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Preface

Beijing Dance Academy BDA a unique dance colege in China has ex-
perienced three important phases of development in the past 50 years. The es
tablishment of Beijing Dance Schod in 1954 marked the beginning of profes-
sional dance education in the Peoples Republic of China. The second phase
started from 1978 when the School was renamed Beijing Dance Academy
which offered BA degree in dance. In 1999 BDA was further developed by
adding MA courses for dance mgjors. In certain measure the history of BDA
reflects the development of both Chinese dance education and modern and
contemporary arts. At present the Academy is ranked the highest in higher e
ducation of dance in China with three levels of educations for secondary un-
dergraduate and postgraduate students. Our course offerings include almost all
important dance styles of the world as well as various disciplines such as
Dance Performance Dance Education Choreography Dance History and Theory
Arts Communication Sage Design etc. At anytime our Academy has aways
been the leading force and playing an important role in laying the solid foun-
dation in the development of dance in China. With the support and concern of
the Communist Party of China CPC and that of the government BDA will al-
ways be pulsing at the same rate with its nation.

Thanks to the rapid development of high-tech and global economy the re-
form of higher education is given great chalenges as well as opportunities. All
governments of the world are taking measures to deepen educational reform so
as to adapt to the new circumstances.

The report at the 16th National Congress of the Communist Party of China
has clarified the dbjectives and tasks courses and requirements status and
functions of our educational development during the new period. Higher educa
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tion should endeavour to balance between the long- term short supply and the
expanding social demands and bring forward proper development in a longer
period. We are motivated by such a great historic task to deepen educational
reforom of our Academy and to boost dance education to even greater develop-
ment.

With the help of municipal government BDA has worked out the Tenth
Five- Year Plan 2001-2005 and Plan for the years up to 2010 drafting the
guidelines for running the Academy and seizing all opportunities to deepen the
educational reform. 2008 Olympics in Beijing would be a great chance for us
to promate the qualities and profits of our education and cultivate the special-
ized talents to meet the requirements of the cultural career of Beijing as well
as the whole country. By the year 2015 BDA will have been one of the best
dance cdleges in the world known as the base on which to cultivate outstand-
ing talents research on dance cultures and create excellent dance works.

In order to attain these far- sighted objectives BDA boosted teaching re-
form in 2001 and 2002 and reconstructed the educational orientation in the
new situation. Discipline development has been strengthened systemically and
dance research and teaching quality have been enhanced. Our goal is to estab-
lish a teach- research dance college.Therefore we must emphasize our academic
research on dance so as to become leading force in the area of dance educe-
tion both home and abroad.

Snce the Academy is a schod with offerings only in dance we must have
our own prominent dance culture which is the value and foundation of our
survival and development. Meanwhile we should expand our traditional program
to include other offerings such as the stage science and technology art man-
agement  high-tech and science of dance body. A colege of new age is both
educational ingtitution and cultural carrier both symbad of culture and propaga-
tor and creator of the new culture. As the highest ingtitute of higer education
in dance education in China our mission is to deliver dance culture as well
as research  create and develop the new dance culture. A colege of new age



must be international so BDA should take on the responsibility of promoting
exchanges and cooperation with other countries in the field of dance education.
The great prospects of the Academy entail solid foundation of the discipline
on which the cultivation of dance students academic research curricular estab-
lishment and teaching improvement are al based. Therefore the level of sub-
jects is an essential sign of teaching quality and management level.

In order to make BDA become a first- class dance ingtitute of higher edu-
cation in the world we must try our best to establish some first- class offerings.
Firstly we need to adjust offerings and specialities to meet the requirements of
the society.

Secondly  the disciplines development should be perfected with the im-
provement of teaching quality and educational management.

Thirdly we need to strengthen the establishment of key offerings encour-
aging the best products of teaching and research both at home and abroad. In
the course of offerings establishment much more emphasis should be placed on
writing and editing teaching meterials conveying teaching contents by means of
words and pictures.

Fourthly we need to form the leading faculty of the young and middle-
aged to produce first- class teachers and masters in domestic and international
dance profession. The faculty is the root of a schod and also the most impor-
tant content of disciplines development. Every leading teacher has his or her
omn characteristics or special skills but the excellent results of their academic
researches can be shared by all.

Teaching materials are created through continuous studying and innovating
professional knoMedge and summarizing teaching theory and experiences. The
Academy is making greater investment in producing new or updated teaching
materials and meanwhile introducing timely excellent teaching materials from
abroad.

BDA has worked out the Tenth Five- Year Plan for Teaching Material the
“ Ten Five’ Plan as one of the important projects of deepening teaching reform
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and development. Under the circumstances of rapid development of higher edu-
cation in the 21st century the coming celebration of the 50th anniversary of
BDA especialy the necessity of adjustment and establishment in offerings and
specidities  our establishment of teaching materials will be much more chal-
lenging than before.

On one hand we had set up three new departments by 2001 33 percent
of overall professional departments among which there were 9 new specidlities.
S0 new teaching materials are demanded to adapt to the development. On the
other hand some of the core curricula of the key offerings and the key de-
partments are suffering either lack of teaching materials or having teaching ma-
terials out of date. Moreover a series of liberal arts course out of the field of
dance need to be adjusted to the characteristics of our students.

With regard to the improvement of our teaching quality and establishement
of the leading role in dance education in Chinaas well as the top dance cd-
lege in the world we set up a goal and focus for completing the “ Ten Five'
Plan

1. We shall strengthen the system of teaching material for core curricula
in every teaching department and eliminate the phenomenon of teaching with-
out teaching materials.

2. We shal support financialy the writing of some advanced teaching ma-
terials of dance in China which are of high level and of great influences.

3. We shall support the writing of teaching materials for the core curricula
of some new subjects speciaities and cross- disciplines specialities.

4. We sndl revise and update some teaching materials of liberal arts cours-
es to meet the requirements of the times and development.

The improvement and quality of teaching meterials is the cornerstone of
standardization and schematization of teaching including the revising and up-
dating teaching materials of traditional curricula as well as writing the new
ones. During the period of “* Ten Five’ Plan the prgect of teaching materials
of BDA will be carried out systematically and cooperatively in terms of three



specialities.

I . Performance it includes Ballet Chinese Classica Dance Han & Tang
Dynasty Dance inclusively  Chinese Fok Dance Oriental Dance inclusively
Musicals International Ballroom Dance etc. The teaching materials will be
written revised and updated systematically as a project. By 2004  they will
have formed their own system and been published officialy.

II. Choreography it includes 2 main emphases of Chinese Dance and
Modern Dance. The establishment of Choreography teaching materials is much
more important  because teaching Choreography and Modern Dance  are just
gtarting in China. At present the Choreography teaching materials are being
prepared with their system examined during the period of “ Ten Five® Plan
and published by 2005.

Il. Dance Science in The Chinese Arts Department Dance Voume work
has been done with emphasis on the estabishment of this discipline. In fact
since the period of “ Eight Five® Plan BDA has aready done a great deal of
fundamental researches on dance theory dance history as well as cross- disci-
plines in dance. A series of teaching materials have been published. | believe
that during the period of “ Ten Fivé’ Plan the above- mentioned teaching mete-
rials shall have been integrated into a complete system.

Beijing Dance Academy will soon reach its 50th anniversary and the har-
vest of our teaching materials will be a significant present. It is not only a
summary of our history but aso a new starting point for our future.

J 5

The President of Beijing Dance Academy
The Secretary of CPC Committee of BDA
The Chief of Leading Team of“ Ten Fiveé Teaching Material Establishment of BDA
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This book is both academic treatise and teaching material about psychology.
It is impossible for the writer to complete this teaching material without many
years of efforts and teaching experience concerning Art Psychology and Dance
Psychology in Beijing Dance Academy. Dance Psychology is a new discipline
established fundamentally in recent years which also forms an M.A. mgor for
graduates. An exciting news! Of course it is created by history and great era.

At present dance education in China is presented with the most favorable
situation and golden opportunity the dance education of higher educational in-
dtitutions all over China is in the ascendant dance aesthetic education in vari-
ous kinds and levels of schodls is vigoroudy springing up and spreading like
the bamboo shoots in spring growing after rain. At the end of the 20th century
and the beginning of the 21st century it means much more than the end of
one century and the beginning of another for dance education... At this mo-
ment dance education as the most ancient and oldest art fom on the one
hand will take on a new youthful vigorous look in this new era. On the oth-
er hand it will be developed towards the education of all citizens and popular
ization in al kinds of schods as a means of quality education and aesthetic
education in schodl. In other words dance education of the 21st century is go-
ing to develop in two directions professional dance education to be developed
towards the highest value of refined art dance aesthetic education as quality
education to be directed back to noumena value of citizen education. The
popularization and development of dance education are two aspects of the
cause of dance education which complement each other. Dance aesthetic edu-
cation and popularization of dance education will create Chinese skilled in
singing and dancing important conditions and socia foundation for the devel-
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opment of refined art as well as effective methods and ways to develop quality
education and creative education.

Of course China is nat the only country whose dance education is meet-
ing with great opportunity of development. In the theory and practice of con-
temporary international education  the Education Graduate School of Harvard
University in America put forward the famous Zero Project in early 1967. The
prgect is concerned with research and development of art education. Prof. Nel-
son Goodman the founder of the Project and prestigious scholar of epistemolo-
gy pointed out that art is beyond the area of inspiration and feelings. It is the
process of cognition and imaginary thinking which can also be caled artistic
thinking. It is as important as scientific thinking. For a long time people have
had little understanding about art education and imeginary thinking. We must
start from zero so as to make up for the imbalance between the research of
artistic thinking and the research of scientific thinking. Later under the direc-
tion of Howard Gardner famous psychoogist and one of the directors of the
ingtitution of Zero Project with psychological research on artistic thinking two
important results from Zero Prgect were produced namely Gardner’ s Multiple
Intelligences and Art Improvement . The theory was applied to coleges middle
schools primary schools and even preschool education. For over 30 years this
research has involved hundreds million ddllars financed by the American gov-
ernment as well as hundreds of well -known scientists  whose results have
proved profound effect on the United States. In 1988 the U. S publicized To-
wards Civilization-Research on Current National Art Education. In 1994 Ameri-
can Education Law was passed which established the important position of art
education in elementary education and placed dance education into the focus of
art education.

The book is concerned with the concepts of sensation and dance sensation
based on psychdogica aesthetics. Sensation is one of the mgjor subjects of
psychoogy as well as aesthetics and art studies. First when establishing aes
thetics A.G. Baumgarten the famous German philosopher defined aesthetics as



the science of sensation. Secondly G.T. Fechner psychdogist from Leipzg
University of Germany initiasted an approach of experimental psychology to
study the issue of sensation. He then published successively two of his signifi-
cant works titled Elemente der Psychophysik 1860 and Vorschule der Aes
thetik 1876 which honored him as a joint founder of the experimental psy-
chology and the psychophysics. At the same time his major contribution is the
creation of psychological aesthetics which seems to facilitate the development
of aesthetics with its own orientation and methods. Thus the history of aesthet-
ics has witnessed the aesthetics of experimental psychology aesthetics of struc-
turalism aesthetics of Gestalt psychology aesthetics of functionaistic psycholo-
oy aesthetics of psychoanalysis aesthetics of behavioristic psychology and aes-
thetics of humanistic psychology and the book also explores the problems con-
cerning the advanced transpersonal psychology and aesthetics .

The British psychologist Edward Bullough 1912 was a man who actively
advocated and practised the psychological aesthetics in the early 20th century.
His“ Theory of Psychological Distance’ is a unique and originative achievement
of research. Though the concept of distance is no longer a new word Bullough
considered it as an important principle in aesthetics an important feature in
aesthetic feeling a basic element of art as well as a speciad standard of aes
thetics. Early in the western history of aesthetics time distance and space dis-
tance were mentioned when appreciating a work of art. In Chinese aesthetics
there were also moods and ideas like “ far off’ and “ distant past’”. He even
believed that “ the Theory of Psychdogical Distance’ is a fundamental approach
and principle with which to solve many problems concerning arts.

It was Jay Freeman 1976 famous American dance aesthetician who first
applied the Theory of Psychological Distance to the research of dance aesthet-
ics. He directly named his dance aesthetics as Dancers and Audience Theory
of Aesthetic Distance. In his preface and acknowledgement he pointed out that
his book is completely influenced by the theory of psychological distance
which was formed early by Edward Bullough and was given the name of Theo-

q
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ry of Psychological Distance. And thus he would like to contribute this book to
him. He said that the concept of psychdogica distance is suitable for every
kind of arts. His terminology does not refer to something mysterious supernatu-
ral or transcendent but involves itself into something called mind.

In this book however | argue that Edward Bullough' s“ Theory of Psy-
chological Distance’ is an important aesthetics of psychology which still needs
further clarification of some confusions. Though it has great significance and
value for the research of dance psychology or aesthetic psychology its applica-
tion to these fields entails the understanding of the fdlowing five problems.
Firstly the concept and content of “ psychological distanceg’. The writer thinks
that the nature of “ psychological distance’ is the distance between the aesthet-
ic ideal and the objective reality between the imagined representation and the
specific image between art and lifel At the same time “ psychoogical distance’
is in accordance with the* theory of distant past’“ theory of idedlogy and prac-
ticg' “ theory of ambiguity’ in Chinese aesthetics. Secondly what' s the psy-
chological mechanism principle cause and condition of psychological distance.
The writer believes that the mechanism that produces psychological distance is
imagination. And the condition is space of imagination space of mind and time
of mind. Thirdly “ psychoogical distance’ is not only a basic principle of art
and aesthetic but also a basic principle of socia life psychological develop-
ment and education of human beings. In other words the mativation and
source of a person’' s psychological development is just the psychological dis
tance between the more advanced psychological need and its origina psychoog-
ical level. This idea is identified with the thought of psychdogical development
established by Prof. Zhu Zhixian and Prof. Lin Chongde renowned child psy-
choogists in China  Piaget' s equilibrium theory and Maslow s hierarchy of
needs theory. Fourthly the concept of “ psychological distance’ provides us with
scientific thinking and experimental method to measure and test the ability of
imagination and creativity. That' s what Bullough did not think of but it is
very significant and valuable. Finally it s about the special characteristics of



dance that is the problem of noumenal autonomy which we must solve by
means of relationship of body and mind through psychological distance.

Therefore  the book points out that sensation and sensitivity is only a ba
sic feature of art and beauty. The reason why art and beauty have something
to do with sensation is because things that are of art and beauty are related
with images which arouse people s imagination as well as their sensation. Only
imagination and artistic imagination can produce psychological distance and
dance aesthetics. Imagination is a psychological process during which the hu-
man brain creates new images by means of processing and reforming the mem-
ory representation. The new image is called imagined representation by generd
psychoogy and imagery by artistic psychology. Psychological distance and psy-
che space are psyche time and space of imagination between memory represen-
tation life image and imagined representation aesthetic imagery . They are the
distance and space of art high above life itself. The nature of artistic beauty is
imagination.  Art originates from people s imagination. The nature of art is
imagination be it artistic creation or appreciation.

In this book the writer claims that dance psychology and art psychology
have close relation with transpersonal psychology or transcendent psychology
the most advanced psychology in our time. It seems that there is a natural re-
lation between art and transcendence. Therefore it is a complete surprise for
the writer himself that he finds himself touching the front the future and the
home of the development of the contemporary psychology through the research
of art or art of dance.

Finaly the writer argues that sensation and perception are the elementary
features of art. Both art and beauty have something to do with sensation or
perceptiveness mainly because what is art and beautiful has a lot to do with
images. The image can give rise to either sensation or imagination. Only imagi-
nation or artistic imagination is the source of art aesthetics. the nature of art
is imagination and art originates from imagination. Both art and imagination are
the most typical and most transcendent spiritual phenomena. So art psychology

q
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and dance psychology are the most typical transcendent psychology or transper-
sonal psychology . In other words they are the necessary way and bridge to-
wards transcendent psychology or transpersonal psychology . Meanwhile it seems
that transcendent psychology or transpersonal psychology can spring up and be-
come prominent only in the field of psychdogy of art the weakest area domi-
nated by the force of psychology and aso the closest point to transcendent
psychology or transpersonal psychalogy.

The related content of the book has been accepted by 28th International Congrass of Psychology
ID 00120072 . Ping Xin Professor in Beijing Dance Academy Beijing China Pastcode 100081 E- mail
px@bda.edu.cn ping2003@eyou.com pingxin0605@sina.com  ping2005@sohu.com.
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