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Dance creation involves complex psychological activities. Although previous studies have 
conducted extensive investigations on the psychological aspects of choreographers’ 
creations, little is known regarding the psychological barrier of choreographers in terms 
of creativity. The study aims to explore the psychological barrier of innovation in dance 
choreography, which is a kind of situation between mental illness and mental problems. 
The research shows that improvisational dance is a free dance with the human body as 
a material carrier, and it is a dance form that the dancer’s thinking is transformed into 
dance action to express their inner thoughts. The improvement of the potential creative 
thinking of dance creators through the improvisational dance movement and structure 
are explored. Meanwhile, the theoretical ideas of psychologists have been applied to the 
cultivation and improvement of improvisational dance creativity, which has made full 
certification and supplement. Moreover, through psychological experiments, it is proved 
that improvisational dance is an important way to release and develop creativity. Based 
on the theory of psychology, feasible suggestions are given to improve students’ creative 
ability in the process of improvisational dance teaching.

Keywords: choreography, innovation, psychological disorders, semi-structured interview, AHP analytic hierarchy 
process

INTRODUCTION

Dance is an attractive and enjoyable art form of creative expression. People have discovered 
this type of art for a long time, which has evolved with the progress of human society (H’Doubler, 
1957). The proficiency of dance skills is usually assessed based on the performer’s physical 
skills, physical coordination, flexibility, and strength, as well as other subjective performances 
and aesthetic elements (Bläsing et  al., 2012). As an important creator of dance art, the 
choreographer is responsible for designing and depicting the artistic practice of dance in terms 
of movement sequence and form content. Dancers vary their movements according to space, 
speed, rhythm, etc., and express them precisely and improve them according to the choreographer’s 
demonstration. In addition, the dancers perfect the movements according to the choreographer’s 
aesthetic and expressive abilities and dance style. In the current society full of commercial 
atmosphere, mass culture profoundly affects the aesthetic interest of young people and gives 
birth to a new generation of dance choreographers (Henfield et  al., 2010). These new generation 
choreographers need to take into fusing the traditional techniques to create new trends in 
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modern society, which is based on the current time and changes 
with the times, thus meeting and leading the audience’s continuous 
development of aesthetic interest (Long, 2006).

Dance creation involves complex psychological activities: 
dancers need to combine physical movements with cognitive 
skills to observe, execute, and coordinate complex movement 
patterns; however, the choreographer is faced with more activities 
about psychology from the creation period. Although the 
relationship between creativity and psychology, the mood of 
artists (such as architects, painters, and musicians) has been 
extensively studied, and the two are considered to have a 
significant correlation (Lauronen et al., 2004; Fink and Woschnjak, 
2011; Gillam, 2013). Improvisational dance is the soul and 
beginning of modern dance, and its creation comes from 
external stimulation, which produces the expression of emotion 
to the art and expresses it from the inside to outside according 
to the experience and skills accumulated (Fisher et  al., 2020). 
Improvisational dance is the ability each dancer needs to possess, 
and it is an emotional expression of the impulse that arouses 
instinct in a moment. This editing and creation technique is 
the most challenging, expressive, personalized, and the most 
real emotional externalization, which is a performing art that 
integrates body and mind; therefore, “improvisational dance 
is the source of all techniques of creation,” and is the most 
primitive form of dance origin.

Considering that excellent works with dance emerge in an 
endless stream in today’s society but cannot see the high peaks 
only in the plateau, it can be  called the classic and opening 
work of the best. Freud’s psychoanalytic unconscious creativity 
theory and other related creativity theories are used to explore 
the important value of improvisation in dance training and 
the relationship between improvisational dance and creativity 
(De Oliveira Moreira and Drawin, 2015). On the one hand, 
the relevant psychological theories about improvisational dance 
in dance psychology are enriched. On the other hand, through 
the experimental research of scientific psychology, it is concluded 
that improvisational dance can be  used as a training mode 
to open the body creativity, which not only can solve the 
body initiative, but also stimulate the body potential of the 
dancer. A positive and meaningful attempt on the application 
of creativity theory in the teaching of improvisational dance, 
is made. It is believed that it can make a supplement to the 
less relevant literature in China, provide a reference for this 
kind of data, and promote the improvement of the teaching 
method of improvisational dance. In this way, the practical 
experience in the teaching of improvisational dance can 
be  upgraded to a theory with universal guiding significance, 
which can train original talents for dance education and provide 
a theoretical reference.

LITERATURE REVIEW

Research on Choreography
By searching the keyword of “choreography” in the CNKI, 
WanFang, CQVIP, and Web of Science database, it can be seen 
that due to the important role of choreography in the creation 

and performance of dance, a large number of existing literatures 
have been studied. Furthermore, most of the current studies 
are focus on the process of choreography. For example, Kirsh 
et  al. (2000) conducted a detailed ethnographic study of the 
process of dance creation of a famous choreographer and his 
team. By recording interactive videos of choreographers and 
conducting extensive interviews with dancers as well as other 
observations and tests, it was found that choreographers used 
three main methods to improve creative quality and creativity: 
presentation, making-on, and tasking. Abecassis-Moedas and 
Gilson (2017) took 20 dance choreographers as samples, 
adopted qualitative research methods to discuss creative 
leadership in the creation of dance, and depend on the pattern 
coding to find that the driving forces of creative leadership 
in dance choreographers include perspective, project, and 
preference. Triana investigated the relationship between the 
creative thinking ability of choreographers and the quality of 
dance creation and pointed out that there was a positive 
correlation between the two (Triana, 2015). In addition, a 
large number of studies have discussed the creation process 
of dance choreographers (Nahrstedt et  al., 2008; Felice et  al., 
2016), or analyzed and reviewed the creation of thoughts 
and the creation of dance styles of a famous choreographer 
(Powell, 1995; Giordano, 2000; Megill, 2018).

Creativity and Innovation Ability
In the field of artistic creativity, highly creative people (such 
as artists or dancers) tend to be  introverted, relatively high 
in emotion or neuroticism, more open to experience sharing 
and have a strong desire for achievement or performance 
(Haller and Courvoisier, 2010). For choreographers, body 
movements need to be  designed using internal and external 
cues, and expressed in highly creative ways, from the most 
abstract ideas to the concrete, audience-aware forms of expression. 
Artists’ creativity is often thought of as an “internal process” 
that takes place only in the mind, and Kirsh (2014) offers a 
new and more interactive view that collaboration with objects, 
media, and other external objects, is also an essential part of 
creative thinking. In addition, Ludwig believes that the creativity 
of various art forms including the creation of dance includes 
three dimensions: the creator himself, the creating process, 
and the product of creativity (Ludwig, 1989). The research on 
the creative ability of artistic creation also includes its relationship 
with personality type and mental illness (Kaufman, 2005).

Improvisational Dance and Creativity
Through sci-hub, JSTOR, Library Genesis, and other network 
data resources, as well as related works, improvisational dance, 
dance and, creativity are used as keywords to search the literature 
in recent years. In these research areas, the following aspects 
are summarized. By observing the improvisational dance 
performance, Łucznik (2015) realized how the dancers cooperate 
and create, and put forward some opinions. It was believed that 
dancers were not only the internal process of a single creator, 
but also the interaction among a group of improvised dancers 
from the mind, body, and environment. For group creativity, 
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an improvisation score was used to test and video recording 
was used to stimulate the recall method. After scoring, the 
dancers got the score and reflected on their own process through 
video playback. The interdependence among the original 
knowledge strategies was discussed, such as imagery and the 
sense of feeling, the process of the group, the role of others 
in the process of creation, and the interaction between the 
body and the environment (Łucznik, 2015). Chung discussed 
that the dance symbol system was generally considered as a 
tool of expression rather than a creative tool; as an uncertain 
method, improvisational dance was regarded as a creative way 
to assist the body’s movement and development. Based on the 
theory of Laban Movement analysis, the motion symbol system 
was constructed. Moreover, an in-depth interview was conducted, 
which provided a comprehensive insight into the perspective 
of choreography (Chung and Hou, 2018). Fink and Woschnjak 
(2011) described how three different groups of professional 
dancers (ballet, modern, and jazz) differ greatly in the creative 
needs involved in their respective dance styles. In this regard, 
the author compared creativity, general psychological ability, and 
personality. The author’s research results show that modern 
dancers perform freely on stage and show relatively high creativity 
in dance body language and image (measured by psychometric 
creativity test), followed by jazz or musicals, and finally ballet 
dancers (Fink and Woschnjak, 2011).

To sum up, through the research of dance psychology, and 
the relationship between dance teaching and creativity discussed 
in the books of dance psychology, it is found that improvisational 
dance is the best training mode to cultivate dancers’ creativity. 
The research direction of improvisational dance and creativity 
is a relatively new research direction. There are not many 
studies on improvisational dance from the perspective of 
creativity, but there are many passages about improvisational 
dance in studies on modern dance teaching. The best way 
and method to discuss the improvisational dance to cultivate 
students’ creativity are put forward through more in-depth 
study and reference (Deng et al., 2021). The research conclusion 
of improvisational dance from the perspective of psychology 
is that improvisational dance is closely related to the cultivation 
of creativity. Generally, through the analysis of the research 
status in China and foreign countries, modern psychological 
theory is regarded as the basic concept, and its application in 
the cultivation of creativity in the teaching of improvisational 
dance is discussed.

MATERIALS AND METHODS

Improvisational Dance Teaching Training
The relationship between improvising dance and improvisational 
dance can be  interpreted literally. Improvising dance is a verb 
and improvisational dance is a noun. Improvising dance is 
one of the links of dance creation, and one of the topics of 
modern dance choreography theory, which is included in the 
compulsory course of the university dance department. Different 
from the domestic situation, foreign improvisation of dance 
is in the situation of diversified personality development. 

There is much theoretical knowledge of improvisational dance 
for learning, and countless improvisational dance works for 
learning and appreciation. Moreover, in Asia, South Korea and 
Japan also attach great importance to the cultivation of dancers’ 
creativity. They also set up the improvisational dance course 
as a required course in the school syllabus. The forms of 
improvisational dance performance can be divided into “unlimited 
improvisation” and “limited improvisation.” “Unlimited 
improvisation” is suitable for professional dancers. It can help 
them to be  liberated from the original dance form, so that 
they can dance freely according to their psychological needs 
and body rhythm, without defining any external restrictions 
of theme, melody, category, and rhythm (Feng and Chen, 2020).

The choreographer or teacher gives dancers spiritual 
stimulation and relatively free defining space in the process 
of improvisation. Under this kind of stimulation, the psychological 
space will change greatly, and its manifestation can become 
extremely fragile and sensitive. Dancers can also be  infinitely 
brave, to explore the strong demand for change and innovation; 
therefore, choreographers and teachers must be  able to predict 
the role and expected results of the dancers in the body 
movement in the improvisational dance performance. The form 
of improvisational dance is that the dancer has no premeditated 
dance behavior and expresses the emotional expression of the 
dancer’s inner world in a flash through the body, which is 
from the inside to outside, so as to express the dancer’s current 
subjective consciousness. Improvisational dance can express the 
emotional expression of body and mind in the moment, and 
its form is not limited by space, time, meaning, and other 
factors. From the perspective of psychology, it can be understood 
as the coexistence of consciousness and unconsciousness, which 
is the representation of inner thoughts and the most creative 
expression. Among them, in improvisational dance, the body, 
as the body language of dance, is the manifestation of conscious 
emotion and unconscious instinctive impulse. Through the 
stream of consciousness and the series of different modeling 
changes, it reflects the emotional expression of the dancer’s 
heart (Fischer et  al., 2019).

Improvisational Dance and Creativity 
Stimulation
In psychology, there are several important schools of ideas 
about creativity theory. These classical ideas include Freud’s 
consciousness creativity and “Libido” theories, Guilford’s three-
dimensional structure model of intelligence theory, Gardner’s 
theory of multiple intelligences, and Mihaly Csikszentmihalyi’s 
“flow theory.”

Freud’s Unconscious and Dance Creativity
Freud emphasized that psychological structure includes conscious 
(Cs), preconscious (PCS), and unconscious (UCS). It is believed 
that the psychological process is mainly unconscious. In short, 
unconscious and preconscious constitute their unconsciousness. 
Freudian psychoanalysis has three core elements: id, ego, and 
superego. Among them, id can be  called libido, that is, 
unconscious (Ismail et  al., 2019). This kind of id energy in 
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the subconscious, that is, the psychological energy that stimulates 
behavior can be  called libido, is the ability that human beings 
are born with. It follows the principle of happiness and meets 
instinctive needs. This kind of unconscious psychological activity 
has great significance to art creation. Freud also put forward 
the view on art creation, which holds that artistic creation is 
a process of empathy; moreover, the creation phenomenon of 
artworks and art was often studied through his own 
psychoanalytic theory, and it was believed that the unconscious 
thinking process is of great significance to art. Among them, 
the psychological process of Michelangelo’s creation of Moses 
was analyzed. It was believed that Moses, who breaks the 
traditional image of history, is a man with a sacred mission 
and is endowed with a new image, which reflects the artist’s 
inner self-reflection and criticism. Only by constantly 
introspecting, criticizing, and enriching the heart, can artists 
wake up the audience’s emotional resonance with works of 
art, and satisfy the audience’s unconscious desire and instinctive 
impulse. In improvisational dance, it can be  said that many 
dancers’ works are completed in creative imagination through 
unconscious instinctive reaction (Capurso et al., 2014). To sum 
up, improvisational dance is closely related to Freud’s theory 
of unconscious creativity. Improvisational dance is a direct 
reflection of the dancer’s inner world of communication. Through 
body language expression, it can directly excavate the unconscious 
buried in the heart.

Three-Dimensional Structure Model of Intelligence 
Theory and Dance Creativity
In the study of creativity by the American psychologist 
Gilford, the various factors that affect creativity were analyzed; 
it was believed that human intelligence can be  divided into 
three dimensions, and the model of “three-dimensional 
structure model of intelligence” was constructed (Cohen 
et  al., 2006). In intelligence, the first dimension is content, 
which includes four factors: figure, symbol, semantics, and 
behavior; the second dimension is operation, which includes 
five factors: cognition, memory, divergent thinking, aggregate 
thinking, and evaluation; the third dimension is product, 
which includes six factors: unit, implication, transformation, 
system, relationship, and category. In the study of aptitude, 
it was found that many factors are related to creativity. 
Moreover, intelligence and creativity were distinguished (Tyagi 
et  al., 2017). It shows that “intelligence is the ability to 
reprocess different information in various ways. Creativity 
refers to the organization of basic abilities.” For intelligence, 
Gilford’s intelligence operation diagram shows that intelligence 
is divided into memory and thinking; thinking is divided 
into cognition, creation, and evaluation; creation is divided 
into compound thinking, divergent thinking, and aggregate 
thinking. It suggests that in Gilford’s studies, the operation 
process of creativity includes the ability of divergent thinking. 
In-depth research on divergent thinking was carried out and 
it was believed that divergent thinking is the main feature 
of creativity. On this basis, three characteristics of divergent 
thinking were put forward, namely, fluency, flexibility, and 
uniqueness (Reiter-Palmon et  al., 2019).

The essence of Gilford’s creativity theory is the three natures 
of divergent thinking and its uncertainty. The uncertainty of 
improvisational dance is closely related to modern physics and 
postmodern literature and art. Improvisational dance may 
be  one of the dance forms that can best reflect divergent 
thinking. How to connect divergent thinking with improvisational 
dance is the key to the author’s thinking, because the angle 
of creation is multi-faceted, and all factors of improvisational 
dance can be  reflected, such as rhythm, strength, speed, space, 
and so on. In improvisational dance, three ways of thinking, 
dance image, dance action, and dance abstract, echo each other. 
However, divergent and convergent thinking are mainly used 
to inspire the divergent thinking of college students’ dancers, 
so that they can feel the dance in their colorful life, open 
their imagination space, truly realize the unity of abstract 
thinking and concrete thinking in the teaching of improvisational 
dance, and stimulate their creativity and potential.

Theory of Multiple Intelligences and Dance 
Creativity
H. Gardner believed that multiple intelligences include nine 
kinds of intelligences, among which the existing intelligences 
are still being confirmed by research, so it can also be  called 
eight and half intelligences. In the United  States, the famous 
psychologist H. Gardner put forward the concept of “intelligence” 
in 1983. Through the continuous exploration of intelligence, 
nine kinds of multiple intelligences were developed and perfected 
(Fox, 2017), which were closely related to dance. Among them, 
dance has a direct relationship with body movement intelligence, 
music intelligence, space intelligence, and self-introspection 
intelligence. Dance is a dynamic plastic art with space, time, 
and comprehensiveness. The body is the material carrier of 
dance, through which dancers can express their emotions and 
thoughts, so dance teaching is closely related to multiple 
intelligences. Improvisational dance is to train dancers’ self-
examination, spatial perception, dance with music, emotional 
communication, and body coordination, which are the key to 
cultivate multiple intelligences in improvisational dance 
(Cheedella et  al., 2020). The significance of the theory of 
multiple intelligences in the field of dance art, therefore, 
is feasible.

In the process of improvisational dance, the basic process 
is that words (instructions) act as a trigger to stimulate the 
sense of innovation and produce a certain action response. 
This action reaction can be  described as a pure stay in the 
response level, which is a kind of action imagination, ideas, 
or association. As a reaction, this association constantly becomes 
a new trigger point to produce innovative consciousness, and 
thus produce new actions (Chen, 2019).

Immersion Theory and Dance Creativity
Maslow’s peak experience is the root of the psychological theory 
of immersion experience; however, in the theory of the hierarchy 
of needs, the highest in the hierarchy of needs is the need 
for self-realization. Among them, peak experience can 
be understood as related to self-realization level. Peak experience 

https://www.frontiersin.org/journals/psychology
www.frontiersin.org
https://www.frontiersin.org/journals/psychology#articles


Dou et al. Dance Choreographer’s Innovation for Students

Frontiers in Psychology | www.frontiersin.org 5 May 2021 | Volume 12 | Article 663223

can be taken as the excitement and smooth joy of dance artists 
in dance activities. Maslow called it peak experience, a need 
for self-realization (Call et al., 2018). When the improvisational 
dance is performed, its training purpose is to integrate the 
dance body from disorder to nature through the coordination 
of consciousness and body, the distribution of time, space, 
and strength. This view of integration is specially emphasized 
by flow theory. Therefore, these nine dimensions of flow theory 
coincide with the characteristics of improvisational dance. Before 
the beginning of dance impromptu, warm-up, changes in the 
environment, and the combination of warm-up, can help dancers 
quickly enter a state of concentration, which can be  called 
“in the zone” in psychology (Ickes et  al., 2017). According to 
the nine dimensions of “flow theory,” it is analyzed from the 
perspective of improvisation dancers.

This exploration holds that the psychological level of 
improvisational dance is the immersive experience, that is, 
one of the methods of flow theory, which can tap the inherent 
potential of dancers. This exploration can guide practice with 
theory, make people experience the state of body and mind 
in the improvisational dance learning, and stimulate the 
immersion experience from the heart.

An Experimental Study on Improvisational 
Dance and Creativity
From December 2019 to March 2020, a combination of online 
questionnaire sampling and convenient sampling was used to 
select research objects. The research objects mainly included: 
30 graduate students of grades 2016–2017 of XX dance college, 
35 college students of the modern dance department of XX 
dance college, and 33 dance enthusiasts online. A total of 105 
copies were collected. After screening, there were 98 valid 
questionnaires, and the effectivity rate was 93.33%. In the 
selection of research objects, the diversity of dance object types 
was mainly considered, so as to investigate as many audience 
groups as possible. The questionnaire test referred to “Cattell 
16 personality factor questionnaire,” in which the research 
method and purpose were to measure innovation and creativity. 
Innovation and creativity (Pingxin Revised Edition) included 
six dimensions (cleverness, excitability, boldness, sensitivity, 
fantasy, and improvisation). According to the seven dimensions, 
72 questions were selected. The experimental data were divided 

into two groups: the group who had learned improvisation 
dance and the group who had not. The results of the creativity 
test were analyzed to analyze the actual influence of improvisation 
dance on creativity.

According to statistical methods, SPSS statistical software 
was used for analysis. The six dimensions of the Cattell 16sp 
test and the items of SPSS were used as references. According 
to the feedback results of the questionnaire, there were 72 
questions in total, and the optional dimension of each question 
was divided into three categories. According to the question, 
the answer was different. Except for a few questions, there 
was no distinction between “right” and “wrong” in most 
questions. Using SPSS software to calculate is convenient to 
make a more comprehensive evaluation and prediction of the 
experimental results, and the calculation method of independent 
sample t-test is used for multi-directional data analysis 
and comparison.

RESULTS AND DISCUSSION

Data Analysis Results
Through the independent sample t-test, the differences of seven 
personality factors, including cleverness, excitability, boldness, 
sensitivity, fantasy, improvisation, and innovation creativity. 
Table  1 shows the results.

Table  1 shows that whether the sample has learned 
improvisational dance has no significant effect on cleverness 
(p  >  0.05). It means that for cleverness, whether the sample 
has learned improvisational dance or not, all of them show 
consistency, and there is no difference. In addition, whether 
the sample has learned improvisational dance has significant 
effects on excitability, boldness, sensitivity, fantasy, improvisation, 
and innovation creativity (p  <  0.05), which means that the 
samples learned and not learned improvisational dance show 
differences in excitability, boldness, sensitivity, fantasy, 
improvisation, and innovation creativity.

In this practice, the data of subjects who have learned 
improvisational dance and those who have not learned 
improvisational dance measured by Cattell’s 16 personality tests 
are compared. As shown in Table  2, the analysis shows that 
for the data of boldness, excitability, sensitivity, fantasy, 

TABLE 1 | Results of independent sample t-test.

Factor name Mean (standard deviation) t p

Learned improvisational 
dance

Have never learned 
improvisational dance

Cleverness 25.32 (4.47) 25.01 (5.21) 0.391 0.693
Excitability 29.13 (4.24) 27.36 (5.39) 2.352 0.033∗

Boldness 29.73 (5.36) 26.75 (5.97) 3.523 0.003∗∗

Sensitivity 18.82 (2.12) 16.39 (2.46) 3.005 0.001∗∗

Fantasy 28.79 (4.28) 25.63 (5.74) 2.536 0.025∗

Improvisation 11.42 (1.68) 8.94 (1.85) 5.485 0.000∗∗

Innovation creativity 19.43 (3.28) 17.16 (2.86) 3.024 0.000∗∗

∗p < 0.05; ∗∗p < 0.01.
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TABLE 2 | Results of factor score comparison analysis.

Factor name Type t p

Learned improvisational 
dance

Have never learned 
improvisational dance

Cleverness 4.253 4.634 −0.723 >0.05 Not significant
Excitability 5.636 5.023 2.623 <0.05 Significant
Boldness 5.783 5.325 1.592 <0.05 Significant
Sensitivity 5.470 5.232 1.235 <0.05 Significant
Fantasy 5.470 5.232 1.302 <0.05 Significant
Improvisation 5.537 5.139 2.045 <0.05 Significant
Innovation creativity 6.256 6.193 2.832 <0.05 Significant

improvisation, and innovation creativity, the data of students 
who have learned improvisational dance is higher than that 
of students who have not learned the improvisational dance. 
Improvisation and innovation creativity are higher than expected, 
but there is no significant difference in cleverness.

Data Analysis and Discussion
The comparison results suggest that there is no significant 
difference in the cleverness factor. According to the conditions 
of the research object, its cleverness can be  understood as 
intelligence, and genetic factors account for the majority. 
Although the cleverness of those who have learned 
improvisational dance is lower than that of those who have 
not. The result of innovation creativity shows that the innovative 
creative ability of those who have learned improvisational dance 
is relatively high. It indicates that there is no direct relationship 
between the cleverness and the learning of improvisation dance 
course and other personality can be  improved. There is a 
significant difference in the boldness factor. The results show 
that the dancers who have learned improvisational dance dare 
to try new things and take risks. Many of the dancers who 
have not touched improvisational dance are afraid of 
improvisation and are not confident. For improvisational dance, 
daring to try and explore new things can promote the creative 
ability of dancers. There are significant differences in sensitivity 
factors. It is found that the dancers who have not learned 
improvisational dance often deal with things with an objective 
and independent attitude, which is extremely realistic. On the 
contrary, dancers who have learned improvisational dance prefer 
fantasy and art. There is a significant difference in the fantasy 
factor. It is found that the dancers who have not learned the 
improvisational dance will first consider the realistic conditions, 
and then make a choice, paying too much attention to the 
reality. Dancers who have learned improvisational dance prefer 
fantasy, high sensitivity to art, high excitement for things, and 
more imagination in improvisational dance. The significant 
value of the improvisation factor proves that improvisational 
dance has a direct relationship with the cultivation of 
improvisation. The experimental results show that there is a 
significant difference in the innovation creativity factor. Dancers 
who have never learned improvisational dance have relatively 
high innovation creativity. In addition, improvisational dance 
course practice can cultivate students’ ability to explore new 

things, enrich the dancer’s imagination, enhance the dancer’s 
self-recognition ability and improvisation, and finally achieve 
the cultivation of creativity (Wu and Wu, 2017; Wu et al., 2020).

Suggestions and Conclusion
In the process of improvisational dance, the individual subjective 
experience is closely related to the breakthrough ability, which 
is also a method to determine whether the dancer enters the 
flow state. The body is the material carrier of dance, and 
emotional expression is the feedback of real life. Improvisational 
dance brings superior experience. Only with the dancer’s ability 
of improvisation and the integration of the body and mind, 
can the flow be produced, so that the state of flow can enhance 
the motivation of participation and help improve the dancer’s 
self-realization. The whole-heartedness can help the dancers 
to improvise. The two complement each other. When the 
dancers are selfless, the state of improvisational dance is the best.

This exploration holds that the purpose of improvisational 
dance training is to integrate the dance body from disorder 
to nature through the coordination of consciousness and body, 
the distribution of time, space, and strength. This integration 
view is particularly emphasized by flow. These nine dimensions 
coincide with the characteristics of improvisational dance. First, 
in the teaching process of improvisational dance, the teacher 
can guide the students to balance their own dance skills and 
the difficulty of objective things. Flow occurs when the goal 
challenge is balanced with one’s own ability. In the process 
of teaching, students as the main body need a high degree 
of concentration, clear internal motivation, and physical and 
mental unity, focusing on the current psychological state. Both 
teachers and students need to use the flow theory flexibly to 
strengthen students’ perception of the art of improvisational 
dance and stimulate their creativity (Yuan and Wu, 2020).

At the beginning of the improvisational dance teaching, 
students’ skills have not been improved, so it is difficult to 
achieve a high-level flow state. At this time, students need to 
exercise their own improvisational dance skills, and they will 
be  slack after mastering the form of improvisational dance. 
Then, as the lead, the teacher should strengthen the requirements 
of the students, increase the difficulty of the challenge, make 
the students achieve the balance of challenge and skills. In 
improvisational dance, when the dancers reach a balance between 
skills and challenge goals, they will have a flow state. If the 
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difficulty is lower than their own skills, it will produce boredom. 
If the difficulty is greater than their own skills, they will feel 
anxious. When skills and challenge difficulty balance, dancers 
can produce flow. The basis of its balance is not rational 
measurement, but subjective perceptual measurement.

CONCLUSION

In improvisational dance, dancers not only mobilize innovative 
thinking, but also train the activity of action thinking. Under 
the action of creative thinking, dance works can produce unlimited 
possibilities and find a breakthrough for the cultivation of dance 
creativity, which is the most effective way to cultivate creativity. 
Through the analysis of the relevant theories of improvisational 
dance and the connection with psychological theory, the theoretical 
basis for training and improving creative ability of improvisation 
dance is found. These theoretical bases include the unconscious 
and libido concept of Freud’s psychoanalysis, three-dimensional 
structure model of intelligence theory, and the divergent thinking 
concept proposed by the American psychologist Gilford, the 
father of creative research, the immersion experience proposed 
by the active psychology Mihaly Csikszentmihalyi, and the multiple 
intelligences of psychologist Gardner. In the later stage, the creative 
ability of samples learned and not learned improvisational dance 
is analyzed by using Cattell’s 16 personality tests. The feasibility 
and effectiveness of the views proposed are verified by comparing 
the results. This exploration proves that improvisational dance 
is necessary for the creativity training of dancers. Improvisational 
dance is the art of practice, and the creative theory is the motive 
force of improvisational dance. Based on the analysis of the 

combination of theory and practice, and psychological theoretical 
methods, new theoretical and data support is proposed for the 
cultivation of college students’ dance choreography innovation.
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