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Report

“The world and its possibilities for becoming are remade in each meeting.”

Karen Barad

Introduction

Problem articulation, research question and goal

The objective of this research lies at the border of dance and the circus area called object
manipulation. Throughout the many years I have spent in the flow arts' community, I have
observed a growing interest in the implementation of dance in the art form. In this new
direction, attending to body parts that are not actively manipulating the object are also
considered. Besides attaining and refining technical skills with different props, the execution
of difficult tricks is not the only thing that matters. In this study I focus specifically on the so-
called hoop dance, how dance/movement can be shaped with and is reshaped by the hoop.
One of the challenges of implementing dance in hooping is, according to my observation and
experience, the difficulty of breaking the patterns of a many years long practice that has its
focus on attaining technical skills, tricks with the hoop. The goal of this study is to make the
gap between my knowledge of hooping and dancing as small as possible, while engaging with
the two movement expressions simultaneously. By letting the two art forms “intra-act" (see
theoretical background), I aim to get the technical skills of the hooping integrated into the
dancing and the dancing integrated into the hooping.

During the second part of the course Dans och pedagogik III (Dance and pedagogy III) at
Stockholm University of the Arts (SKH), I had the possibility to do a test class with some
participants. Partly, the insights I had from that session have led me to the way I choose to
work during my own studio practice sessions. The insights and the working structure
emerging from it will be presented in the part called “Analysis”. Through this study I wish to
understand what kind of movement strategies and approaches can make the gap get smaller in

the interaction of dance and the hoop.

! Definition of flow arts: Flow Arts is a general term used to describe the intersection of a variety of movement-
based disciplines including dance, juggling, fire-spinning, and object manipulation. The broad category Flow
Arts includes a variety of pursuits that harmonize skill-based techniques with creative expression to achieve a
state of present-moment awareness known as Flow. www.flowartsinstitute.com



http://www.flowartsinstitute.com

My practice which I call hoop dance gets its inspiration from many movement traditions, such
as the hoop discipline in circus, rhythmic gymnastics, the flow arts community's specific

movement material, north European modern and postmodern dance taught at SKH.

Main question:
How can I, by merging dance and hoop, find new artistic expressions where the two art forms
are in an organic dialogue with each other? How close can I come to merge the two

expressions?
Sub questions:

What kind of movement strategies and approaches can I work with?

How can I implement my findings in teaching, what didactic methods can emerge through this?

Process and method

As my interest is so close to what happens during my practice, I chose to do practice-based
research, using different methods that emerged during the years I studied at SKH and that are
specific to the research questions I'm working with. During the independent work period I
defined different themes that I focused on during 13 studio sessions.

To go deeper in the chosen themes, I used introspection as a method to structure my thoughts
and give it a forward pointing direction. The way of getting a grip on the ongoing process
during my time in the studio was very similar to Eeva Anttila's collecting of data (Antilla
2007), with a focus on the “bodily sensations and accompanying mental reflections as closely
as possible” (ibid. p. 85), following with writing down both what appeared “ and also the new
reflections that evolved while writing” (ibid. p. 85). Using the structure of introspection as a
method I was setting a theme before each session, answering the question “What did you do?”
to later answer “What did you experience while doing it?, “What can it mean?”” and “What do
you want to examine further on?”. The distinct themes for each session were as follows and to

each of which I have dedicated a separate page on my Research Catalogue:
e Feet/lower part of the body
e No grip

e The “free” hand



e Flow as a method

Beyond the different strategies and influences I learned through my studies to maneuver the
“own studio practice” sessions, | also relied on the leading idea of the flow arts community
(which is getting into the flow state) and have been using “flow” as a method. I explain this
more precisely on a separate page on my Research Catalogue. The method of flow in my case,
is an own created step by step structure (not entirely fixed, also an ongoing process) to reach a
state of efficiency for working in the studio, based on my personal needs, both on a physical
but also on a psychological and existential level. The main influences on the formation of this
own manual are Anne Green Gilbert’s (2019) Brain dance, inspired by the Bartenieff
fundamentals (Bartenieff 1980). According to Gilbert, “because the BrainDance is based on
the primary developmental movement patterns that wire our central nervous system, the brain
is reorganized each time we move through them” (Gilbert, p 34.). She further argues that “The
BrainDance helps students become focused, energized and ready to learn” (ibid. p 34.), which
in my case was the tool needed to get into the flow from a usually very tired and unmotivated
state after a long day at the university. The other vital influence in this process was the book
“The art of practice” (Dittmar 2024), which helped me navigate the energy dynamics of the
practice sessions and which highlighted the importance of choosing a focus point for one’s
own studio practice. This latter influence has its importance in the meaning-making aspect of
the practice sessions, however, I also gave space for freedom for whatever to show up and to

connect from time to time simply to the joy of dance, to “flow”, without wanting anything.

Theoretical background

Material agency, intra-action, agential cut

The term within post-humanism called material agency, the concept of intra-action created by
Karen Barad (2007), was a leading concept in my work as the relation between me and the
hoop goes beyond the more widely known interaction, that “presupposes the meeting of two
separate entities” (Oberg 2025. p. 10). Instead, I relate to what Barard writes: “Individuals do
not preexist their interactions; rather, individuals emerge through and as part of their
entangled intra-relating.” (Barad 2007. p. ix). Understanding the reality of my hoop - the

physical dimensions, the weight, the shape and how its obedience to the physical laws’



manifest — helps me understand but also determines what is possible to do with it, and
therefore, like Barad also points out, gives my hoop agency, as “agency is"doing " and"being
" in its intra-activity.” (ibid. p. 178). Both me and the hoop are following our own logic while
existing in the world, but in this intra-action we also influence and are influenced by each
other and are in a process of constant “becoming”. Further on, during the process of being in
the practice I noticed moments within the practice - accompanied by bodily sensations -
where the gap between the dancing and hoop dance became almost “invisible” and which I
wanted to examine closer. Aiming to understand the reason behind these distinct sensations
connected to certain moments/movements, I turned towards a concept, once again from Barad,
called “agential cut” (ibid. p. 175). Using the strategy of freezing time in a certain moment to
see how intra-action works in a certain, contextualized moment (Oberg 2025) served as a way

to analyze the material I gathered during the studio sessions.

Dialogue

Thinking with the theory of Gert Biesta (2021) on dialog, the idea of being in dialogue with
materiality, has reshaped the way I approach the “coming together” of the art forms dance and
object manipulation. In his book, Biesta writes about resistance, a frustrating experience that
shows that something is in the way, the space in between where, as an answer to resistance we
neither use force to push through our will, nor are withdrawing but instead giving space for
the world to exist on its own terms, as an act of being-with-the-world (ibid. p. 65). Biesta
describes this dynamic of art as being-in-dialogue where the way of looking at art is a
continuous, never stopping exploration of the meeting of a thing or another person (ibid. p.
66). This way of thinking of the meeting between me as an animated being and the hoop as an
inanimate object as a dialogue came closest to describing my experience of working with the

hoop.

Short description of the material

The documentation of this process consists of video recordings, writings and representational
photos. The video recordings are selected material from each separate theme that was

explored during the studio sessions, accompanied by comments related to my findings. The



written papers are reflections created right after the practical exploration, answering the

questions connected to my used method introspection mentioned above.

Analysis

As an introduction to the analytical part of this study, I feel the necessity to mention the
difficulty of separating the analysis of the material created during the process and the analysis
that happens while being engaged with the process. One part of the findings became visible
through looking at the material, while some findings were made visible through the practice
and reflections during the studio sessions, that led me to new areas to explore and which I
consider as an ongoing action of analyzing.

In the first part of the analysis, I aim to highlight the different choices I made within the
ongoing process. During the course Dance and Pedagogy III, I formulated the idea of
challenging hierarchies as I felt a presence of a hierarchical order within object manipulation.
As the goal of the work was to find strategies to move the focus from attaining skills
(meaning learning tricks with the hoop), I was searching for ways of engagement with the
hoop that challenges the imprinted movement patterns I had from drilling tricks. This idea led
me to work with body parts that aren’t usually the starting point or are unusual to the way of

how an object is usually manipulated:

e Feet/lower part of the body: As the starting point of the experimentation, I chose to
work with the articulation of the feet. In the first phase, my focus was mostly on
finding new positions and figures for the lower part of the body, working with
directions, crosses, flexing or pointing the feet, making sure the articulation was clear.
These choices mostly reflected a will to have an intention in how I moved my legs and
feet so that they not only serve me to travel in space on the shortest path possible. In
the second phase I noticed a will to go deeper into the inner work that happens in the
legs while dancing, deepening the work that started on the surface. My focus was
drawn to placements, the role of the hamstrings, the sit bone-heel connection and my
connection to the floor as crucial components in having a sense of control while

dancing.



e No grip: Working with the limitation of not gripping the hoop, nor having it spinning
was a challenge. As the centrifugal force is the most common way of setting the hoop
in movement, I came in very close contact with the physicality of the hoop by not
having that action to work with. Not spinning made me understand how differently I
need to move to not just have the hoop hanging on my body. The dimensions of the
hoop, its roundness, weight, thickness were a few examples I had to consider while
working with an exercise of keeping the hoop in a horizontal plane and moving across

the floor.

e The “free” hand: During the time I worked with this theme I realized the complexity
of the hand that doesn't have an object in it. I realized that the “free” hand is not free
technically, as it is usually in readiness to take over the hoop in certain moments
during the execution of a trick. This becomes important as these movements require
the “free” hand to be at a certain place at a certain time and this puts me in a situation
of compromise towards the movement of the hoop while also engaging with dancing.
Negotiating with the timing I noticed that the intervals of my “free” hand being free
had a varying length of duration, giving me the possibility to make different choices.
Here I would like to mention that into the execution of a trick, I had to consider the
time of preparation, and the time needed to finish off a trick. This aspect led me to
another observation in relation to the “free” hand which was its role to counterbalance

the object-manipulating body part.

After I have explored the different themes and by using my method of flow (as mentioned
above, see also Research Catalogue) I noticed, both while dancing, but also watching the
video recordings, that some moments gave me the sensation that the gap between the two
movement practices almost disappeared, leading me to the second part of the analysis. To
make this part visible, I chose certain video recordings to work with which can be seen in the
page “Agential cut”. To help me articulate what I see, I used terminologies used in dance and
in hoop dance. Looking at the videos, connecting to the idea of the space in between by Biesta,
I felt that my sense of control of a dance movement and my body as a surface of support for
the hoop to do a specific trick were happening simultaneously. Choosing to describe part of
this moment as “sense of control of a dance movement” is of importance as I noticed that the

general sensation of manipulating the hoop, focusing on the execution of a trick usually has



an effect on disconnecting from the body as a whole. One example of this simultaneous
happening was doing a “passe turn” movement, together with a movement called “palm spin”
within hooping. The rareness of this moment lies in the inner experience of the preparation of
the dance and hoop movement happening at the same time and the execution of the
movements at the same time, compared to having the hoop “hanging along” in a dance
movement or the body being in a firm position, ready for a hoop trick. Borrowing the concept
“agential cut” from Barad (2007) and “freezing time in a certain moment” as Oberg (2025)

put it, I examined these occasions with an aim to articulate the contributing factors to it.

Conclusion and reflection

Relying on the working method of Eeva Antilla (2007), focusing on bodily sensations and
writing down the following mental reflections, different kinds of themes emerged that
initiated a distinct work, strengthening my relation to the hoop through the access to the
whole body movement. The idea of challenging hierarchies gave me a rich variety of different
entrances into dancing with the hoop that widened my way of relating to trick and helped me
implement a variety of the building blocks of contemporary dance, such as working with
weight shifting, spiraling, falling and many more. It helped me to notice how I use my body,
examining where the balance or the control of the movement can be adjusted, to gain better
stability and with that a sense of freedom and expansion in relation to both the hooping and
the dancing while happening simultaneously. From a pedagogical point of view, it gave me
access to a new way of approaching the hoop that can be used to integrate a different kind of
body movement within the hoop dance practice.

Working with the different themes I also noticed how much I was leaning back on the
knowledge I gained through the dance classes I participated in at SKH. This understanding
helped me with articulating the different components I had to add to the themes to be able to
share it with my future participants. The way of moving from the outside towards the inside,
described in the section of “the feet/lower part of the body”, accompanied me through each
area of experimentation. The work with the “free”” hand became partly a question of balance
and a sense of control from within, not only the whereabouts of the “free” hand. The

elongation of the arms, all the way from under the shoulder blades to the little finger, the



origin of the movement and its continuation, in relation to and with a desire for a whole-body
activation.

As a continuation of this study, I wish to work more on the refinement of the pedagogical
method connected to dance with different props or no props at all. During the preparation of
this study, I had the possibility to test some of the methods I used on myself with participants
with different backgrounds. It gave me perspective on the importance of finding the deeper
work within the practice. This insight can apply to the work with a prop, but other elements,
such as aspects of the space one dances in, the relation to the music from within or from an
outside source, different aspects of the natural laws affecting the body while dancing are just a
few of many examples that can be areas to engage with. Having the inner work articulated
will help both me and my future participants to know what they are supposed to be in

dialogue with.

Link to my Research Catalogue:

https://www.researchcatalogue.net/shared/Obb1b630854d6fc149e3da2e03cbedd
4



References:

Antilla E., (2007). Mind the Body. Unearthing the Affiliation Between the Conscious Body
and the Reflective Mind. I Rouhiainen L., (red.) Ways of knowing in dance and art.
Helsingfors: Teaterhdgskolan. Btj, s. 79-99.

Barad K. M., (2007). Meeting the universe halfway. Durham, N.C: Duke University Press.

Bartenieff I., Lewis D., (1980). Body movement. Langhorne: Gordon & Breach.

Biesta, G. (2021). Konst som undervisning. Konstundervisning “efter” Joseph Beuys. 1: a
uppl. Arkeater.

Dittmar L., (2024). The art of practice. [United States?]

Gilbert A. G., (2019). Brain-compatible dance education. Champaign, Illinois: Human

Kinetics, Inc.

Oberg, C. (2025). Konstndirlig process, att vara i dialog med materialet. Sjilvstindigt arbete,

avancerad niva. Konstfack. Stockholm.

10



