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Abstract 

 
This article develops a conceptual pedagogical framework for integrating the Martha Graham Technique within 
foundational modern dance education at Chinese normal universities, focusing on institutions in Shaanxi Province 
as representative sites of regional teacher preparation. Drawing upon systematic conceptual analysis of scholarship 
in somatic dance pedagogy, Chinese classical dance aesthetics, learner-centered instructional theory, and cross-
cultural performing arts education, the paper constructs a three-domain theoretical architecture that positions the 
contraction-release dynamic of Graham’s system and the shen yun principle of Chinese classical dance as 
philosophically convergent and far more culturally compatible than their separate origins suggest. The framework 
is grounded in Charles Reigeluth’s learner-centered instructional paradigm and operationalized through a twelve-
week module schema that scaffolds technical, expressive, and cognitive learning progressively. Contributions are 
made to theoretical discourses on embodied pedagogy, cultural translation in dance education, epistemological 
reform in teacher-preparation curricula, and the conditions under which Western somatic methodologies generate 
encounters with Asian aesthetic traditions that are productive and not colonizing. 
 
Keywords: Martha Graham Technique, conceptual framework, Chinese normal universities, somatic pedagogy, 
cross-cultural dance education, learner-centered instruction 

 
Introduction 

 
Dance teacher education in China occupies a peculiar position within the national higher education 
system. It is formally recognized as a domain of professional preparation, yet organized around a set of 
pedagogical assumptions that were consolidated decades ago and have proven remarkably resistant to 
the forces of globalization and curricular innovation that have reshaped other disciplines. At China’s 
normal universities, which bear the institutional mandate of preparing pre-service educators for the 
national school system at every level from primary through secondary, the dance curriculum has 
historically centered on Chinese classical and folk forms as the authoritative core of a student’s technical 
formation, supplementing this foundation with varying and largely unsystematic exposures to Western 
modern and contemporary movement vocabularies. The consequence of this arrangement is a 
pedagogical paradox. Students who will become arts educators in a world of accelerating cross-cultural 
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exchange and expanding performing arts diversity are themselves trained within a narrower aesthetic 
and methodological range than the students they will eventually teach will encounter. 

Martha Graham stands at the center of any serious engagement with the history and pedagogy 
of Western modern dance. From the 1920s onward, the technique that bears her name has shaped 
generations of dancers, choreographers, and educators on every inhabited continent, generating a 
somatic vocabulary of extraordinary depth and pedagogical coherence. Graham’s fundamental insight, 
that the body’s deepest movement impulses arise from the dynamics of contraction and release, breath 
and gravity, spiral and fall, translates technical training into a form of embodied philosophical inquiry, 
one in which learning to move becomes inseparable from learning to feel, to know, and to express 
(Kolb, 2024; McManus, 2021). The technique carries within it an entire epistemology of the body, a set 
of convictions about how knowledge is produced and how meaning is made through physical 
experience, and this set of convictions distinguishes it from movement systems concerned primarily 
with the demonstration of physical virtuosity or the reproduction of codified aesthetic forms. 

Yet a fundamental conceptual problem has impeded the integration of Graham’s technique into 
Chinese normal university dance education, and that problem extends beyond logistics or curriculum 
design into theory itself. No adequate conceptual framework exists for understanding how Graham’s 
philosophical premises and pedagogical logic relate to the philosophical premises and pedagogical logic 
of the Chinese classical dance tradition that dominates normal university curricula. Without such a 
framework, attempts to introduce the Graham Technique into these programs risk producing exactly the 
kind of unsystematic, philosophically uninformed exposure that currently characterizes modern dance 
education in these institutions. Students learn to imitate Graham’s characteristic shapes without 
understanding the somatic intentions behind them, and the technique’s transformative pedagogical 
potential remains locked within a technical surface that has been severed from its intellectual and 
expressive roots. 

The present paper argues that the theoretical gap can be addressed, and that a carefully 
constructed conceptual framework reveals the Martha Graham Technique and Chinese classical dance 
to be far more philosophically compatible than their different cultural origins and historical contexts 
might suggest. Three research objectives structure the paper’s argument. The first is to map the 
philosophical and somatic foundations of both movement traditions, identifying their principal 
convergences and the productive tensions that distinguish their epistemological orientations. The 
second is to construct a multi-layered conceptual pedagogical framework synthesizing these two 
traditions within a learner-centered instructional paradigm. The third is to theorize the implications of 
the resulting framework for cross-cultural performing arts pedagogy and for the reform of dance teacher 
education at Chinese normal universities.  
 

Methods 
 
A conceptual paper of this nature does not generate its findings through the collection and analysis of 
empirical data in the conventional sense. Its methodology is the disciplined construction and critical 
testing of theoretical propositions through systematic engagement with existing scholarship, 
philosophical analysis, and the reasoned synthesis of ideas drawn from multiple intellectual traditions. 
The methodological approach employed here combines three interlocking analytical procedures, 
namely integrative literature analysis, philosophical comparative analysis, and synthetic framework 
construction, each of which is described in turn. 
 
Integrative Literature Analysis 
 
A systematic search of major English and Chinese academic databases, including Web of Science, 
Scopus, ProQuest, JSTOR, and the China National Knowledge Infrastructure (CNKI), was conducted 
using search combinations covering ‘Martha Graham Technique,’ ‘contraction release pedagogy,’ 
‘somatic dance education,’ ‘Chinese classical dance aesthetics,’ ‘shen yun,’ ‘normal university dance 
curriculum,’ ‘learner-centered instructional design,’ and ‘cross-cultural performing arts pedagogy.’ 
Publications spanning 2000 through 2025 in both English and Chinese were included in the initial 
retrieval, with foundational texts of established canonical status incorporated irrespective of publication 
date. A two-stage screening process examined titles and abstracts for relevance to the paper’s three 



Jurai Sembah 7(1) (44-54) 
 e-ISSN 2716-5523 

 

46 

research objectives, followed by full-text review and organization into five thematic clusters, namely 
the philosophical and somatic foundations of the Graham Technique; Chinese classical dance aesthetics 
and pedagogy; modern dance education in Chinese higher education; learner-centered and somatic 
instructional theory; and cross-cultural comparative studies of Western dance techniques in Asian 
educational contexts. 
 
Philosophical Comparative Analysis 
 
The second analytical procedure involved close philosophical examination of the foundational premises 
of both movement traditions, treating each as a coherent epistemological system with identifiable 
assumptions about the relationship between body and mind, technique and expression, individual 
subjectivity and collective aesthetic value. The guiding question concerned where the two traditions 
converge and where they diverge at the level of their deepest philosophical commitments, beyond what 
they simply share at the level of physical movement. For the Graham Technique, philosophical readings 
engaged with vitalist philosophy and the concept of breath as political and expressive force (Kolb, 
2024), psychoanalytic and feminist dimensions of Graham’s compositional and pedagogical practice 
(Real, 2023; Sultanian, 2013), and somatic education theory within which Graham’s work can be 
situated as an early and influential instance (McManus, 2021). For Chinese classical dance, the analysis 
drew on Confucian and Daoist aesthetic philosophy, particularly the concept of shen yun as theorized 
in Chinese dance scholarship (Li, 2021; Luo & Tang, 2020), the martial arts tradition’s treatment of qi 
as a somatic organizing principle, and the scholarly literature documenting the codification of Chinese 
classical dance as a distinct art form since the mid-twentieth century. 
 
Synthetic Framework Construction 
 
The third procedure involved the construction of the conceptual framework through iterative theoretical 
synthesis. Following the framework construction methodology described in conceptual research 
literature (Jabareen, 2009; Torraco, 2005), theoretical propositions from all five thematic clusters were 
progressively integrated into a coherent multi-layered model, with internal consistency checking at each 
stage to verify the logical coherence of proposed relationships among the framework’s components. 
Charles Reigeluth’s learner-centered instructional theory (Reigeluth & An, 2020) served as the 
overarching organizational paradigm. Its principles of scaffolded elaboration, active engagement, 
formative feedback, and reflective self-regulation provided the pedagogical structure through which the 
philosophical content of both movement traditions could be translated into a coherent teaching and 
learning sequence. Where genuine tensions between the two traditions could not be theoretically 
resolved without distorting one or both of them, those tensions were preserved within the framework as 
productive contradictions and not incapacitating ones, following the view that cross-cultural pedagogy 
is most intellectually honest when it acknowledges the irreducible differences between the cultural and 
philosophical worlds it places in dialogue. 
 

Result and Discussion 
 
The conceptual analysis generated three interconnected findings. These are a philosophical convergence 
map identifying the shared premises and productive tensions between the two movement traditions; a 
three-domain pedagogical architecture specifying the content, methods, and learning objectives of the 
integrated framework; and a twelve-week module schema demonstrating how the framework translates 
into a concrete instructional sequence for first-year dance majors at Chinese normal universities. 
 
Philosophical Convergences and Productive Tensions 
 
The comparative philosophical analysis revealed a pattern of deep structural convergence alongside 
significant divergence at the level of cultural philosophy and expressive orientation. Both traditions 
proceed from the conviction that technical mastery is a pathway to authentic inner expression and not 
an end in itself, a conviction distinguishing each from movement systems whose primary concern is the 
display of physical virtuosity. Graham’s articulation of this principle is psychologically direct and 
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radically individualistic. The contraction emerges from the body’s encounter with its own deepest 
emotional truth, and the release discloses that truth outward toward the world and toward other human 
beings who will recognize their own experience within it (McManus, 2021). Chinese classical dance 
encodes a structurally parallel conviction through the concept of shen yun, which demands that the 
dancer so thoroughly internalize the cultural and emotional content of the movement vocabulary that 
inner spirit (shen) and outward form (yun) become indistinguishable in performance (Li, 2021). 

Breath, too, functions as a shared somatic medium, though its philosophical framing differs 
between the two traditions. Graham’s breath-initiated movement treats the inhalation and exhalation 
cycle as the generative source of all dynamic phrasing. Contraction is born from exhalation, release 
from inhalation, and the spiral and fall-recovery patterns that give Graham’s vocabulary its three-
dimensional expressivity are understood as elaborations of this fundamental respiratory logic (Kolb, 
2024). Chinese classical dance, drawing on the broader somatic heritage of Chinese movement arts, 
treats qi, the vital breath-force, as the animating principle flowing through every gesture and every 
transitional pathway. Graham’s breath carries the weight of Western vitalist philosophy and 
psychoanalytic resonance, while Chinese qi embodies Daoist concepts of natural energetic circulation 
and the harmonious integration of the mover with the larger patterns of the cosmos. The philosophical 
framing differs substantively, yet the pedagogical implication converges. A dancer trained to move from 
breath in either tradition learns to generate movement from an interior source of animation, and not 
from the surface coordination of limbs and joints. 
 
Table 1. Comparative Philosophical Mapping of Martha Graham Technique and Chinese Classical 
Dance Across Six Analytical Dimensions 
 
Dimension Graham Technique Chinese Classical 

Dance 
Convergence 

Somatic Source Breath as initiator; 
contraction-release as 
emotional physiology; 
the body's interior as the 
origin of authentic 
movement 

Qi as animating 
force; breath-centered 
initiation linking 
inner vitality to 
outward form 

High, both locate 
movement’s origin in 
interior somatic energy 

Expression Goal Emotional authenticity; 
personal psychological 
truth made visible 
through disciplined 
physical form 

Shen yun, the unity 
of inner spirit and 
outer form; cultural 
ideal made embodied 
through technique 

High, both subordinate 
technical display to 
expressive interior quality 

Tension Dynamics Contraction-release as 
psychological oscillation; 
yin-yang of withdrawal 
and opening 

Yuan (circularity) 
and continuous flow; 
gathering and 
dispersing of energy 
through curved 
pathways 

High, shared dialectical 
understanding of tension 
and release 

Discipline / 
Freedom 

Technical codification as 
scaffolding for personal 
expressive freedom; 
mastery enables authentic 
departure 

Codified shen-fa as 
foundation from 
which shen yun 
emerges; discipline as 
precondition for 
spiritual expressivity 

High, both treat discipline 
and freedom as 
interdependent and not 
opposed 

Individual / 
Collective 

Strongly individualistic; 
the dancer's personal 

Collectively oriented; 
the dancer embodies 
cultural archetypes, 

Divergent, a productive 
tension; framework 
preserves this as cross-
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Dimension Graham Technique Chinese Classical 
Dance 

Convergence 

history and psychology 
as artistic subject 

historical narratives, 
moral ideals 

cultural learning 
opportunity 

Aesthetic 
Philosophy 

Western vitalist and 
psychoanalytic roots; 
emotional truth as 
ultimate aesthetic value 

Confucian-Daoist 
roots; harmony, 
grace, and moral 
virtue as ultimate 
aesthetic ideals 

Divergent, complementary 
values; framework treats 
the divergence as 
enriching and not 
problematic 

 
 
The Three-Domain Pedagogical Architecture 
 
The conceptual framework organizes the integrated pedagogy across three mutually reinforcing 
domains, namely technical, expressive, and cognitive, each shaped by both movement traditions and 
structured through Reigeluth’s learner-centered principles. Figure 1 presents the architectural schema 
of the full framework, illustrating the relationships among its components and the pedagogical flow 
connecting inputs to learning outcomes. 
 

 
Figure 1. Three-Domain Conceptual Pedagogical Architecture: Technical, Expressive, and Cognitive 

Dimensions Within a Learner-Centered Framework 
 
The Twelve-Week Module Schema 
 
The three-domain architecture is operationalized through a twelve-week instructional sequence whose 
design reflects Reigeluth’s principle of elaborated progression, moving from isolated foundational 
principles toward integrated expressive performance across three structured learning phases. Table 2 
presents the schema for each phase, specifying the primary domain emphasis, pedagogical method, and 
integrative activity appropriate to each stage. 
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Table 2. Twelve-Week Module Schema: Phase Progression, Domain Emphasis, Pedagogical 
Methods, and Cultural Bridge Concepts 
 
Weeks Phase Domain 

Focus 
Pedagogical 
Methods 

Core Content Cultural 
Bridge 

1–4 Foundation Technical Scaffolded drill, 
somatic 
exploration, floor 
sequencing 

Breath initiation; 
basic contraction-
release; spinal 
grounding; 
standing balance 

Graham breath 
and Chinese qi 
/ dantian in 
dialogue 

5–8 Expansion Technical + 
Expressive 

Guided 
improvisation, 
reflective 
journaling, peer 
observation 

Spiral work; 
floorwork to 
standing; gestural 
expressivity; 
emotional 
intention 
exercises 

Contraction 
paired with yin 
gathering; 
release paired 
with yang 
opening 

9–12 Synthesis All Three 
Domains 

Choreographic 
workshop, 
analytical seminar, 
portfolio review 

Full phrase 
integration; 
Chinese dance 
motif dialogue; 
creative 
composition; 
metacognitive 
review 

Shen yun as 
intercultural 
expressive goal 

 
 
Discussion 
 
The conceptual framework presented in the Results section generates at least four theoretical arguments 
that merit extended examination. These are the epistemological transformation that the framework 
demands of both students and institutions; the problem and possibility of cultural translation as a 
pedagogical strategy; the political economy of intercultural curriculum reform within Chinese higher 
education; and the framework’s implications for the broader field of performing arts education across 
Asia and internationally. Each of these arguments unfolds from the framework’s internal logic, yet each 
also exceeds the framework’s immediate pedagogical application and reaches into fundamental 
questions about how knowledge is constructed, transmitted, and transformed in the performing arts. 
 
Epistemological Transformation and the Somatic Turn in Chinese Dance Education 
 
The most profound challenge that the proposed framework poses to Chinese normal university dance 
education is epistemological before it is curricular or technical. Conventional pedagogical practice at 
these institutions is organized around a transmission model of knowledge in which the instructor 
embodies correct form and the student reproduces it through repeated observation and disciplined 
imitation. Within such a model, knowledge of dance resides in the authorized bodies of trained 
instructors and in the codified texts of the curriculum, and the student’s proper role is one of accurate 
and deferential reception. Martha Graham’s pedagogical philosophy dismantles this epistemological 
arrangement from its foundations. For Graham, knowledge of movement is not something that can be 
transmitted from teacher to student through demonstration and mimicry. It is produced anew in each 
dancer’s body through the interior investigation of sensation, breath, emotion, and somatic intention. 
The technique provides the structural framework for this investigation, but the investigation itself must 
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be the student’s own, undertaken with a quality of personal risk and genuine emotional engagement that 
no external authority can supply or validate. 
 

Figure 2 maps the epistemological shift that the framework invites, representing the 
transformation from a transmission-centered to an inquiry-centered pedagogical relationship as a 
continuum of progressive reorientation and not a binary switch. 
 

 
 

Figure 2. Epistemological Shift Continuum: From Transmission-Centered to Inquiry-Centered 
Pedagogical Relationship Across the Three Module Phases 

 
What Figure 2 cannot fully convey is the affective and cultural dimension of the epistemological 

transition it maps. For many Chinese dance students, the demand to move from interior emotional 
impulse, and not from the authority of an external model, constitutes a genuinely disorienting invitation 
to relate to the self and to movement in an entirely unfamiliar way, beyond simply a new technical 
challenge. The psychoanalytic resonance of Graham’s technique, with its expectation that the dancer’s 
personal history and emotional landscape will become the raw material of creative expression, asks 
students to bring into the studio a quality of psychological openness and self-disclosure that Chinese 
educational culture, at all levels, has historically not cultivated or rewarded (Chen, 2024; Jin & Snook, 
2022). Acknowledging this cultural dimension of the epistemological challenge does not diminish the 
value of the framework. On the contrary, it enriches the framework’s claim to educational significance 
by making explicit what is genuinely at stake in the encounter it proposes to facilitate. 

Significantly, Chinese classical dance offers a partial but genuine cultural bridge across this 
affective gap. The concept of shen yun carries its own internal demand for psychological depth and 
authentic inner engagement. The dancer who performs the codified forms of classical dance without the 
animating quality of inner spirit (shen) is understood within the tradition as technically adequate but 
artistically deficient. Students who have been taught shen yun as an aesthetic aspiration, even if the 
pedagogical methods for cultivating it remain underdeveloped in current curricula, are therefore already 
inhabiting a conceptual space in which authentic interiority is recognized as an artistic goal. Graham’s 
framework offers such students a more explicit somatic methodology for pursuing an aspiration they 
have already, in some sense, internalized. The epistemological gap, examined from this angle, is far 
narrower than it might appear when Graham’s technique and Chinese dance pedagogy are placed in 
simple opposition. 
 
Cultural Translation as Pedagogical Strategy: Conditions and Limits 
 
The concept of cultural translation, the process through which ideas, practices, and aesthetic values 
move across cultural boundaries and acquire new meanings in the contexts they enter, provides a 
productive theoretical lens for examining what the proposed framework is attempting to accomplish. 
Cultural translation in the performing arts has been examined from several theoretical perspectives. 
Paramguru’s (2024) research on Indian dancers trained in the Graham Technique shows how the 
encounter with Western modernist movement principles led, not to the erasure of Indian cultural 
identity, but to its more conscious and critical examination. Dancers discovered indigenous aesthetic 
principles through the defamiliarizing effect of encountering Graham’s system, arriving at a richer and 
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more analytically grounded understanding of their own tradition by looking at it from outside. 
Harrington’s (2024) account of cross-cultural dance creation in Tunisia demonstrates how Graham’s 
expressive vocabulary can function as a shared somatic language enabling communication and creative 
collaboration across significant cultural distance. 

Figure 3 represents the cultural translation process as it operates within the proposed 
framework, distinguishing three modalities of intercultural encounter that students may experience at 
different points in the twelve-week sequence. These modalities are Cultural Encounter, Cultural 
Dialogue, and Intercultural Synthesis. 
 

 
Figure 3. Cultural Translation Continuum: Three Modalities of Intercultural Encounter in the Twelve-

Week Module Progression 
 

The critical distinction between Figure 3’s second and third phases, the distinction between 
cultural dialogue and intercultural synthesis, deserves particular emphasis because it marks the 
boundary between the kind of cross-cultural performing arts education that merely adds an international 
technique to an existing curriculum and the kind that genuinely transforms the epistemological 
orientation of the learner. Cultural dialogue, as the framework conceives it, requires students to hold 
both traditions simultaneously in analytical awareness. Students must observe where Graham’s 
contraction-release dynamic and Chinese classical dance’s yin-yang tension logic share a somatic 
principle, and notice equally where Graham’s demand for psychological self-disclosure and Chinese 
dance’s orientation toward collective aesthetic ideals point toward genuinely different understandings 
of what the dancing body is for. Intercultural synthesis does not resolve these differences into a 
comfortable hybrid. It asks the student to develop an artistic identity capacious enough to contain them, 
and a technical vocabulary flexible enough to move between them with intelligence and intention. 

The framework is careful not to romanticize the possibility of intercultural synthesis or to 
underestimate the genuine difficulties of cultural translation. Jones and Kennedy (2024) warn against 
the tendency in global dance education to treat non-Western movement traditions as raw material for 
Western artistic appropriation, a tendency that cloaks itself in the rhetoric of cross-cultural dialogue 
while maintaining the asymmetrical power relations that have historically structured the global 
circulation of dance techniques. The present framework is explicitly designed to resist this tendency. 
Chinese classical dance is positioned within it as a co-equal aesthetic and philosophical tradition whose 
integrity must be preserved throughout the encounter with Graham’s methodology. The framework does 
not ask students to see Chinese dance through Graham’s eyes or to evaluate Chinese aesthetic principles 
by the standards of Western expressivism. It asks them to develop the conceptual and somatic 
sophistication to move between two genuinely different aesthetic worlds with equal competence and 
equal reverence. 
 
Structural Conditions for Sustainable Reform in Chinese Normal Universities 
 
A conceptual framework, however theoretically sound, accomplishes nothing in institutional life unless 
the structural conditions necessary for its implementation are in place or can be credibly developed. 
Three structural conditions emerge from the conceptual analysis as particularly consequential for the 
sustainability of the proposed integration. These are faculty professional development, institutional 
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assessment reform, and the development of an evaluative culture oriented toward expressive and 
somatic learning outcomes. 

Faculty professional development is the most immediate and tractable of these conditions. The 
framework presupposes instructors who are themselves practitioners of Graham’s technique at a level 
sufficient to teach it with somatic intelligence and pedagogical imagination, instructors who can guide 
students through the interior investigation that gives the form its meaning and who do more than 
demonstrate the external form of contraction-release alone. Most faculty members at Chinese normal 
universities lack sustained embodied engagement with Graham’s system, and the framework cannot be 
implemented responsibly without addressing this gap. A scalable model for faculty development, 
drawing on intensive residential workshops, video-based self-study resources, structured teaching 
supervision, and the establishment of practice communities connecting faculty members across 
institutions, could address the gap progressively, though the investment required should not be 
minimized. 

Institutional assessment reform is the structural condition most resistant to incremental change, 
because the evaluation criteria currently governing foundational dance courses at Chinese normal 
universities assess technical accuracy according to standards derived from Chinese classical dance 
aesthetics. Expressive depth, somatic awareness, and intercultural interpretive capacity, the central 
learning outcomes of the proposed framework, are not recognized by these criteria. Students who 
develop the competencies the framework is designed to cultivate receive no formal institutional 
acknowledgment of their growth, a situation that will ultimately undermine the pedagogical legitimacy 
of any curriculum incorporating those competencies. Reforming assessment criteria to include 
expressive and somatic dimensions alongside technical ones requires engagement with institutional 
governance structures, national education policy frameworks, and the professional organizations that 
set standards for dance teacher education in China, a scale of engagement that exceeds any individual 
faculty member’s capacity and requires coordinated institutional and policy advocacy. 
 
Implications for Performing Arts Education Across Asia 
 
The conceptual framework developed in this paper addresses a specific institutional and cultural 
context, yet its theoretical architecture generates propositions with broader relevance for performing 
arts education across the Asian region and, indeed, for any educational context in which the pedagogical 
encounter between globally circulating Western techniques and locally grounded indigenous aesthetic 
traditions poses questions of cultural integrity, epistemological authority, and the politics of artistic 
knowledge. 

The framework’s core insight holds that globally recognized Western movement methodologies 
are most productively introduced into non-Western educational contexts when they are positioned as 
dialogic partners with indigenous traditions and not as replacements for or corrections of them, and this 
insight applies with equal force to any number of performing arts education encounters across Southeast 
Asia. The introduction of contemporary dance techniques developed in European choreographic 
contexts into Thai, Cambodian, or Filipino arts education programs, the encounter between Japanese 
Butoh aesthetics and Western somatic methodologies in contemporary Japanese dance education, and 
the integration of Indian classical dance forms with Western music theater training in Singapore’s 
performing arts conservatories are all educational projects that face versions of the same fundamental 
challenge the present framework addresses, namely how to honor the philosophical depth of a receiving 
tradition while remaining genuinely open to the transformative potential of an incoming one. The three-
domain architecture, the cultural translation continuum, and the epistemological shift model developed 
here offer conceptual tools transferable across these diverse contexts, requiring adaptation in their 
specific content and cultural bridging strategies but remaining valid in their structural logic. 
 

Conclusion 
 
The spine, in Graham’s pedagogical universe, is the locus of personal psychological truth and 
expressive authenticity. As a cultural bridge, it is the site where two traditions discover that their deepest 
commitments to authentic interiority, Chinese shen yun and Graham’s somatic expressivism, are 
speaking, across their philosophical differences, of the same irreducible human need to move from 
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somewhere real. The conceptual framework developed in this paper demonstrates that the Martha 
Graham Technique and Chinese classical dance, despite their distinct historical and cultural origins, 
share a deep philosophical commitment to technical discipline as a pathway toward authentic inner 
expression. The three-domain architecture, grounded in Reigeluth’s learner-centered instructional 
theory and operationalized through a twelve-week module schema, offers Chinese normal universities 
a concrete and theoretically grounded pathway for integrating Graham’s technique without treating it 
as a replacement for the philosophical depth of Chinese classical dance. Realizing this framework in 
practice depends on sustained faculty development and on institutional assessment reform that 
recognizes expressive and somatic learning alongside technical accuracy. The framework’s broader 
contribution lies in showing that cross-cultural performing arts pedagogy, when constructed with 
genuine philosophical care, can honor the integrity of a receiving tradition while remaining open to the 
transformative potential of an incoming one, a lesson with relevance for performing arts education 
across Asia and beyond. 
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