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Abstract

[Title] Research on Technique of Body Expressionin Eurhythmics:
A Comparison with Body Expression Education near the Turn of the

20th Century

Yukiko Sasaki

1. Aim of Research

This research was undertaken to clarify the technique of body expression
known as plastique animée in Eurhythmics music education, created by composer and
music educator Emile Jaques-Dalcroze (1865-1950). Plastique animée translates as
body shaping or body modelling, and it is the name that Dalcroze gave to the action of
matching body movement to music. It is the idea of translating the internal feelings
inspired by music into body expression. This idea later led to the birth of modern dance,
and it also had a large influence on body expression education.

This research also clarifies the surrounding issues of social movements
informed by Eurhythmics for music education and body expression art; at the same
time, it clarifies the formation of Dalcroze’s innovative ideas and the process of their
transformation. By comparing Eurhythmics with body expression art near the turn of
the 20th century and investigating the interrelationships and individuality of each,

this research examines and clarifies relevant contemporary theory and practice.

2. Significance of Research

Plastique animée, or matching the movement of the body to music, was
proposed by Dalcroze as a response to his strong doubts about classical ballet, which
held an important position as a body expression art form. He also proposed it as a
response to latent issues surrounding music education.
This research confirms the formation and transformation of the plastique animée

concept; based on an analysis of the content of the book Exercices de Plastique Animée
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(1917), it clarifies the content of exercise that was Dalcroze’s ideal. Moreover, by using
“common elements shared by music and plastique animée” defined by Dalcroze as
indicators, it was possible to comparatively examine classical ballet and the multiple
ideas and educational thinking regarding movement of the body and music around the
turn of the 20th century. Further, by identifying similarities and differences, it was
possible to clarify the interrelationships and the individuality of each, as well as

trends in objectives and contents of body expression education.

3. Originality of Research

Concerning prior research, one can find a scattering of practical research
related to Dalcroze’s plastique animée but not research that comparatively examines
plastique animée in classical ballet and body expression education that was
representative near the turn of the 20th century. A comparative examination from the
viewpoint of the movement of the body and music, by way of confirming the similarities
and differences, can identify the originality of plastique animée and new knowledge on

body expression techniques around the turn of the 20th century.

4. Research Methodology

The method used by research centres was also utilised in this study to
examine major literature regarding Dalcrose, classical ballet’s Vaganova method,
Rudolf laban, and Isadora Duncan. Prior research and analysis of audio-visual

materials was also conducted.

5. Outline of Research Contents

Chapter 1. Research on the Body Expression Technique of plastique animée
in Eurhythmics: Focusing on Concept Formation and Transition
In Chapter 1, the major works of Dalcroze were used to examine the

details of plastique animée in Eurhythmics, the process of its formation, and its

transformation.

Dalcroze’s works were divided into four periods: the conceptual,
2



embryonic period; Geneva Music Conservatory teaching period, Hellerau Dalcroze
College period, and the Concept Application period. His practical attempts in his
educational activities, educational thought, and influence resulting from his
exchanges with major figures were considered. The transition in content of plastique
animée was observed across the periods. Moreover, through analysis of the content of
Dalcroze’s work Exercices de Plastique Animée (1917), actual exercise techniques were
observed. Matching the movement of the body to music in plastique animée was
confirmed as a well-rounded form of education that promotes mental and physical
harmony by constructing better coordination of the nervous and muscular systems.
Furthermore, it links music with the internal world of the student as he/she listens

continuously to music, analyses it, and expresses it with the body.

Chapter 2. Comparison of Dalcroze’s plastique animée with Classical Ballet :

Focusing on How Body Movement Relates to Music

This chapter describes a comparative examination of the Vaganova
method—initially presented as an educational system for classical ballet—that, even
today, retains a certain degree of approval. Further, the similarities and differences in
body expression techniques were observed. Dalcroze was quite doubtful regarding the
body expression technique of classical ballet, believing that music was simply fulfilling
an accompaniment role.

Specific similarities and differences with the body expression technique of
classical ballet were identified using the “elements shared by music and plastique
animée” defined by Dalcroze. From this examination, it was possible to confirm the
consistency of content in Dalcroze’s statement regarding the relationship between
music and ballet: “The common element between music and contemporary ballet is
solely beat, and a close similarity is rhythm.” In the body expression of classical ballet,
importance was always given to the mold of the body, and it was not possible to confirm

body expression as an expression of the rich emotions and elements intrinsic to music.



Chapter 3 Research on the Influence of Delsarte Body Expression Observed in

Dalcroze’s Eurhythmics

In Chapter 3, Francois Delsarte (1811-1871), who developed a “body
expression theory” in the field of theatrical arts in the 19th century, was discussed.
Delsarte’s theory explained the importance of casting meaning and emotion in each
and every movement of the body and incorporated a richer expression of the body. Here,
it was confirmed that Delsarte’s theory paved the way for new body exercises and
influenced modern dance. An examination regarding how this theory influences
Eurhythmics shed light on details of the Delsarte theory. A clear influence was
confirmed concerning expressions of something felt by the heart as well as the entire
body, along with multiple elements, such as the recognition of space, and educational

objectives.

Chapter 4 A Comparison of plastique animée in Dalcroze’s Eurhythmics and
Laban Dance Education : Focusing on How Body Movement Relates
to Music
In Chapter 4, the educational philosophy and techniques in dance

education attributed to Rudolf Laban (1879-1958), who was active at the same time as

Dalcroze, were examined comparatively. Referred to as the “father of modern dance,”

Laban was a major figure in the founding period of modern dance. He studied

Eurhythmics and actually taught it as an introduction to dance education.

By using “common elements shared by music and plastique animée”
defined by Dalcroze as indicators, the educational philosophy and technique was
confirmed and the similarities and differences between Dalcroze’s and Laban’s
methods were examined. Though the educational and philosophical focus of Laban was
dance education, common elements included applications to daily life and social
education. Moreover, multiple common points were discovered, such as the way of
understanding “space.” However, it was also possible to confirm fundamental

differences in the way music is understood.



Chapter 5. A Comparison of plastique animée in Dalcroze’s Eurhythmics and
Duncan Dance Education : Focusing on How Body Movement
Relates to Music

In Chapter 5, the educational philosophy and techniques in dance
education of Isadora Duncan (1879-1958)—another dancer active at the same time
as Dalcroze—were examined comparatively. Referred to as the “mother of modern
dance,” Duncan dominated the world of dance at that time. Like the aforementioned
Laban, Duncan was a major figure in the founding period of modern dance. She was
also greatly influenced not only by classical ballet but also by artists throughout
the world of fine art.

The same elements used for the comparison between technique of Dalcroze
and Laban were used to study similarities and differences in Dalcroze’s and
Duncan’s methods. Like that of Dalcroze, Duncan’s approach to music and movement
involved listening to music and expressing with her body. Thus, it was confirmed that
Duncan’s technique was fundamentally different from Dalcroze’s. It could be confirmed
that for Duncan, music was not simply a “trigger.” It was something based on
individual perception described by Duncan as “spiritual inspiration.” With respect to
educational philosophy, however, it was possible to confirm the shared objective of

human education that cultivated a rich humanity through dance education.

Conclusion  Plastique animée 1in Dalcroze’s Eurhythmics : A Comparative
Examination of Body Expression Education near the Turn of
The 20tk Century
Based on the observations discovered through examinations in the
previous five chapters, the conclusion summarizes the unique characteristics of
Dalcroze’s body expression technique, plastique animée, and the similarities and
differences with body expression education around the turn of the 20th century.
The distinct characteristic of Dalcroze’s technique was clarified as the aim
for mental and physical harmony through body expression that pivoted on listening

deeply and understanding music, thereby linking the student’s internal world with
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feelings for music. Although fundamental differences with other educational methods
were confirmed, interrelationships were revealed, such as common points of
educational philosophy observed in body expression education around the turn of the
20th century.

Plastique animée, the central concept of Eurhythmic music education,
teaches flexible thoughts and intentions by expanding and deepening individual
capabilities through an accumulation of experiences based on movement with music.
As a result, people are able to gain the strength to resist passive activities, grow their
imaginations, and live life creatively. As they possess their own intentions, people are
able to be in tune with their surroundings and maintain a balanced sociability. In this
study, it was possible to confirm contents of plastique animée with educational
significance that is valid today.

Through this research, education in the body expression of plastique
animée in Eurhythmics promotes individual discovery and acceptance; for a group of

individuals, it provides exercises for sociability, a requirement in human society.





