers who share a genuine passion for dancing, which provides a solid 

foundation for musical engagement, regardless of their current skill levels.  

This reflects a general need for targeted training that enhances their ability to internalize and interpret the music’s mood, rhythm, and dynamics 

more deeply. Research supports that incorporating somatic practices and rhythmic training can improve dancers’ sensory-motor integration and musical 

sensitivity, ultimately leading to more nuanced and engaging performances (Batson & Wilson, 2014; Fortin & Girard, 2005).  

Therefore, these findings highlight the importance of structured pedagogical approaches that focus on auditory-motor coordination and 

interpretive skills in advancing dancers from foundational to more proficient levels of musicality in dance sports. 

 

 

Part 3. Post-assessment scores of respondents in their performance skills in dance sports in experimental groups 1 and 2. 

Table 11 

 

Respondents’ Post-assessment Scores in their Performance Skills in Dance Sports in terms of Projection 

 

Score 
Experimental Group 1 Experimental Group 2 

Level 

F % F % 

4.00 2 12.5   Very Good  
3.00 14 87.5 12 75.0 Good 

2.00 
  

4 25.0 Fair 

1.00 
  

  Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

The respondents in Experimental Group 1, who received somatic-based training techniques like the Alexander Technique and Ideokinesis, 

revealed that most dancers demonstrated a range from "Good" to "Very Good" in their ability to project on stage. In simpler terms, they were better at 

communicating their movement and presence with confidence. Researchers have noted that somatic education enhances body awareness and alignment 

(Batson & Schwartz, 2007), which in turn improves stage presence and expressiveness. By drawing a clear connection between intention and action, the 

training helped these dancers move more efficiently and expressively (Eddy, 2009). Although only a few dancers achieved the highest "Very Good" level, 

their overall positive performance suggested that consistent somatic training fostered a deeper understanding of bodily expression, improved posture, and 

better breath control—all of which are essential for strong projection. 
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In contrast, dancers who followed conventional training methods mostly reached a "Good" level, with a few falling into the "Fair" category 

and none achieving the "Very Good" mark. This group’s performance implied that while traditional techniques—focused on repetition and precise 

technical execution—laid down a solid foundation of skills, they were less effective at nurturing the higher-level expressive qualities required for a 

captivating stage presence. Conventional methods did not emphasize internal body awareness or the expressive use of breath and alignment to the same 

degree (Fortin & Girard, 2005). As noted by Shusterman (2012), without mindful awareness and a full engagement of body and spirit, performers 

sometimes struggled to consistently communicate their presence with confidence and clarity, resulting in uneven expressive skill development. 

Overall, the study suggested that both training approaches helped dancers improve their projection skills. However, somatic-based 

interventions were more successful at creating a refined connection between intention and movement. This led to a more confident, expressive 

performance on stage. Conventional techniques, although effective for building basic skills, appeared to fall short in comparison when it came to 

developing the deep, mindful engagement necessary for consistently high-level performance in dance sports. 

Table 12 

Respondents’ Post-assessment Scores in their Performance Skills in Dance Sports in terms of Focus 
 

Score 
Experimental 1 Experimental 2 

Level 
F % F % 

4.00 3 18.8   Very Good  

3.00 12 75.0 11 68.8 Good 

2.00 1 6.3 5 31.3 Fair 

1.00 

  

  Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

In Experimental Group 1, the findings showed that most respondents who participated in somatic training reached a "Good" or "Very Good" 

level of focus, while only a few struggled and were rated lower. This outcome suggested that methods emphasizing body awareness and the mind–body 

connection effectively enhanced concentration during performance. Somatic techniques appeared to enhance proprioceptive feedback and internal focus, 

enabling respondents to regulate their attention better and minimize cognitive distractions. As noted by Hanna (2015), these practices helped foster a 

stronger integration of body and mind, enabling performers to maintain a steady connection with their performance goals and the audience. In short, the 

enhanced focus in this group seemed to stem from the deeper self-awareness cultivated by the somatic approach. 

In contrast, Experimental Group 2, which underwent conventional training, displayed a wider range of focus levels. A significant portion of 

these respondents was observed to have a focus that was only fair or in need of improvement. This pattern suggested that traditional training methods, 

which generally emphasize repetition and external corrections over internal awareness, might not have sufficiently promoted sustained concentration 

during performance. As explained by Schmidt and Lee (2011), such approaches may fall short in developing the self-regulatory attention strategies 

necessary for consistently high levels of focus. The frequent lapses in concentration in this group appeared to reflect a lesser engagement in internal, 

mindfulness-based techniques critical for unbroken focus on both performance goals and the audience. 

Overall, the varying performance levels underscored the importance of training methods that nurture both internal concentration and body 

awareness in dance sports. The higher levels of focus achieved by the somatic training group indicated that integrating mind–body techniques could lead 

to more consistent and intense concentration during performance, an essential ingredient for success as defined by the rubric. This conclusion aligns with 

the findings of Jola and Calvo-Merino (2019), who emphasized that enhanced focus through somatic awareness has a significant positive impact on motor 

performance and audience engagement. Consequently, the data implied that dance training programs might benefit from incorporating somatic elements 

to help respondents achieve a deeper, more sustained level of focus, thereby elevating overall performance quality. 

Table 13 

Respondents’ Post-assessment Scores in their Performance Skills in Dance Sports in terms of Expression 
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Score 
Experimental 1 Experimental 2 

Level 
F % F % 

4.00 3 18.8   Very Good  

3.00 12 75.0 7 43.8 Good 

2.00 1 6.3 9 56.3 Fair 

1.00 
  

  Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good). 

The post-assessment outcomes for Experimental Group 1, which participated in somatic training, showed that most respondents reached 

"Good" to "Very Good" levels in expressiveness. This result indicated that their training had effectively nurtured their ability to convey emotions through 

facial expressions and body movements. Batson and Schwartz (2007) noted that somatic practices help cultivate both kinesthetic and emotional awareness, 

allowing performers to express a broader range of subtle emotions through movement. In essence, the high level of expressiveness observed in this group 

suggested that incorporating somatic methods can meaningfully enhance the emotional depth and clarity of a respondent's performance. This finding is 

consistent with the observations of Claxton and Renshaw (2018), who noted that somatic techniques, such as the Feldenkrais Method and Alexander 

Technique, can lead to enhanced emotional expression and deeper somatic awareness in performers, allowing them to engage with the audience on a 

more visceral level. 

In contrast, the Experimental Group 2, which underwent conventional training, generally exhibited performance ratings between "Fair" and 

"Good," with a considerable number of individuals rated as "Fair." This pattern suggested that, although some expressive elements were present, they 

often failed to have the desired impact or clarity necessary to communicate emotions effectively according to the established criteria. Traditional training 

methods typically emphasize technical precision and repetitive practice over the development of internal awareness or emotional connectivity. As a result, 

even though respondents mastered the physical execution of movements, they sometimes lacked the internal focus necessary to engage the audience fully. 

Eddy (2009) has argued that conventional training models may sometimes neglect the kind of somatic awareness that is essential for generating expressive 

movement. This view is supported by Schmalenbach and Vickery (2015), who identified that traditional training practices often lack a focus on bodily 

awareness, which is integral to emotional expression. The absence of such awareness can result in a technically competent performance, but one that is 

emotionally shallow. 

The overall distribution of performance ratings—from "Needs Improvement" through "Fair" to "Good"—highlighted that while confident 

respondents developed strong expressive skills, others faced challenges with clarity and impact. This variation highlights the notion that practical 

expression in dance is not solely dependent on physical technique but also on cultivating internal awareness, intentionality, and emotional presence.  

Fortin, Long, and Lord (2002) have emphasized that a balanced dance education should merge technical proficiency with emotional and 

cognitive growth. This is further supported by Groven and Parker (2016), who demonstrated that integrating somatic practices into dance training leads 

to greater self-awareness and a more nuanced emotional expression in performances.  

In conclusion, the results suggest that training programs aiming to enhance dance expressiveness should consider incorporating somatic 

techniques alongside traditional exercises to foster a more comprehensive development of a respondent's expressive abilities. 

Table 14 

Respondents’ Post-assessment Scores in their Performance Skills in Dance Sports in terms of Emphasis 
 

Score 
Experimental 1 Experimental 2 

Level 
F % F % 

4.00     Very Good  

3.00 16 100.0 12 75.0 Good 

2.00 

  

4 25.0 Fair 

1.00 
    

Needs Improvement 

Total 16 100.0 16 100.0   
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Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

The post-assessment outcomes in Experimental Group 1 demonstrated that respondents who participated in somatic training consistently 

highlighted crucial moments and movements during their performances. This pattern suggested that the somatic techniques had effectively enhanced their 

kinesthetic sensitivity and movement accuracy, enabling them to perform with exceptional clarity and expressive vitality. Batson and Wilson (2014) 

observed that somatic practices nurture both physical and emotional responsiveness, enabling respondents to convey subtle nuances effectively. In 

essence, the results indicated that by embracing these somatic methods, the respondents internalized the importance of accentuating significant 

movements, thereby meeting the rubric’s criteria for a "Good" performance without relying solely on rote memorization or external correction. 

Conversely, Experimental Group 2, which followed conventional training methods, exhibited a broader range of performance outcomes, with 

many respondents achieving a "Good" level, but a considerable number performing at a "Fair" level. This spread suggested that while traditional 

approaches were successful in developing the technical and foundational aspects of performance, they did not as effectively cultivate the more refined 

expressive capabilities needed to emphasize key movements. Conventional strategies typically centered on repetition, choreography, and precise 

execution, often at the expense of fostering internal awareness and emotional connection. As Schrader (2005) noted, these methods tended to prioritize 

external corrections rather than encouraging mindful, internal engagement. Consequently, respondents might execute their movements correctly yet lack 

the deliberate control required to consistently emphasize important moments—a critical element for achieving higher expressive performance. 

Overall, the performance ratings across both groups revealed a moderate level of development in the ability to mark significant moments on 

stage. Although some respondents achieved strong expressive skills, others continued to face challenges in ensuring that their movements carried the 

necessary clarity and impact. This variation underscored that practical expression in dance went beyond mere technical execution; it also depended on 

the respondent’s internal focus, intention, and emotional involvement. Eddy (2009) has highlighted that combining somatic educational approaches with 

traditional training enhances both physical efficiency and artistic presence. Thus, the overall data implied that dance training programs might benefit from 

integrating somatic strategies with conventional techniques to promote a more balanced and consistently expressive performance. 

Table 15 

Respondents’ Post-assessment Scores in their Performance Skills in Dance Sports in terms of Timing 

 

Score 
Experimental 1 Experimental 2 

Level 
F % F % 

4.00 6 37.5 1 6.3 Very Good  

3.00 10 62.5 12 75.0 Good 

2.00 

  

3 18.8 Fair 

1.00 

    

Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

The post-assessment results showed that the majority of the respondents in Experimental Group 1 achieved “Good” or “Very Good” ratings 

in timing. This suggested that somatic training methods helped them better sync their movements with music. These techniques focused on improving 

body awareness, movement efficiency, and an internal sense of rhythm, all of which are essential for precise timing in dance. Batson and Schwartz (2007) 

noted that such practices improved body feedback and kinesthetic awareness, enabling respondents to maintain steady and accurate timing. Simply put, 

the higher ratings were likely due to the enhanced internal timing control provided by these somatic methods, supporting the idea that these techniques 

foster a deeper rhythmic connection and more controlled timing. 

In contrast, the post-assessment results for Experimental Group 2 revealed that most respondents received a “good” rating in timing, but a 

notable number were rated only “fair.” This finding suggested that while conventional training methods—focused on repetition, mimicry, and external 

corrections—helped build a basic level of rhythmic performance, they did not develop the refined internal timing needed for top precision. Traditional 

training typically emphasized visual and auditory learning rather than exploring the body’s natural feedback. Shusterman (2008) explained that although 
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these externally focused methods produced technically capable respondents, they did not nurture the inner musicality required for consistently excellent 

timing. Therefore, the results indicated that conventional training was somewhat practical but might have lacked the depth necessary for the highest level 

of rhythm precision and synchronization with music or choreography. 

Overall, the findings indicated that most respondents in both groups reached “good” to “excellent” ratings for timing, with fewer respondents 

performing at a “fair” level. This demonstrated that both somatic and conventional training approaches contributed to the development of timing as a 

performance skill. However, respondents who experienced somatic training appeared to have a stronger, more refined sense of timing and musical 

synchronization. Fortin and Long (2002) observed that respondents who engaged in somatic education typically improved their movement coordination 

and musical responsiveness, which aligned with the better timing performance in this group. In summary, the results suggest that incorporating somatic 

techniques into dance training leads to a deeper understanding of rhythm and timing. In contrast, conventional training provides a solid foundation that 

may benefit from additional strategies to achieve excellence. 

In Table 16, consistent “Very Good” ratings from all 16 respondents in both groups indicated that both somatic and conventional training were 

highly effective in improving musicality in dance sports, despite working in different ways. This result shows that musicality is a complex skill. It can be 

improved either by helping respondents become more aware of their movements (internal awareness) or by using regular, structured practice (external 

training). Research supports the idea that musicality includes both accuracy and emotional connection to music (Banes, 2011). Both of these can be 

developed through body-mind awareness or by practicing routines regularly. 

Table 16 

Respondents’ Post-assessment Scores in their Performance Skills in Dance Sports in terms of Musicality 

 

Score 
Experimental 1 Experimental 2 

Level 
F % F % 

4.00 16 100.0 16 100.0 Very Good  

3.00     Good 

2.00     Fair 

1.00 

    

Needs Improvement 

Total 16 100.0 16 100.0   

Legend: 1 (Needs Improvement), 2 (Fair), 3 (Good), 4 (Very Good) 

Somatic training methods help respondents focus on how their bodies move. These methods help respondents feel the rhythm and emotion of 

the music more deeply. Batson and Wilson (2014) stated that somatic practices enhance how respondents perceive their movement, which enables them 

to convey the finer details of the music in their dancing. These methods do not just teach respondents to move to the beat; they help them express the 

feeling of the music more clearly. Similarly, Eddy (2016) emphasized that somatic education enhances proprioception and kinesthetic empathy, allowing 

performers to respond to musical phrasing more sensitively and artistically. Likewise, Fortin and Girard (2020) noted that embodied approaches in dance 

training foster interpretive depth, aligning movement with musical expression in a nuanced way. 

In contrast, conventional training focuses on repeating steps, building physical strength, and following planned routines. Kimmerle and Côté-

Laurence (2003) explained that this type of training helps respondents establish a steady rhythm and remember movements more effectively, which is 

crucial for dancing in time with music. These methods work exceptionally well for respondents who already have strong fundamental skills. Additionally, 

Bläsing et al. (2012) stated that motor expertise in dancers develops through repetition and feedback, supporting accurate rhythmical execution and 

coordination with musical timing. Kirsh (2011) also found that cognitive-motor training in dance improves anticipation and synchronization with auditory 

cues, a key component of musicality. 

The fact that all 32 respondents—16 in each group—received identical “Very Good” scores also indicates that they were already trained 

individuals who improved even further after the training. This means that both somatic and conventional training can help skilled respondents further 

improve their skills. Overall, the results suggest that dance training programs should incorporate methods to enhance a respondent’s musical awareness 
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while also developing strong technique. This can help them give performances that are both accurate and emotionally expressive. As suggested by 

Christensen and Calvo-Merino (2013), integrating cognitive, physical, and affective aspects in dance training enables dancers to better connect movement 

with music, audience, and intention, reinforcing the need for a dual-focus approach in training programs. 

 

 

Part 4. Significant difference in the pre-assessment performances of the respondents in their performance skills in dance sports in experimental 

groups 1 and 2 before the experimentation phase. 
 

Table 17 

 

Test of Difference in the Pre-assessment Performances of the Respondents in their Performance Skills in Dance Sports 

 

Skill Group Mean SD T Df 
Sig. (2-

tailed) 
Interpretation 

Projection 
exp1 2.00 0.52 

1.576 30 0.126 Not Significant 
exp2 1.69 0.60 

Focus 
exp1 1.94 0.44 

1.192 30 0.243 Not Significant 
exp2 1.75 0.45 

Expression 
exp1 1.81 0.40 

0.799 30 0.431 Not Significant 
exp2 1.69 0.48 

Emphasis 
exp1 1.88 0.34 

-0.591 30 0.559 Not Significant 
exp2 1.94 0.25 

Timing 
exp1 1.75 0.58 

-1.291 30 0.207 Not Significant 
exp2 2.00 0.52 

Musicality  
exp1 2.00 0.00 - - - - 

exp2 2.00 0.00 - - - Not Significant 

Legend: Sig (2-tailed) ≤ .05 (Significant); Sig (2-tailed) ≥ .05 (Not significant) 

 

"The t-test for the variable 'musicality' was not performed because there was no variation in the scores—participants received identical ratings or showed 

the same difference across conditions. This resulted in a standard error of zero, making the test statistic impossible to calculate. The lack of variability 

indicates that musicality scores were entirely consistent, preventing any meaningful statistical comparison between groups or conditions. 

 
Table 17 showed “Not Significant” results between the two groups—experimental group 1 and experimental group 2—when it came to their 

dance sports skills during the pre-assessment. These skills covered projection, focus, expression, emphasis, timing, and musicality. The findings indicated 

that both groups likely had similar starting points before any training or specialized program was implemented. 

Examining both groups, it was evident that while their skill scores varied slightly, the differences were not substantial enough to demonstrate 

any meaningful disparity in performance at the outset. This indicated that the respondents from both groups entered the study with a comparable level of 

basic dance sports skills, confirming that they were relatively equal prior to the intervention. 

This lack of difference aligns with previous studies that have reported similar findings. Creswell and Creswell (2018) emphasized that when 

pre-test results show no significant differences, it suggests that the group formation process was likely fair and balanced. This strengthens the study by 

establishing a clear baseline, allowing any observed improvements to be attributed more confidently to the training itself. Likewise, Fraenkel, Wallen, 

and Hyun (2019) asserted that equal starting points between groups are crucial to ensure the training is evaluated objectively and without bias. 

Similarly, Gay, Mills, and Airasian (2012) noted that equivalent pre-test outcomes are crucial for reducing internal validity threats, particularly 

selection bias. When groups demonstrate statistical similarity prior to an intervention, the study gains credibility in isolating the effects of the independent 

variable. In educational and movement-based studies, this baseline equivalence is especially critical, as highlighted by Thomas, Nelson, and Silverman 

(2015), who argued that pre-assessment uniformity allows researchers to assess skill improvements related to experimental treatments more accurately. 

Furthermore, the fact that musicality scores were identical across all respondents provided additional support for this finding. Since all 

respondents achieved the same result, no comparison was necessary. This may suggest that they had a similar background or experience in musicality 
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prior to the study. 

Supporting this, McMillan and Schumacher (2014) emphasized the importance of controlling for participant characteristics at the beginning 

of an experiment to eliminate confounding variables, particularly in performance-related domains like dance and sports. This suggests that comparable 

musicality scores across groups may reflect similar training histories or exposure levels, reinforcing the reliability of the findings. 

In summary, the results showed that both experimental groups began with nearly the same level of dance performance skills. This ensured that 

any post-training changes could be attributed more directly to the training methods applied. Therefore, the pre-assessment results established a fair and 

solid foundation for evaluating the effectiveness of the intervention on respondents' performance skills. 

 

Part 5. Significant difference in the pre-assessment and post-assessment scores of the respondents in their performance skills in dance sports in 

experimental group 1 before and after using the somatic techniques in dance sports. 

 

Table 18 

Test of Difference in the Pre-Assessment and Post-Assessment Scores of the Respondents of the Experimental Group 1 in their Performance Skills in 

Dance Sports 

 

Skill Test Mean SD T Df Sig. (2-tailed) Interpretation 

Projection 
Pre-test 2.00 0.52 -7.268 

15 0.000 Significant 
Post Test 3.13 0.34  

Focus 
Pre-test 1.94 0.44 -8.733 

15 0.000 Significant 
Post Test 3.13 0.50  

Expression 
Pre-test 1.81 0.40 -10.967 

15 0.000 Significant 
Post Test 3.13 0.50  

Emphasis 
Pre-test 1.88 0.34 -13.175 

15 0.000 Significant 
Post Test 3.00 0.00  

Timing 
Pre-test 1.75 0.58 -10.498 

15 0.000 Significant 
Post Test 3.38 0.50   

Musicality 
Pre-test 2.00 0.00 

- - - Significant 
Post-test 4.00 0.00 

Legend: Sig (2-tailed) ≤ .05 (Significant); Sig (2-tailed) ≥ .05 (Not significant) 

  

“The t-test for the variable 'musicality' was not performed because there was no variation in the scores—participants received identical ratings or showed 

the same difference across conditions. This resulted in a standard error of zero, making the test statistic impossible to calculate. The lack of variability 

indicates that musicality scores were entirely consistent, preventing any meaningful statistical comparison between groups or conditions. 
The results showed a significant difference in the dance performance of the respondents in Experimental Group 1 after the intervention was 

used. This is important because it demonstrates that somatic techniques—such as the Alexander Technique, Feldenkrais Method, Body-Mind Centering, 

and Ideokinesis—can help improve key dance skills, including projection, focus, expression, emphasis, timing, and musicality. These improvements 

suggest that somatic training does not just help the body become stronger—it also enhances respondents’ awareness of their movements, leading to better 

control and more expressive dancing. 

The training program used in the study included various somatic exercises over several weeks. These exercises helped the respondents move 

better and perform more consistently. Activities like walking while focusing on breathing, gentle swaying, bending and straightening the spine, and 

rolling the feet improved body awareness, coordination, and posture. For example, forward lunges and backward walking (from the Alexander Technique) 

aided core strength and focus, while turning drills and arm reaches (from Ideokinesis) encouraged expressive movements by utilizing mental imagery 

and muscle memory. As Batson and Schwartz (2007) noted, somatic practices enhance movement awareness and efficiency—both crucial for expressive 

and precise dancing. Eddy (2009) also emphasized that somatic training improves body sensing and energy use, which supports skills such as timing and 

expression in dance. 

Overall, the study showed that incorporating somatic training into dance sport programs can significantly enhance performance. It helps 
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respondents become more aware of how their bodies move, maintain mental focus, and better express emotions. These methods do more than just improve 

appearance—they enable respondents to move with purpose, reduce tension, and convey the art of dance more clearly. Because of this, somatic training 

is not merely an optional addition but a powerful tool for developing advanced dance skills. 

 

 

Part 6. Significant difference in the pre-assessment and post-assessment scores of the respondents in their performance skills in dance sports in 

experimental group 2 before and after using the prescribed techniques in dance sports. 
 

Table 19 

 
Test of Difference in the Pre-Assessment and Post-Assessment Scores of the Respondents of the Experimental Group 2 in their Performance Skills in 

Dance Sports 

 

Skill Test Mean SD t df Sig. (2-tailed) Interpretation 

Projection 
e2preP 1.69 0.60 

-7.408 15 0.000 Significant 
e2postP 2.75 0.45 

Focus 
e2preF 1.75 0.45 

-8.474 15 0.000 Significant 
e2postF 2.69 0.48 

Expression 
e2preEx 1.69 0.48 

-5.196 15 0.000 Significant 
e2postEx 2.44 0.51 

Emphasis 
e2preEm 1.94 0.25 

-8.062 15 0.000 Significant 
e2postEm 2.75 0.45 

Timing 
e2preT 2.00 0.52 

-10.247 15 0.000 Significant 
e2postT 2.88 0.50 

Musicality 
e2preM 2.00 0.00 

- - - Significant 
e2postM 4.00 0.00 

Legend: Sig (2-tailed) ≤ .05 (Significant); Sig (2-tailed) ≥ .05 (Not significant) 

 

"The t-test for the variable 'musicality' was not performed because there was no variation in the scores—participants received identical ratings or showed 

the same difference across conditions. This resulted in a standard error of zero, making the test statistic impossible to calculate. The lack of variability 

indicates that musicality scores were completely consistent, preventing any meaningful statistical comparison between groups or conditions." 

 
The results from the pre- and post-assessments of the respondents in Experimental Group 2 showed a significant improvement in their dance 

performance skills after going through conventional training methods. This means that traditional training methods, such as step-by-step drills, counting 

while practicing, working with partners, changing tempos, performing strength exercises, and repeating basic dance moves, were still effective in 

improving important dance skills, including projection, focus, expression, emphasis, timing, and musicality. The training plan followed a step-by-step 

and skill-centered approach. It focused on practicing regularly, moving in sync with a partner, building muscle strength, and conveying clear emotions 

and actions through dance. For example, drills that incorporated counting and changing tempos helped the respondents stay on beat and move together 

smoothly. Exercises such as freeze poses and partner work helped them improve their ability to demonstrate emphasis and projection. These results 

showed that repeating these types of practices not only helped the respondents build muscle memory but also improved their ability to move in sync with 

the music and work effectively with their partners, skills that are crucial in dance sports. 

Research also supports the use of these traditional methods. Franklin (2013) explained that repeating dance steps and using technique-based 

training helps build stronger connections between the brain and body, which makes respondents more accurate and expressive. Risner (2014) also found 

that structured drills and regular practice help improve performance through physical discipline and learning through the body. These methods are still 

valuable for enhancing respondents’ technique and expressiveness, especially in competitive dance. 

Additional literature further emphasizes the importance of conventional dance training. Koutedakis and Jamurtas (2004) found that repetitive 

physical training enhances not only muscle strength but also cardiovascular endurance, which is crucial for sustaining high-energy dance performances. 

Moreover, Wyon et al. (2011) emphasized that classical training methods, which integrate timing and rhythmic precision, foster neuromuscular 
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coordination, resulting in more fluid and expressive movements. These findings suggest that conventional methods develop both the physical and 

cognitive aspects necessary for complex dance routines. 

Furthermore, studies by Burt and Moran (2016) suggest that traditional partner drills enhance interpersonal coordination and nonverbal 

communication between dancers, which are crucial for synchronized performance and overall artistic expression. This supports the current study’s 

findings on the effectiveness of partner-based exercises in enhancing emphasis and projection. Lastly, as noted by Darling (2019), a structured approach 

to dance training cultivates discipline and resilience in dancers, traits that contribute to long-term success in competitive dance environments. 

Overall, these findings indicate that conventional training methods continue to play a significant role in enhancing dance performance. 

Although new and modern training methods have emerged, the use of traditional drills remains important in helping respondents develop strong, well-

rounded skills necessary for dance sports. 

 

Part 7. Significant difference in the post-assessment performances of the respondents in their performance skills in dance sports in experimental 

groups 1 and 2 after the experimentation phase. 

 

Table 20 

 

Test of Difference in the Post Assessment Performances of the Respondents in their Performance Skills in Dance Sports 
 

Skill Group Mean SD T Df Sig. (2-tailed) Interpretation 

Postprojection 
exp1 3.13 0.34 

2.666 30 0.012 Significant 
exp2 2.75 0.45 

Postfocus 
exp1 3.13 0.50 

2.528 30 0.017 Significant 
exp2 2.69 0.48 

Postexpression 
exp1 3.13 0.50 

3.841 30 0.001 Significant 
exp2 2.44 0.51 

Postemphasis 
exp1 3.00 0.00 

2.236 30 0.033 Significant 
exp2 2.75 0.45 

Posttiming 
exp1 3.38 0.50 

2.828 30 0.008 Significant 
exp2 2.88 0.50 

Postmusicality 
exp1 4.00 0 

- - - Not Significant 
exp2 4.00 0 

Legend: Sig (2-tailed) ≤ .05 (Significant); Sig (2-tailed) ≥ .05 (Not significant) 

 

"The t-test for the variable 'musicality' was not performed because there was no variation in the scores—participants received identical ratings or showed 

the same difference across conditions. This resulted in a standard error of zero, making the test statistic impossible to calculate. The lack of variability 

indicates that musicality scores were completely consistent, preventing any meaningful statistical comparison between groups or conditions." 

 
The table showed a significant difference in the post-assessment results between the two groups: those who were trained using somatic 

techniques and those who followed conventional training. The results encompassed various performance skills in dance sports, and each skill area 

demonstrated that somatic training had a significant impact. These findings showed that somatic methods helped improve performance in a more complete 

and meaningful way compared to traditional dance training. 

When it came to projection, the group that received somatic training performed much better than the one with conventional training. This 

demonstrated that methods such as the Alexander Technique and Ideokinesis, which focus on body posture and intentional movement, helped dancers 

exhibit confidence and presence on stage. According to Batson and Schwartz (2007), strong projection is related to good posture, proper breathing, and 

clear visualization of movement—all of which are integral to somatic training. These methods helped dancers move with more purpose, making them 

stand out more when performing. 

For focus, the difference between the two groups showed that somatic training helped dancers concentrate better and become more aware of 



International Journal of Research Publication and Reviews, Vol (6), Issue (7), July (2025), Page – 2013-2054                        2047 

 

 

their own bodies. Activities like walking with eyes closed, walking backward, and breathing with movement taught dancers to stay mentally present. 

Eddy (2009) explained that somatic education connects thoughts with physical movement, which helps improve attention and focus. On the other hand, 

conventional training tends to focus more on practice and results, which may not improve body awareness as much. 

When it came to expression, the difference between the groups was one of the strongest. This suggested that somatic methods helped dancers 

express emotions more naturally through movement. Exercises such as expressive turns and rhythm-based swaying helped dancers to feel and express 

emotions more effectively. These techniques allowed them to connect with the rhythm and meaning of their movements. Fortin, Long, and Lord (2002) 

noted that somatic training gives dancers more freedom to express themselves by helping them connect movement with feeling. 

In the area of emphasis, the somatic group also performed better. The Feldenkrais Method, which focuses on sensing movements and making 

subtle adjustments, helped dancers become aware of the quality of their movements and identify key moments in their routines. This kind of awareness 

is important when stressing key parts of a dance. As Shusterman (2008) explained, emphasis is not only about technique but also about understanding the 

reason behind a movement and using energy wisely. While traditional drills help build strength and speed, they may not help dancers develop the kind of 

detailed awareness required for this level of performance. 

With timing, the results again favored the somatic group. Training that involved changing tempos and using breath to guide movement helped 

dancers develop a strong inner sense of rhythm. These methods encouraged them to feel the music internally, instead of just reacting to the beat. 

Williamson (2009) noted that timing learned through somatic training enables dancers to respond to music more naturally and flexibly. In contrast, the 

conventional group, which focused more on fast movements and maintaining tempo, may have demonstrated good timing but lacked the same depth of 

musical connection. 

For musicality, both groups received similar scores, indicating no significant difference. This result may be due to the fact that both groups 

had equal practice with music-based exercises. It is also possible that musicality needs more time or better tools to be measured more accurately. Even 

though somatic methods support a deeper connection to music, the scores may have only reflected whether the dancers stayed on beat, rather than how 

well they emotionally expressed the music. 

Overall, the noticeable differences in most performance skills showed that somatic techniques were more effective than traditional training in 

helping dancers improve. These findings support the idea that dance education should include more body-centered methods that help dancers grow not 

just physically, but also mentally and emotionally. 

Eddy (2009) shared that somatic training helps combine feeling, perception, movement, and emotion to create a more connected and aware 

performer. Similarly, Fortin and Sirois (2005) found that dancers who trained with somatic methods were better at adjusting, staying present, and 

managing themselves during performance. These ideas align with the results of this study and demonstrate the value of incorporating techniques such as 

the Alexander Technique, Feldenkrais, Body-Mind Centering, and Ideokinesis into training programs. Ultimately, the study suggests that somatic training 

can significantly enhance performance, supporting precise movement, intense expression, and focused presence—all of which are crucial in dance sport. 

Chapter 5 

SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 

This chapter presents a summary of the study's findings, conclusions, and recommendations. 

SUMMARY OF FINDINGS 

The study's findings showed that most participants in both experimental groups initially demonstrated a developing level of skill in key dance 

sports areas, including projection, focus, expression, emphasis, timing, and musicality. Although the dancers could somewhat project themselves, maintain 

focus, and convey emotions, these skills were often inconsistent and not very strong, mainly due to limited breath control, poor body awareness, and 
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inadequate emotional involvement. Both groups began with similar skill levels, as the pre-assessment results did not show any significant differences, 

providing a fair starting point to measure the effects of the training programs. 

After the training, both groups showed noticeable improvements, although the type and extent of progress varied. Experimental Group 1, 

which received somatically based training—utilizing techniques such as Ideokinesis, the Feldenkrais Method, the Alexander Technique, and Body-Mind 

Centering—showed clear improvements in projection, focus, expressive movement, emphasis, and timing. These gains were linked to the somatic 

approach’s focus on building internal body awareness, emotional connection, and purposeful movement, which helped dancers perform with more 

confidence, clarity, and emotional depth. The somatic exercises strengthened the mind-body connection, helping participants manage their attention more 

effectively, understand musicality better, and highlight important aspects of their dance with greater expression. 

On the other hand, Experimental Group 2, which followed traditional training—focused on repetition, technical drills, partner work, and tempo 

changes—also made important progress, especially in timing, technique, and basic skills. However, this group generally showed less emotional and 

mindful involvement compared to the somatic group. This difference reflects how conventional training often focuses more on outside corrections and 

muscle memory rather than on internal awareness and emotional connection. 

Even though both groups had similar musicality scores, which suggests they had similar practice with music, the somatic group performed 

better in most other areas. The results indicate that while traditional training helps build strong technical skills, somatic methods offer a more 

comprehensive approach that enhances dancers’ physical abilities, thinking, and emotions, leading to more nuanced and engaging performances. 

In conclusion, the study found that incorporating somatic training into dance sports programs significantly enhances dancers’ performance by 

increasing body awareness, focus, emotional expression, and deliberate movement. These results support combining somatic techniques with traditional 

training to help dancers become more well-rounded, expressive, and skilled in competitive dance sports. 

CONCLUSIONS: 

The study's findings led to the following conclusions. 

The study found no significant difference in the pre-assessment performance scores between Experimental Groups 1 and 2, indicating that 

both groups had begun the intervention phase with comparable skill levels in the key areas of dance sports performance—namely, projection, focus, 

expression, emphasis, timing, and musicality. This suggested that participants in both groups were at a developing stage before the training interventions 

were introduced. However, a significant improvement was observed in Experimental Group 1 after the use of somatic techniques, leading to the rejection 

of the null hypothesis that there was no difference between pre- and post-assessment scores. The findings revealed that somatic training techniques had 

effectively enhanced participants' body awareness, mental focus, and emotional expression, crucial elements in dance performance. These methods also 

promoted intentional movement, reduced physical tension, and helped dancers convey artistic meaning more clearly. Similarly, in Experimental Group 

2, the null hypothesis of no difference was also rejected, as the conventional training methods—such as step-by-step drills, rhythmic counting, partner 

work, tempo variation, strength exercises, and movement repetition—had proven effective in improving the same core performance skills. However, a 

significant difference was noted in the post-assessment comparison between the two groups, with Experimental Group 1 having shown greater 

improvement across all performance dimensions. This suggested that while both training methods had been beneficial, somatic techniques had provided 

a more holistic and practical approach to enhancing dance sports performance. 

RECOMMENDATIONS: 

Based on the findings and conclusions, the following recommendations are formulated: 

1. For Student-Athletes in Dance Sports: Student-athletes are encouraged to explore somatic training techniques, such as Ideokinesis, the 

Feldenkrais Method, the Alexander Technique, and Body-Mind Centering, as part of their regular practice. These methods go beyond just 
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physical drills—they help dancers become more aware of their bodies, connect emotionally with their movements, and perform with intention. 

While it is important to keep practicing traditional techniques for building strong foundations, adding somatic practices can make a real 

difference in how dancers express themselves and connect with the audience. 

2. For Dance Sports Coaches and Physical Education Teachers: Coaches and teachers play a key role in shaping how dancers train and grow. 

While conventional methods, such as drills and repetition, build discipline and technical skill, integrating somatic approaches can enrich the 

training experience. These techniques help dancers develop better focus, projection, and emotional depth. Teachers are encouraged to learn 

more about these approaches—perhaps through workshops or training—so they can design sessions that support both the physical and 

expressive sides of dance. 

3. For Schools Competing in Dance Sports: Schools have an excellent opportunity to support the comprehensive development of student-athletes 

by incorporating somatic training into their dance and sports programs. This means making space for it in the schedule, equipping teachers 

with the right tools, and promoting a culture that values more than just technique. A well-rounded program can help students not only perform 

better but also build confidence, manage stress, and move with more awareness and purpose. 

4. For Future Researchers in Physical Education: Future researchers are encouraged to examine how these methods can be applied in other 

movement-based disciplines such as gymnastics, martial arts, or even theater. Doing so can reveal whether somatic training supports better 

performance, injury prevention, or emotional expression in various fields. Expanding the research will not only deepen our understanding of 

these methods but may also lead to more effective and holistic approaches to training across different physical and artistic domains. 
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