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Thisisa book to be done, not merely
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and the illustrations.
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Every dancer and danceteacher,
every actor, every visual artist, and
everyone with a mind to enhance her
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John M. Wilson, Ph.D.
Professor of Dance,
Burlington National Teaching
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Thisbookisdedicated
to Alison
who reminded me
that the function
of abook
about anatomy
IS not to
demystify
the body -
itistohelp
embody
the mystery.
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| have chosen the work of twelve
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photography, sculpture, furniture
making, architecture, and costume
design to accompany the text. Their
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and word. Multicultural images are
included for a world perspective.
Movement sketches, anatomical
illustrations, and photographs are
used to clarify experiential work.
Children's drawings enliven the
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PREFACE

TO NEW EDITION

Since BodyStories was published in 1991, | have received many letters
from around the world. These writings reflect a global network of people
attending to the body as subject, not as object, in their lives. People share
their stories: a teacher in Sweden, students in Moscow, directors of a
massage school in California. We are each part of a much larger
framework of understanding, each adding our view.

BodyStories has also been printed in German and Italian.
Teaching in these countries through a translator, | hear the ideas of the text
in another language and notice the way words shape experience. At
Middlebury College in the U.S. where | regularly teach, a Japanese dance
student says, "In my country, there are so many words for 'sensation,’ |
don't know which you mean.” A Norwegian student asks, "What is this
word 'sensation?" As my understanding of the body deepens, |
acknowledge the distance between experience and the words used to
convey it.

In the seven years since BodyStories was published, | have
remained fascinated by the body attitudes expressed in my classes and
workshops. Ambivalence about our physical home remains disturbingly
pervasive. Students creating body tracings in an art education course filled
their life-sized outlines with expressive symbols of injury, abuse, and fear:
scars for surgeries, a black ribbon around the throat, words such as "don't
touch.” One student summed up her experience this way: "It is odd to
focus on my body, |'ve been abusing it al of my life."

There are also cultural shifts affecting changes in our bodies.
BodyStories was written before computers were commonplace. The
increased stress generated by the speed and information-overload of these
machines designed to help us save time, paper, and energy needs to be
examined. Fatigued students, already feeling depleted of energy and
congtricted in their bodies, speak of fearing the aging process. Another
area of concern is the commonplace usage of prescription drugs to get
students through the rigors of academic life, beginning in grade schoal,
high schooal, or college. The number of students who miss my classes "to
get their medications adjusted” is startling. How do we respond? Of the
forty participants in one Anatomy course, eight have mothers who have
died of or are being treated for breast cancer. Some students write of
parents who are anorexic or bulimic. Acknowledging these complex
trends, | redize that the information in BodyStories is still timely; its
function is to return us to ourselves.



On a positive note, the past decade has brought an increased awareness
of bodywork techniques. When | arrived to teach massage at a birthday
party, the first question from the thirteen-year-old girls assembled was,
"What kind of massage? Shiatsu or Swedish or deep tissue?' Experiential
anatomy is now offered in the curriculum of several colleges, and the
number of pre-med students and health professionals in my courses and
workshops increases annually. The popularity of contemplative practice
techniques including meditation, yoga, and T'ai Chi stimulates scientific
research about the integrity of body and mind. Interdisciplinary
coursework in environmental studies acknowledges the intercon-
nectedness of body and earth.

This dialogue between body and environment is a new theme in my
own writings. After focusing intensely on the body for over twenty years,
I now look around me and am curious about the context in which | live.
Our intricate relationship with the environment should be obvious, but
most of us ignore our fundamental connection to the air, water, soil,
animals, plants, and solar system of which we are a part. Body awareness
is a key component in developing a new relationship to our environment.
It helps us to address the primary concern of our time, how best to live on
this earth.

My colleagues originaly involved in BodyStories aso reflect this shift
in interest. Caryn McHose now focuses on the early evolutionary forms,
the origins of human experience in a much broader context. Bonnie
Bainbridge Cohen speaks of identifying fluid at the moment that it is
transitioning or flowing into or out of the cell. John Wilson explores
connections to anthropology and world cultures in his new role as
professor of Dance and International Studies. Gordon and Anne Thorne
extend their studio in the heart of community to include farmlands
through the Open Field Foundation - inviting connections between art,
education and environment. Susan Borg teaches "inclusive attention,” the
simultaneous awareness of sdf and surroundings. And Janet Adler directs
her incisive intellect towards mystical experience. For each of us,
engagement with the personal, interior landscape has led us to a broader
view. As we continue listening to the stories of our bodies, we recognize
both body and earth as home.

- Andrea Olsen, May 1998



| would like to acknowledge
the work of the
following individuals
and their influence on my life:

Janet Adler,
whose work in Authentic Movement
brings an understanding
of the body and the psyche.

Bonnie Bainbridge Cohen,
whose experiential teachings of the body systems and
human developmental and reflex patterns
integrate the mind and the body.

Caryn McHose,
whose intuitive methods and progression
for teaching human anatomy
form the core of this text.

Gordon Thorne,
whose belief in the value of empty space
provides time and place for creative work.

John M. Wilson,
whose articulate concern for training
theatre performers combines
arthrometric analysis
with humane philosophy.



Andrea Olsen and Caryn McHose

"IMPECCABLE IN THE BEGINNING"

When Janet Adler would begin a workshop on Authentic Movement, she would call the
group together and speak about the importance of beginnings. She reminded us to ask our
guestions and prepare ourselves, so that we could be fully present in the work. The
expression she used was to be "impeccable in the beginning;" to acknowledge what we need
to do in order to begin. For me, beginning this text necessitated writing about my origins.



THE TEXT:
Origins

My firg course related to anatomy was high school Zoology where we
leerned the interrelatedness of the species and experienced the unveiling,
through dissection, of evolutionary history. College brought Introduction to
Bidogy, where the cell and fantasies of life under the microscope took
prominence. Two years later, | had my first course about the human body. |
was an undergraduate mgjoring in art, and was teaching dance at Millikin
Universty, alibera arts school in the Midwest. The course was taught in the
Physicd Education Department and the football team and | learned about
the mustles. | remember staring at the pictures, memorizing the names, and
wondering how they al worked together. My next course was Anatomy and
Kinedology far Dance, taught in graduate school at the U. of Utah by Dr.
John M. Wilson. This brilliant course demonstrated in content and teaching
style that every science is a philosophy. Dr. Wilson incorporated the
principles of Margaret H'Doubler, pioneer in combining anatomy and dance
in an educational setting, and spoke of the multidimensionality of the
human species. | was captivated by every word and repeated the course
twice more in my years of association with Dr. Wilson.

After graduate school | toured with a modern dance company and applied
what | had learned to the experience of performing. | taught Anatomy for
Dance in workshop settings and developed an approach to dance technique
basad on anatomica principles. During thistime, | became Director of Dance a
Mount Holyoke College and taught my firg anatomy course. | had bright
students, eager with questions, who were obvioudy as inspired as | had been
by learning about the body. | invited Bonnie Bainbridge Cohen, founder of the
Schod for Body-Mind Centering, to speak to the class as a guest lecturer.
Bomie had trained as an occupationa therapist; she had aso studied dance
with Eric Hawkins. She had notable success working with patients, afecting
change through her hands, but she couldn't articulate how or why the
rehabilitation occurred. Dissatisfied with the constraints of that field, she
traveled to England to study with Dr. Karl and Berta Bobath and work with
brain disabled children. She dso studied Katsugen undu, life-force movement,
in Japan with Haruchi Noguchi. This is a method of allowing internal
movement to be expressed outwardly, by allowing automatic movement to
emerge. Then she and her husband Len, a chiropractor and student of aikido,
returned to New Y ork to co-found The Schoal for Body-Mind Centering. With a
group of students, they worked experientidly, through movement and touch
and body ligtening, to explore what was "not known" about the body. They
searched contemporary research and historical texts to support their often
unusua findings, and developed principles for teaching the work. Bonnie
invited me to join her workshops and classes and to offer my experience as a
dancer and choreographer to her own resources.

N RO O\

Writing

When | was about five years old, |
remember standing at my child-size
table, knowing 1 should write a book.
| was concerned that once | started to
read, | would forget what | knew. |
didn't write the book, but | did devise
an elaborate system of reading where
I would memorize without really
absorbing the information.

During graduate school, | was
involved in a paper for a dance
philosophy course. After staying up
all night, pondering certain ideas, |
raced into the office of my professor
and said, "I got it, | understand what
we've been talking about." "Good,"
he said. "1 look forward to reading
your paper." | responded in complete
surprise, "But | don't have a paper. |
understand it." "The point is," he
said with a smile, "to communicate
your understanding to me."

A friend and | were walking down the
street. | said, "You really only hear
what you are ready to learn." She
replied, "You also only hear what
someone is willing to tell you."



Chair: KrigtinaMadsen

At thistime | also met Janet Adler, a movement therapist and founder of
the Mary Starks Whitehouse Institute. Her focus was Authentic Movemert, a
body-oriented therapy with which she had worked for many years. Se
gathered a group of students to study and eventually articulate the
relationship between the witness and the mover in this form. She was do
interested in exploring Authentic Movement as a resource for choreography,
alowing the psychically charged movement she witnessed in the thergpeutic
setting to evolve within the context of crestive work. The task was to bring
the movement's expressive nature to the stage with consciousness, without
violating the timing necessary for development and integration. | have
worked with these two exceptional colleagues in the study of the body - its
science, psyche, and cregtive potential - for the past ten years.

Many of our explorations took place in a beautiful studio provided by
Gordon and Anne Thome. | had l&ft the college environment to tour more
extensvely and to explore; and both Gordon, a painter, and Anne, a teecher
of creative work with children, became vital influences. We shared afocus on
the crestive process as our avenue for developing the whole person, and in
this sense, to healing. And we collaborated on projects knowing that the
images, visions, and interactions that emerged would guide us if we gave
them our attention. Gordon contributed to the artistic vitality of the
community, both by his painting, and by maintaining an empty space for
exploration of process and presentation of work. In spite of peopl€'s urging
to install permanent fixtures and walls, Gordon's vision was that the pace
be essentially empty, and that it cyclically return to neutral for new cregtive
work to emerge. Gordon taught meto listen to space as | listen to my body -
to value the natural state as equal to what we might do to it.

Both my mind and my body were so filled with influences at this point,
that | retreated to work alone. | began to choreograph and to perform as a
soloist, and moved to Middlebury College to become Director of Dance and
Artistic Director of the Dance Company of Middlebury. In this setting, | met
Caryn McHose who was teaching Anatomy and Kinesiology in the dance
program. Caryn was a self-taught anatomy teacher, trained since childhood
in Dance Improvisation with Betty Jane Dittmar, and held a degree in
painting. | observed her classes and watched with amazement as
undergraduates from al disciplines and interests walked into the studio, lay
down on the floor with eyes closed, and began to concentrate on their bodies
experientially. This course was a revelation to me: students hunger for
information and experience of the body. Caryn had moved to Vermont, and
in her words, lay on the floor of her cabin every day for two years and taught
herself anatomy, accompanied by Mabel Todd's book The Thinking Body.
Caryn's students, in the process of a twelve week semester, did the same
thing, transforming their bodies into models of efficient alignment. The
effectiveness of her teaching was that she only taught what she had
experienced hersdf. | took Caryn's class for three semesters, and then began
teaching a second section of this very popular course. My own approach
integrated the analytical, philosophical work of Dr. Wilson, and the
principles and touch and repatterning techniques of Bonnie Bainbridge
Cohen, with Caryn's direct method of presenting material so that it is
immanently understandable at the body level. That course, &fter three years



of refining, is the basis for this text. We teach what we need to learn, | am
tod. As | complete this phase of my own study, the text is offered as a
gynthesis of my learning experiences for use as is appropriate to you. The
questions which arise from the reading and doing become yours to
explore

BODY LISTENING

Sorytdlers of the Ashanti tribe in Africa begin by saying, "l am going
to tdl you a ory. It is a lie. But not everything in it is fase"As | write
these words and tell my stories, | am reminded that no description holds
the truth. Words can point towards an experience, but they cannot replace
it. Thisis an experiential anatomy text and various approaches to learning
are included: factual information, personal stories, evocative and
destriptive images, and guided movement explorations. Although each
"day" or learning session is presented in a format of one-hour time spans,
with time for integration before going on, the words and descriptions
mud be activated by you. The overview of thirty-one days can be
perceived as a month of one-hour sessions, or a twelve-week course
meding three times a week, or a progression to do at your own pace. As
movemant pioneer Margaret H'Doubler says, in working with the body
"you ae your own textbook, laboratory and teacher."* The body is our
guide, dl we need to do isto learn to listen.

PREPARATION FOR USING THE TEXT

How do you learn? Do you need to read, to write, to move, to draw, to
touch, to question, to be told, to tell, to be encouraged, to compete, to be
left done or to work in dialogue with someone else? One of the intentions
of this book is to let your process become clearer; then you can fecilitate
your learning. Find a space that you consider private where you can work
done A wood floor is preferable, and the space should be warm and
comfortable Wear loose-fitting clothing; no shoes or socks. Have pencils
and a journd for your own notes and drawings. Establish a realistic
schedule for work. Consistency of space and time will be helpful in
developing a dial ogue with your body.

WAYS OF WORKING: "TO DO" SECTIONS
On your own: Read (or tape record yourself reading) the "to do" sec-
tions fird, then do. As you become familiar with working in the body, it
will be easy to fallow the words. With a partner, or in a group: Have one
person reed aoud as you work; change roles. Use the margins in the book
to record your experiences.

COMMON HERITAGE

As we move into a world culture, celebrating the differences in race,
nationdity, and religion, our awareness of our bodies as our common
heritage is increasingly important. There is no age or place, | think, where
knowledge of the body is without use. My mother taught first grade for
twenty years and says that when she could teach a child to skip, she could
tesch them to read. Now she teaches swimnastics to her fellow senior citi-
zens, using the principles of this book, with tremendous results in mobil-
ity (and stability). Let's consider the text as amap, and enjoy the journey.

*Se Margaret H'Doubler's Dance; A Creative Art Experience.

Colors

Avisual artist talked about her years of
working with the human figure: "The body
islikea painting. Every timel look, | see
something new. When | started studying
anatomy years ago as an art student, |
wanted to know the structural details, how
the partsfit together, and the names of
everything. It seemed a good place to start.
But then | got involved in the relationship
between the mind and the body, and |
wanted to explore the motivations behind
theforms that | saw. Later, | was drawn to
experiential work. | was ready to explore
what it felt like to be inside the body rather
than looking at it. Always, the body
surprised me as a sourcefor discovery.

S0," she grinned, "the body is full of colors.
You can look at each one individually, or
step back and experience thewhole."



BODYWORK: SOURCES AND RESOURCES

Bodywork is aterm used to refer generally to therapeutic techniques of
working with the body. The twentieth century has seen a rich develop-
ment of this work. In the 1930s - 70's individuals such as Mabel Todd,
Lulu Swiegard, Ida Rdlf, Nikolais Alexander, Moshe Feldenkrais, Milton
Trager and others pioneered research in the fidd and published writings
about their findings. These individuals began with their own experience
of the body and explored their predilections intellectually and physically.
They necessarily had to limit their point of view to an individual
perspective for depth and clarity. For example, Mabel Todd in her classic
book, The Thinking Body, A Sudy of the Balancing Forces of Dynamic Man,
published in 1937, focused on the skeleton and structural alignment. Lulu
Swiegard's involvement with the effects of the nervous system on body
alignment through imagery and visualization is recorded in her book,
Human Movement Potential, Its Ideokinetic Facilitation, published in 1974. 1da
Rolf in her text Rolfing, The Integration of Human Sructures, 1977, focused
on the fascia and on the integration of body and psyche. Each system was
unique in itsdf, and a student of bodywork was required to read about
each method and its innovator to ascertain the common principles.
Currently, ancient traditions of body work from diverse cultural origins
are becoming available to the public both through trandlations of writings
and through hands-on practitioners. As individuals blend old forms or
pioneer new work, texts have appeared which give an overview of the
principles common to thefield. Deane Juhan'stext, fob's Body, A Handbook
for Bodywork, provides a source rich in scientific fact and experiential
principles. The insightful writings of Bonnie Bainbridge Cohen, co-director
of The School for Body-Mind Centering, are available through The Contact
Quarterly, A Journal for Moving Ideas, and are especially illuminating
concerning early developmental patterns and reflexes.

Experiential Anatomy has developed parallel to bodywork with a focus
on body education. It encourages the individual to integrate information
with experience. Thus, experiential anatomy enhances bodywork by
providing an underlying awareness of body structure and function. The
Anatomy Coloring Book, written by Wynn Kapit and Lawrence Elson is a
must for both the serious and casual student of anatomy, and David
Gorman's hand-drawn, three-volume text, The Body Moveable, is a rich
source for visual images and text focusing on movement. Gerard Tortora
and Nicholas Anagnostakos's Principles of Anatomy and Physiology provides
an excellent resource for detailed study. These are a few of the many books
and articles listed in the bibliography which | have found valuable for the
interested reader. In general, what draws your attention is of interest to
you. In working with your body, you are the expert. ¢



BASC CONCEPTS:
Change, Posture,
Structure, Choice

"Who are you," said the Caterpillar .... Alice replied rather shyly,

"1-1 hardly know, Sir, just at present - at least | know who | was

when | got up this morning, but | think | must have been changed
several times since then."

Lewis Carrall, Alice's Adventuresin Wonderland

Our bodies are dynamic entities. Our cells are reproducing, processing,
and dying congtantly as we live. Within ayear, a month, the time it takes to
reed these words, we literally are not the same person we were before.
Change is congtant throughout the life cycle of the body.

Srudure is our physical body: the bones, muscles, and other tissues
which comprise our bodies. Structure is afected by our heredity and by
our life experience in terms of nutrition, illness, and body use and abuse.
Podure is the way we live in our structure - the energy and attitudes
which moment by moment shape our bodies. Our posture affects our
sructure, and our structure affects our posture, and both can change. For
example, if we are born with an extra vertebra or curved lower legs, our
posture will be affected by our structure. If we stand with our head
forward for many years, our bones will respond to the stresses of our
podure. We can observe this dialogue between posture and structure by
looking around a room at a group of people: we can see that we share a
common structure, but the way we inhabit that structure is very different.

Bath posture and structure are about choice. We choose how we live in
our bodies and our life choices affect our underlying structure. A healthy
body remains able to respond - responsible - to the changes in situations,
people, and persona growth which occur moment by moment throughout
our lives. «

Claiming Your Height

I lived one summer in the house of a bright,
young anesthesiologist who was involved
in heart transplant surgery. Hewas also a
runner and complained to me of back
problems. We worked with his alignment
and noticed that his chest was retreated

and that this, combined with a forward
head, put stress on his lower back. Aswe
brought his posture into vertical align-
ment, he took a deep breath and said,

"I could never stand like this. | would
threaten my colleagues and my patients."”
He had unconsciously adopted a posture
that was nonthreatening and noncompet-
itive in order to work in an environment
which was both. It had given him a certain
amount of emotional safety while he
developed in his career, but it was now
literally hurting him. The question became,
was he ready to stand at hisfull height?



Drawing your skeleton

15 minutes

" Draw your skeleton. Rely on
what you know and remember,
and what you can fedl by touching
and |maﬁ| ning body parts as

you work.

~ Draw a view from the front, and
one from the side. Be as detailed as
possible. (No checking pictures.)

10




ATTITUDES
ABOUT THE BODY

The lack of information about the human body in our years of education
is gartling since it is our home for our entire lifetime. It seems we either
think that the body is too simple and too "physical” to warrant attention, or
thet it is so complex that it is reserved for medical students. In fact, it is both.
Itis very smple, and everyone can understand body principles and learn
the names of bones, muscles, and organs. It is aso the most complex living
form. The study of the human body involves both mystery and fact: thereis
much that is known and equally as much that is left unknown. This paradox
suggedts that we need to value both the information and the questions
about what it means to be human.

One of the most thoroughly neglected areas of body education is the
awareness of what is happening inside: the dialogue between inner and
outer experience in relation to the whole person. We spend much of our
time involved in outer perception through the specialized sense organs of
sight, sound, taste, smell, and touch. We are generally less involved in
developing our capacities for inner sensing which is the ability of the
nervous System to monitor inner states of the body. How and why do we
progressively close down our capacity for body listening? As children we
are necessarily involved in our relationship to the outer environment for
survival. An early aspect of body awareness is about control. One is
supposed to gain control over the body as soon as possible to avoid doing

Running

My strongest movement memory as a child
is running through thefields in Illinois.
When | think of all my years of dance
training, | know that this sensation of
running, without boundaries, in the
flatlands of the midwest is basic to my
love of movement.

.,
o

One of my favorite aspects about living in

Utah, was going out at the end of the day
into the sunset, and facing thelong, downwardshill ton
shift of weight, | would fall and be run-

ning, exhilarated, through space and time.

At adanceworkshop, a choreographer
asked us to run. She was attempting to
clarify performance intention. "Areyou
running away from, or towards," she
asked. | amjust running, | thought.
The question puzzled me.

Painting: Robert Ferris
"November Light"
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Becausel travel alot, flightsbecameanew
formof running. Flight reservations often
involved considerablemental confusion, as
their name suggests. Sometimes | would be
completely calm. But often | would get in a
state of panic. | would flip from mild
depression, unmotivated to go anywhere or
do anything, to creating gigantic plans and
making twenty decisions, many of which
would be changed. My friends called it my
"flight pattern." It helped to name the state
of confusion; it seemed to makeit more
tangible, more humorous.

L

One summer | was making flight plans for
California. | felt thefamiliar flutter. | was
writing about emotions and began think-
ing about the connections. Afriend said,
"Depressionisrepressedfeeling.” Asl
thought about this, | saw that panic, for
me, was a response to numbness. The
flutter created stimulation, even though it
was confusing. Feeling bad was better than
not feeling. "When you are trying to travel,
let yourself feel what you're leaving, and
whereyou are going. Recognize the
emotion under depression or panic: the
pain, fear, and joy around coming and
going. Look for what isn't being
expressed.” And | thought about the
connection of running to flying and
dancing: they suspend time; they remove
me fromthe real world of emotions,
responsibilities, andinteractions; and

they are experienced through the body.
They can be used to go towards or to go
away fromawar eness.

anything embarrassing or terrible in a socid context. After control comes
manipulation through training techniques. ballet, gymnastics, sports or
work tasks. The goa is to manipulate our body in certain patterns for
coordination, efficiency, aesthetic pleasure or competition. Throughout is
our layered relationship to sexuality, usually the repression or redirection of
sexua energy in conjunction with religious and cultural convention. There
is confusion around al of the digestive functions, from eating to somach
growls to elimination, and a generalized "hush" about what is going on in
the organs and the emotional centers of the body. Throughout our lives, but
especialy during adolescence, conformity to outer images of what the body
is supposed to be, defined by socia, cultural and religious norms, makes a
division between our inner impulses and our outward manifestations. Less
and less attention is given to what is coming from inside. We often need
instruction on developing a healthy dialogue with our physical being. As
young adults, much of the time is spent trying to "do" something to
ourselves, to look better, get stronger, be thinner, work harder. And as
mature adults and senior citizens, we are encouraged to deny or mask the
aging process, to glorify youth rather than appreciate the beauty inherent at

every age.

Consider the amount of time spent fegling good about our bodies. How
often do we communicate with ourselves? Do we enjoy our physica
capacities and efficiency? Our many years of schooling bring a separation of
mind and body (st sill and learn). Cultural stereotypes and advertising
emphasize the body as youthful sexua object. Physical training techniques
and medical practices can lead to aview of the body as a machine, needing
to be repaired by someone else when necessary. There is often a sense theat
one is either the master or the victim of one's own body. When com-
munication breaks down, we are left polarized within ourselves. It becomes
important to understand that the body has its own way of functioning, its
own way of telling us what's going on inside, its own logic. Much of our
task isto learn to listen.



Constructive Rest

15 minutes

Lie on your back on the floor in awarm, private place.

O do=eyour eyes.

O Bad your knees and let them drop together to release your

thigh muscles.

O L your fet rest on the floor, dightly wider than your knees (or
prop pillows under your knees for support) and release your legs.
O Regt your arms comfortably on the floor or across your chest.

O Rdax into gravity; alow yoursalf to be supported by the floor.
O Fed your breath, and the responsiveness of the whole body.

0 Allow the organs to rest inside the skeleton (the lungs and heart,
the digestive and reproductive organs); fed the contents released
within the container.

O Allow the brain to rest in the skull.

O Allow the eyesto float in their sockets.

O Allow the shoulders to melt towards the earth.

O Allow the weight of the legs to drain into the hip sockets and feet.
O Allow the surface of the back to move against the floor as you
bresthe; fed theribs articulating at every breath.

O Allow your jaw to gently fdl open; fed the air move in and out
through your lips and nose.

Asyou release your body weight into gravity, the discs are less
compressed and the spine begins to elongate. You may need to lift
your head or pelvis and lengthen the spine on the floor to
accommodate this change. Constructive rest is an efficient position
for body regdlignment. It releases tension and allows the skeleton

and the organs to rest, supported by the ground. Constructive rest is
useful at any time of day, but especialy if done for five minutes
before you deep. The relaxation of the body parts returns the body
to neutrd alignment so that you don't sleep with the tensions of the
day. Congtructive rest is discussed by Mabel Todd in her book

The Thinking Body, A Sudy of the Balancing Forces of Dynamic Man.

Note:

Aswe remember from playing blindfol ded
gamesin childhood, closing the eyes
heightens the awareness of our other
senses. As we relax our vision, we seein
a different way.
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Ralling up the spine

Transition from floor to standing
Threeminutes

Lying in constructive rest:

O Roall to one side of your body allowing the head to stay relaxed
on thefloor. Fed the effects of gravity as you lie on your side.

O Spread the palms of your hands on the floor and push into the
floor to come to seated. Fed the change of gravitational pull asyou
sitin vertical.

O Again, place both palms on the floor in front of you. Pressinto
the hands and simultaneously rotate your pelvis dof the floor so
there is no weight placed on the knees. You are now in a relaxed
push-up position with the pelvisin the air, knees bent, weight
supported on hands and fet.

O Rdax your neck and walk your hands back to your feet, bending
your knees as you need, so there is continuous flow.

O Slowly roll up your spine, letting the weight drop down into your
feet. Allow your head to hang forward until you reach the end of
theroll up.

O Fed the parts of your body balanced in relation to gravity.

This transition reduces stress on the knees and lower back.
Repeat it a few times so the sequence is comfortable. Breathe
naturally as you move.

Bodystory
Two hours
Give yoursdlf time to collect as many memories as you can.

> Write a personal bodystory. Include:

« the story of your birth (pre-birth if possible; the heath and
activities of your mother afect life in the womb)

* your earliest movement memory (earliest kinesthetic sensation you
can remember. Examples. being rocked, learning to swim, bouncing
on your parent'sknee, fdling from atree, riding abicycle)

* training techniques (sports, dance, gymnastics, musica
instruments)

 environment where you lived (mountains, plains, forests, oceans
all affect how you move, how you perceive)

» comments you heard about yourself which shaped your body
image ("Oh, what a cute chubby child! Stand Up Straight! He's going
to be tall like his dad. Children are to be seen and not heard.")

* attitudes towards sensuality, sexuality; gender images

* injuries, illnesses, operations

* nutrition, relationship to body weight, strength, flexibility

« anything else that interests you.



PROPRIOCEPTION AND
SENSORY AWARENESS

How do we register body position in space? Without looking at your
body, take a moment to observe how you are sitting. How do you know
where your feet and arms are in space, the tilt of your head, the curve of
your spine? Throughout your body are sensory nerves with specialized
receptors to record muscle stretch, pull on tendons, joint compression and
the position of your head in relation to gravity. These nerves are referred
to as proprioceptors ("self-receivers'), and they give us our kinesthetic
senxe Proprioceptors are essential for movement coordination and thus
maintain continuous input to the central nervous system for interpretation
and response. Proprioceptive receptors can be found in the skeletal
muscles, the tendons in and around joints, and the internal ear. Muscle
spindles tell us about muscle length, golgi tendon organs detect muscle
farce and the pull on tendons, joint receptors monitor compression in our
joints, and maculae and cristae in the inner ear apprise us of equilibrium.
The receptors must transform a stimulus from the externa environment
into a nerve impulse to be conducted to a region of the spinal cord or
brain in order for it to be translated into sensation.

The somatosensory cortex of the cerebrum has a precise map
representing sensory information from dl parts of the body, and works in
conjunction with the cerebellum of the brainstem to maintain a
continuous, cumulative picture of the body's position in space. The
cerebellum, in particular, is responsible for constant coordination and
correction of posture, movement and muscle tone. Even more fascinating,
it holds the image of where you just were, where you are now, and it
projects where you will go next. Remember the sensation of reaching for a
gair with your foot when there was none? Your brain projection was
different from actuality. (See the Nervous System, page 119) Stimuli
caried to the spinal cord may initiate a spinal reflex - such as a knee jerk
reflex - without input from the brain; those carried to the lower
brainstem/cerebellum initiate more complex, subconscious motor
reactions such as a reflexive postural shift to relieve muscle tension;
sensory impulses which reach the thalmic level of the brain can be
identified as specific sensations and can be located crudely on the body
such as awareness of generalized pain or tension; those reaching the
cerebra cortex can be located clearly on the body, such as awareness of
position and movement, and connect with memories of previous sensory
information so that the perception of sensation occurs on the basis of past
experience* For example, impact on the shoulder joint as an adult might
provoke a protective response based on an injury from a fight in
elementary school. Thus we carry a neuromuscular memory of our

Choice

A thirteen year old wildlife enthusiast
was teaching me to handle a milk snake.
I like snakes, but as soon as| saw its
diamond-patterned body and flashing
tongue, | tightened my muscles and
stepped back. "Thekey to holding a
snakeis never to squeezeit or hold it too
tightly," my young instructor informed
me. | let my muscles relax and felt the
diver se sensations happening through-
out my body. Then | could see the snake
more clearly and respond to its parti-
cular movements; | could act rather
than react. In the moments between
perception and response, | had choice.

At a workshop with Nancy Sark
Smith, one of thefounders of Contact
Improvisation, | was having trouble
releasing my weight to be lifted by
(or to lift) my partner. | held low level
tension in my body all of the time to
protect myself. " Tension masks
sensation," shesaidtotheclass," and
sensationisthelanguage of thebody."

Photograph: Erik Borg
Middlebury College Dancers
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"When | became addicted to running,”
afriend said, "l stopped. At first | was
satisfied with five miles a day, but when |
wanted more after twenty miles (when |
couldn't live without it, when my lifefocus
began to be shaped around my passion for
my physical high), | knew my need was
out of balance." This moving in response
to the sensation of moving isreferred to as
"motoring” in the evolving language of
dance: We fedl ourselves move, want more
movement, move, want more movement,
until we are carried along by the sensory-
motor |oop, a self-propelling response be-
tween sensory input and motor response.
Physically it isfun to do because of the
satisfying quality of endless motion. It
feelsgreat. In shaping a healthy life,
however, (or a dynamic performancefor
adancer) it can be limiting because it
involves so little of our potential. My
friend had been caught in the sensory-
motor loop, and he recognized that it

was keeping himfrom a dimensional life.

*,
o

Erick Hawkins, a 73 year old pioneer of
modern dance was reflecting on hisyears
of teaching and performing. "One of the
foundations of my technique,” he said, "is
that tight muscles can't feel."

Sensory receptors of the skin:

A. Krause corpuscle registering cold
B. Pacinian corpuscle registering
pressure and vibration
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personal bodystory. Any body part can possibly be brought to our
conscious attention with practice; it can also, fortunately, be left to provide
information for body functioning without our awareness. Refined
movement skills such as partnering in dance, an efficient tennis serve, ad
a surgeon's or pianist's hands in action, necessitate a highly deveoped
kinesthetic sense.

The general and primary senses work in conjunction with the
proprioceptors to monitor body awareness. The general senses indude
receptors for touch, pressure, vibration, cold, heat, and pain. They ae
located in the skin, the connective tissue and the ends of the gastro-
intestinal tract; pain receptors are found in almost every tissue in the body.
Visceroceptors, located in the blood vessels and organs, provide
information about the internal workings of the body. Again, sensory
information arises from the peripheral nervous system and is directed into
the spinal cord, and then to higher centersin the central nervous sysem. If
information reaches the highest level, the cerebral cortex, conscious
sensation may occur. Some areas of the body such as the lips and hands
are densely packed with sensory receptors, and others such as the trunk
and thighs have few. Specific nerve ending receptors include: Pacinian
corpuscles registering deep pressure and vibration; Ruffini's end organs
for deep, continuous pressure and joint compression; Merkd's discs,
Meissner's corpuscles, and hair end organs for light touch; Krause
corpuscles for cold, Ruffini corpuscles for heat; free nerve endings for
pain (and light touch).

The primary senses have specialized receptors for vision, hearing,
smell and taste located in specific organs in the head (eyes, ears, nose ad
tongue). They project information to related lobes of the cerebrd cortex:
the occipital lobe, temporal lobes, and frontal lobe respectively.
Awareness is selective: we can use our primary sense organs to lisen far a
baby's cry as we talk, or watch the expression on our listener's face, or
smell bread baking in the kitchen, or taste the chewing gum in our mouth,
or experience al of the above simultaneously. We choose where we foous
our attention by our intention. As movements or stimuli become familia,
awareness of sensation diminishes. For example, | may fed a char when |
first sit down, but this awareness passes quickly. Nerve endings adapt,
that is, they cease registering information or "firing," at different rates.
Crucial receptors, such as those associated with pain, detecting chemicds
in blood, or body position adapt slowly. The more developed ad
thorough our capacities for receiving and responding to sensory
information, the more choices we have about movement coordinations
and body functioning. *

* Gerard Tortora and Nicholas Anagnostakos, Principles of Anatomy and
Physiology, pp. 344-345. For further information see Deane Juhan's "Skin as S
Organ,” "Touch asFood," and "Muscle as Sense Organ” in fob's Body, A Handbook
for Bodywork.



Body scanning
20 minutes

Lying in congtructive rest, or seated comfortably with your spine
veticd: bring your awareness to the top of your head.

O Observe, with eyes closed, any sensation you fed on the top of
your head. It might be atingling, avibration, an itch, apain. It might
be afeding of pressure, heat or cold, the touch of ar on your skin.

O Continue to observe any sensation you fed on the top of your
heed. (The repetition of the language hel ps to focus your attention.)

If you fed nothing, just wait (while perception of your nerve endings
getsmore sengitive).

O Bring awareness to your face and scalp. Observe any sensation
without judgment; the task is to fed what is really happening in your
body without evaluating whether it is good or bad, pleasant or
unpleasant. Experience your body just asit is at this moment in time.
O Move your mind's eye to your neck. Remember to give equal
atention to any sensation which you fed on your neck - tingling, the
touch of cloth on the skin, your hair as it brushes the surface.

O Continue to the right arm, the left arm, the back surface of the
body, the front surface of the body, the pelvis, the right hip and thigh,
the right lower leg and foot, the left hip and thigh, the left lower leg
and foot. Bring your awareness to the soles of the feet.

O Finish by observing your breath as it fdlsin and out of the nose
and the mouth, moves the ribs, and stimulates the skin of the lower
back and belly.

O Sowly open your eyes; alow yoursdf to remain aware of
sensation as you include vision.

Body painting

20 minutes

Lying comfortably on the floor, image a color of your choice which
covers the surface you lie on.

O Begin very slowly to paint your entire body with this color by
moving your body surface in contact with the floor.

O Be sure to touch every area of the body. Include: between the
toes, scalp, eye sockets, behind the ears, under the chin, al surfaces
of the pelvis, backs of the knees, wrists, armpits.

O You may use another body part which is aready painted to
stroke hard to reach areas. Take as long as you need; do afinal body
scan to ensure every surface is covered in paint.

O Begin a proprioceptive warm-up by following any impulses your
body has for movement - a stretch of the arm or wriggling of the
toes. Whatever feds good is "right.”

O Move nonrepetitively following the impulses of the muscles and
joints to stretch and move.

O Pause. Imagine yoursdlf as a painted sculpture. Rest.

Note:

Each of us has areas of the body which we
"shut off" for various personal reasons,
including childhood trauma, embarrass-
ment, injury, or neglect. Theseareas may be
numb - hyposensitive - resulting in a lack
of sensitivity, or the response may be
heightened - hypersensitive - resulting in a
"ticklish" sensation (nerve endings which
detect no recognizable pattern from touch
and are surprised, producing the familiar
hysteria and giggling). Hyposensitive or
hyper sensitive areas can be brought into a
balanced body picture through touch, pro-
prioceptive warm-ups, and body scanning
which relax muscle tissues, increase blood
flow, and generally equalize attention to
include all sensations.

Body scanning is also a component of
Vipassana Meditation. For information
about thisform, write the Vipassana
Meditation Center, Box 24, Shelburne
Falls, Massachusetts 01370.
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Collage: Rosalyn Driscoll
"Dawn Pilgrimage"



THE CELL

The cdl is the fundamental unit of the body. The ahilities of the cdl to
reproduce, to metabolize, and to respond to its environment, are basic to
humen life: creativity, processing, and responsiveness to change.

Cdls have common properties but vary according to function in the
body. Each cdll is composed largely of water, the basic substance of the
body. Water is contained within the cytoplasm of the cell which is
concerned with metabolic activities such as the use of foodstuffs and
respiration. The cell membrane differentiates the cytoplasm from the
surrounding external environment and creates a semipermeable boundary
governing exchange of nutrients and waste materials, and responding to
gimulation. The nucleus supervises cell activity. The forty-six chrom-
oomes in each human cell contain the genetic code for the individual
body and for the specific functioning of each cell. Each nucleus, therefore,
contains a master plan of the whole body. Individual cells have different
functions, for example, a muscle cell contracts, a nerve cell transfers
eectrochemicd signals, a fiber-producing cell produces connective tissue
fibers A collection of like cells of similar structure and function is called a
tissue. Groups of coordinated tissues form structures (organs), which
comprise a body system. For example, bone cells form bone tissue, which
makes bones, which create the skeletal system.

The cdl is the functional unit common to al body systems. For our
sudy, we will differentiate seven body systems as defined by Bonnie
Bainbridge Cohen: skeletal, muscular, nervous, endocrine, organ, fluid,
and connective tissue. Although we can look at each system individualy,
it is important to remember that the body functions as an interrelated
whale and that the systems balance and support each other.

The human body develops from the union of two cells, the sperm and
the ovum. The fertilized ovum divides repeatedly to create many cells.
Within a day or so of fertilization, the ovum differentiates into embryonic
tissue layers: the ectoderm, 3endoderm, and mesoderm in that order. The
ectoderm is the origin of al nervous system components and the skin; the
ectoderm, of the digestive tract and organs; the mesoderm, of the
connective tissues (blood, bone, muscle, ligament, tendon, fascia, and
cartilage). Thus, the skin begins from the same embryonic tissue layer as
nerve tissue; the blood originates with connective tissue. Cells vary in
their adaptability to change or healing, and in their rate of reproduction.
For example, some skin cells reproduce through cdl division daily, while a
nerve cdl may remain for a lifetime and heals dowly if at al. The skin is
the externa membrane of the body, a highly sensitive boundary between
our body and our environment. Sixty to seventy per cent of lean body

Exchange

While attending workshops about exper-
iential anatomy, | would sometimes get
stuck. | put a barrier to learning around
absorbing new information because | felt
threatened by change and by opening to a
group. One particularly tense day, the
teacher talked about the cell. Shedescribed
osmosis and the movement of fluids
through the cell membrane. Shelooked
around the room and said, "Remember,
changeis only a membrane away." The
tightness of my skin dissolved. Once
relaxed, | could allow information to come
and go, keep what was useful, and express
my own ideas. By releasing my outer
membrane, | could allow exchange.

An instructor once said to a group of
adults," See if you can walk through
theroomwithout feeling responsible

for anyone." And also, "Within the cell,
feel the movement in stillness. Within the
group, feel the spacein closeness.”
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weight is water, and the skin literally keeps us from drying up. Two-thirds
of this water is within the cdls (intracellular) and one-third is between the
cells (extracellular). The skin also maintains body temperature (through
sweat), contains receptors of various sorts, and provides a responsive,
protective covering. It forms orifices such as the mouth, the nose and the
anus, leading to the passageways of the digestive system and the
respiratory system which can be seen as extensions of the externa
environment.

Oxygen, essential to cellular life, comes into the body through our nose
and mouth and travels through the trachea to the lungs. As the diaphragm
descends, the lungs are expanded by the inrush of air caled inspiration.
When the diaphragm releases, the lungs are compressed to expel carbon
dioxide in a process called expiration. The oxygen is absorbed through the
capillaries in the lungs and enters the blood to be pumped by the heat
throughout the body. Arteries carry the oxygen-rich blood from the heart
to the periphery. Each cdl participates in the absorption of oxygen and the
removal of waste materials in connection with a process called cdlular
respiration. Deoxygenated blood returns via the veins to the heart.
Through this process, every cell is in connection with the outer
environment and "breathes."

Tension in any part of the body restricts cellular activity vital to hedthy
tissue. Through bodywork, we use the responsiveness of the cel
membranes and the skin to heat, vibration, and touch to bring awareness
and affect change.



Cedllular breathing

20 minutes

Lying in constructive rest with your hands on your ribs, eyes closed:
O Bring your awareness to your breathing. Fed the air coming in
through your nose and mouth, passing down through the trachea in
your neck, and filling the lungs inside your ribs. Fed all the ribs
move as you breathe. In the damp, warm environment of the lungs,
the oxygen is transferred from the air to the blood through tiny
capillaries. Thisis " lung breathing." Three-fifths of the volume of
your lungs is blood and blood vessels.

O Fed the pulsing of your heart. Image the blood being pumped by
the heart through the arteries, carrying oxygen from the lungsto every
adl inthe body. This absorption of oxygen and removal of waste
materids through the cdl membraneiscdled "celular breathing.”
Imege the deoxygenated blood returning through the veins to the
heart, and the process repeating. Place your hands on your belly and
your ribs, and fed them both move as you breathe.

O Image the flow of oxygenated blood from your heart down into
your bely. Let this continue through the hips and knees, and into the
ankles and feet. Allow the flow to return like a wave from your feet
to your heart. Fed the movement under your hands. Image the flow
of fluids moving from your heart up through the neck and into the
skull to bathe the brain, and back to the heart. Fed the flow out
through your shoulders and elbows and hands, pooling in your
pams and fingers and returning to center. Fed the continuity and
congtancy of flow through your whole body. Image the fluids
moving simultaneoudly from center to periphery and from
periphery to center.

Breathing spot

5 minutes

In congtructive rest: roll to your side, flex arms and legs close to the
body and continue to roll to a "deep fold" position: armsand legs
tucked close to body, forehead on floor, spine curved.

O Pace your hands on your lower back, just above your pelvis. Fed
the movement of the skin and muscles as your breath enters the
lungs and is released. The diaphragm compresses the abdominal
organs and expands the back. We can call this area your "breathing
spot." Encourage its movement with each breath.

Cdllular awareness:

Imageyourself asasinglecell. Fedl the
boundary of the outer membrane. Beaware
of yourself contained, as a single unit, with
all parts of the body contributing to the
whole. Allow exchange with theworld
around you. Notice what flows in, what
flows out.






EVOLUTIONARY STORY:
In the Water

The evolutionary story of the human species begins in the water. In
thet fluid environment, diverse forms of life emerged. Plant life preceded
anmd life as a producer of oxygen and a primary food source. About 35
hillion years ago, according to available fossil records, photosynthetic
bacteria and blue-green algae formed in the primordial seas
demondgrating the basic characteristics of life: the ability to reproduce,
metabalize, and respond to change. By 15 billion years ago, the first
snglecdled organisms appeared with the capacity to reproduce sexually
(mixing of the DNA of two cells) instead of by cdl division (division of
are cdl into two identical parts) thus increasing the potential for
divergfication. Around 600 million years ago, we find evidence of a full
range of multicellular life with unique body structures: primitive forms
uch as sponges and jellyfish; shelled mollusks including snails and clams;
dafish and sea cucumbers with radial (five fold) symmetry; elongated or
ssgmented forms of worms; joint-limbed creatures whose contemporary
acem reldives include lobsters, shrimp and crabs; and the more advanced
credures with backbones such as cartilaginous sharks or bony fishes. We
cn experience a similar diversity today by observing the multiplicity of
underweter life present in a coral reef!

Throughout the evolutionary story, species (populations of individuals
which habitudly mate with one another) become extinct, remain constant,
or adapt in a process caled natural selection. Change occurs by random
gendic mutation, followed by successful reproduction. Some creatures
evdve characteristics which alow survival when new conditions such as
incressed population or climatic shifts force a change. One example is the
freswater lungfish, which evolved internal air bladders and muscular
lobes on its fins. These preadaptive structures eventually facilitated the
species in walking on land. Some forms, such as the shark, are so
uccessful that they have remained almost the same for millions of years.
Others like the dinosaur, dominated the land for 150 million years before
they became extinct. The human species, Homo sapiens, has walked the
eath for amere two million years and continues to evolve.

We will look &t three types of body symmetry and their relationship to
human movement patterns. Asymmetry is characterized by a single-celled
organiam, like an amoeba, in which dl components of the membrane are
of equa importance. Exchange of nutrients and waste materials takes
place through this semipermeable membrane, and the organism moves as
its protoplasm shifts in relation to the environment. A sponge, a loosely
organized collection of single cells, provides a multicelled example of
asymmetry. (If you put a sponge through a sieve, the cdls will reassemble
in their origind form.) Radial symmetry brings the mouth and gut to the

Layers

| was backpacking into the Grand Canyon
from the north rim. Our descent into the
deepest cleft in theearth's surface took
three days. In our group was a geologist
who loved reading history through the
layers of stone. We began by looking for
cockleshells and other fossilsin the white
bed of Kaibob limestone crumbling under
our feet - an estimated 225 million years in
the making. On the first night, we camped
facing the smooth Redwall - limestone 300
million years old; on the second night we
dept at the site of an old Anasaz ruin,
facing what was called the Great Uncon-
formity - an eroded era of ancient rock,
formed before life was present on the earth,
now missing fromthe geological "book" of
the canyon walls. On the third day, as we
lay in the hot sun on the banks of the
Colorado River, my friend pointed to the
black metamor phic rock which lined the
edge of the water, and said, "That's Vishnu
shist. Two hillion years." Then he added,
"Now that's old."

During a conversation with a college
biology professor, | said,"| encourage
students to study the human body. " He
responded, "I remind them that humans
aren't the only species on earth."
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| was traveling in East Africa. Wewerein
Amboselli National Park in Kenya, on a
game drive at dusk. We had stopped to
watch elephants walking paralléel to usin
thetrees. Asif on cue, the elephants turned
and made a path directly towards our van.
They formed a straight line, with the
mother and father on either end protecting
two babies of different ages between them.
As they progressed systematically, we
backed up our van, and they passed afew
feet in front of us without ever breaking
stride. Their eyeslooked ancient, the skin
sagged off huge bodies, and the trunks
uprooted turf and searched for mineralsin
thesoil and rock. They had been around
for along time. | imagined them saying,
"Moveover."

We were in Tanzania, gazing from a dusty
overlook towards Olduvai Gorge. Wewere
amidst a small gathering of touristsfrom
around the world all wearing safari hats
and sipping sodas. It was here that noted
Kenyan pal eoanthropol ogists Mary and
L.SB. Leakey discovered fossil hominids -
an Australopithecine skull, "Zinjanthro-
pus’ in 1959, and fragments from Homo
habilis in 1961 -dated 1-2 million years
old. Nearby, Mary found footprints
preserved in volcanic ash determining that
asearly as 3.7 million years ago, upright,
bipedal forms of the species Homo erectus
lived in Eastern Africa. We listened to

our guide translate this earliest history

of the human heritage into various
languages. There was a sense of Africa

as common origin.
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center, with appendages radiating from this core. The starfish, as a lading
example, walks on the ocean floor to find and devour its food. Bilaed
symmetry differentiates a "head" and a "tail" end with paired body pats
The mouth and primary sense organs gravitate towards the head, ad
appendages for propulsion and elimination towards the tail. In sme
species, like the shark, a cartilaginous "spine" links head and tal for
stability and directionality, with fins used for buoyancy (if a shak g
swimming, it sinks), but in others such as the bony fishes, a skdeton ad
paired appendages develop for additional stability and mohility in te
water (with internal air bladders providing buoyancy). The sa it
demonstrates the transition from invertebrate (without a soine) to
vertebrate form. The adult has radial symmetry and lives planted in the
ocean floor, but the juvenile form has a notocord (primitive soine) ad
swims like a tiny fish, with bilateral symmetry, before changing into its
less mobile adult form. Bilaterad symmetry and a bony skeleton provide
efficiency for basic survival needs such as going towards food, exging
from enemies, pursuing a mate, and exploring the environment, and ae
useful components in the transition to land. Although our discusson is
primarily anthrocentric - focused on the human species - ningy-five per
cent of the animals on earth today have no backbone!

Just as we carry the saline solution of the ocean in our blood, our
structure holds the possibilities of earlier forms of body symmetry. Ween
move asymmetrically, as in our early morning yawning and gretching,
allowing our skin and proprioceptors to be our primary sense organs
before the cerebral cortex (the newest portion of the brain) directs our
awareness. Contact Improvisation and Authentic Movement ae
techniques which focus on stimulating and responding to al surfaces ad
structures of the body equally. We can move in radial symmetry, like the
starfish, or the Leonardo da Vinci drawing of "geometric man" with body
parts radiating from the solar plexus. Cartwheels demonstrate this
symmetry. Martia arts also organize movement around the "bdly bran’
(autonomic nervous system) focusing on the tant'ien (in tai chi) or the hara
(in karate) for "centered" energy. We can move in bilateral symmetry,
undulating our segmented spine like fishes or whales. Kundalini yoga ad
many primitive dance forms use this powerful source of head to tal
integration. Although our outer form is organized bilaterally, many of aur
internal organs (such as the heart, liver and intestines) retain ther
asymmetrical form. The skin, our largest organ, remains a primary
receptor for receiving stimuli from the environment. Our verticd podure
dominates our contemporary lives, but the structure of our bodies liesin
our evolutionary past.

As we tdl the evolutionary story, we are reminded that there is more to
the universe than the human mind can grasp, and that we seek modds to
try to understand our existence - scientific, religious, and artistic modds
among others. We can relate what we know from a scientific perspective
(primarily from fossil record) about the origin of life and the deveopment
of the species, but fact goes hand in hand with mystery. When a new
discovery is made, the whole picture shifts. Thus, our information is
constantly changing, and the insights we have as individuals are pat of
the discovery.



Body symmetries

20 minutes

Lying on the floor on your belly, arms and legs spread in an X:

Sowly lift one arm about an inch dff the floor, fed its weight, and let
it return to the floor. Repeat with a leg, your head, then the pelvis.

Le dl of your weight rest into the floor.

0 Asymmetry: Imagine that you are suspended in water. Begin
moving dowly, brushing al surfaces of your body against the floor
or another body part as though stimulated by the water. You are free
fram gravity. Continue moving nondirectionally, following impulses
for movement and responding to sensations. This form of body
symmery is called asymmetry. An example would be a single-celled
amoeba suspended in the water today. In this symmetry, no one part
of the body surface has priority over another part.

0 Radid symmetry: Shift your awareness to your bely. Imagine
that your mouth and your brain are in your belly, and your head,
ams and legs are appendages radiating from this center, like a
dafish. Extend your tail aswell (the end of your spine). Stretch
yourdf out in the X, and imagine or fed the connection through the
center of the body between your right hand and your left foot, your
let hand and your right foot. Your head and your tail. (If you are
with a partner, have one person lie in the X, and the other gently
press eech appendage along its axis towards center like the spokes
of awhed. The compression and release of the bone ends moves the
bdly, the hub of the wheel, as you lever from periphery to center. Do
the heed and the pelvis as well as the arms and legs.) Continue lying
in the X on your belly or your back, and reach one arm diagonally
aooss the body, connecting into your center and rolling you to your
other sde. Move dowly so you can fed the rotation move through
your spine. Repesat with a leg: reach afoot diagonally across the
body until you fed the pull into center, and let the movement roll
you to your opposite surface. Repeat with the remaining limbs.

O Bilatera symmetry: Begin to focus your mouth and primary
snse organs towards the head end of the body. Follow your mouth
and fed its connection through your body to your tail. Follow each
sne Smdl, taste, sound, sight and follow them into locomotion.
("Hea" and "smell" with your whole body as well, like afish. "See"
light dl over you, like aworm.) Go towards a smell, move away
fram a sound. Imagine propelling yoursalf through the water for
food or to avoid an enemy. The long spine connects the sensory end
of the bodly, the head, with the motor end, the tail. The "arms" and
"legs' are fins used for stabilization more than locomotion. Imagine
that you have been washed up on shore. Gravity, friction, inertia are
now part of your environment. The sun is hot, predators may be
near. What forms of locomotion might you devise to move to safety
or towards food, shelter, or amate in this new environment?
Explore the many choices, keeping your senses alert for survival.
Fnish your work. You are now ready for the evolution to standing!

Killer whale, from a decorative
hanging of American Eskimo art
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EVOLUTION TO STANDING:
On Land

As our ocean forebearers found themselves on the shore, a new
rdaionship to gravity began. Inertia and friction of body parts against the
earth, and the need to lift the head up for breathing and perception
required changes of body structure. Fins evolved into weight bearing
gopendages. In amphibian and reptilian species, they gradually folded in
towards the center of the body to move the belly off the earth or
disgppeared atogether, as forms of crawling developed. We see various
goproaches in the successful adaptations of salamanders, lizards and
gekes The salamander maintains belly-down locomation, lizards pump
thar torsos off the ground in the familiar "push-up" motion, and the
ke has no appendages. If we observe a lizard carefully, we can see the
diginction between the rougher "back" surface exposed to the elements,
ad the lighter "belly" surface in contact with the ground. As the body
pats rotated further towards center, the "back" of the legs became the
front. The "elbow" of the foreleg faced backwards to prop up the body;
the "knee" joint faced forward for propulsion and support; and the
"hend" rotated palm-down for additional leverage against the ground. In
the human, the hairy surface of our thighs was once the "back" of the legs
ad the bones of our forearms cross to allow mobility at the wrist.

The evolutionary tree continued to branch into diverse species, each
with particular characteristics for survival. Following evolutionary
theories, our mammalian forebearers survived as quadrupedal, ground-
dweling insectivores and herbivores as larger and carnivorous animals
medk life threatening. Some species moved to the trees and adapted to a
posture of hunkering on branches, squatting with feet grasping the
branch and legs folded (flexed) to the belly, leaving the hands or forepaws
free for eating, grooming and gesturing. The new use of the hands
developed a crosspattern of thumb opposite fingers for grasping, and
coordination of eyes with hands. Detailed movements of the fingers, toes,
and mouth (we have more muscles in our face than any other animal)
refined the nervous system and prepared the way for communication
through gesture and language. The hunkering posture, our familiar
"squat," encouraged three structural changes in the body: the heel bone
(cdcaneus) gravitated to the back surface opposite the toes, an arch was
formed by the connecting bones of the foot, and the pelvis shortened to
dlow the femurs to fold in squatting position. Our ape ancestors began
hanging from their arms and swinging from limb to limb through the
treetops, caled brachiation. This allowed extension of hip and shoulder
joints, repositioning of the scapulae to the back surface of the body for
hanging and lateral reaching, contralateral rotation at the waist necessary

DAY

Language

I was in China, performing and studying.
It was myfirst experience in a country
with a 3000-year cultural history. | had
bought a snake drum, which | carried
slung over my shoulder, and was
traveling to various areas. In beautiful
Guilin, | took a boat trip down the Li-
jiang river. When we landed, the tourists
onthecruisewerebesieged by local
residents selling antiques and replicas,
hats and bananas. Hands grabbed us,
using body-pleading techniques of street
salesmanship since no common language
was spoken. My fellow tourists raced for
thewaiting buses, and I, like the others,
becameintent on escape. As| passed
through thefaces, | saw a man under a
tree selling a musical instrument. |
gestured to him to play some music, but he
pretended he didn't know how. | began
playing my drum. Everyone stopped what
they weredoing. | began to dance. |
watched the face of an old woman staring
at me, toothless but elegant. Suddenly she
started smiling and clapping, encouraging
meto go on. Soon both travelersand
residents were mingling and laughing.
As we |eft, the man under the tree was
stringing his instrument. This was my
first clear experience of sound and dance
aslanguage.
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BodyasHome

Agood friend, whose parentshave both
passed away, was speaking of thegrieving
process. Shesaid that shefelt a sense of
dissol ution of home, even though she was
married, owned ahouse, and had a
community of friends. Do you think of
your body as your home? | asked.

Architectural drawing:
Whitney Sander
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for swinging, and elongation of the spinal curves. The lumbar curve (our
"lower back") formed lagt, after the arbored "swinger" returned to the ground
as a semiquadriped. The transition then to upright posture was accompanied
by the anterior (forward) curve of the lumbar segment. These characteridtics
prepared the way for two-footed, vertica posture: a bipedal stance.

Two-footed alignment involved a high center of gravity over a smdl
base of support (the feet). The vertical axis was constantly swaying over
this base, requiring contraction and release of the muscles of the lower
legs to keep on balance. A subtle shift past the base initiated walking,
striding, or running. In effect, they were constantly faling. Instability is
basic to our bipedal stance.

Vertica alignment brought new possibilities for life on the ground. The
preparation of the foot, with heel opposite the toes, and arched tarsals and
metatarsals, gave propulsion and shock absorption for a striding gait.
(See the Arthrometric Model, p. 114) Rotational abilities at the waist
increased the capacity for contralateral swing of the arms opposite the
legs, offering heightened balance and agility. Without moving their fest,
they could reach in front, to the sides, or behind. This three-dimensiona
rotation of the spine and the ball and socket joints permitted quick
response in any direction, our multidimensional agility. With the addition
of meat eating and hunting, the body adapted to the need for attack and
retreat. The free-swinging pelvis held the organs in a lightweight bowl
and alowed mobility (unlike our close relative the gorilla, who evolved
from a common ancestor but whose large pelvis restricts vertical extension
and whose knuckle walking and vegetarian diet encourage a more passive
existence). The use of tools and the development of family groups
increased the need for articulation and communication. In essence, they
could stand, move three-dimensionally, manipulate their environment and
articulate with gesture and sound. Neurological adaptability increased the
potential for survival.

The basic characteristic of our species, Homo sapiens (wise man), is the
increased capacity of the brain. As al of our systems developed simul-
taneously with our skeletal-muscular changes, our physiological
capabilities were matched by our capacity for three-dimensional thought
in the past, present and future. We are able to reflect on where we have
been, contemplate where we are, and plan where we are going. This
capacity for reflection, planning, and manipulation of our environment
brings the responsibility of choice. Our ability to plan and to shape our
environment makes us responsible for what we create and for how we
choose to live in that creation. Thus, our responsibility is to remain able to
respond, moment by moment, to the choices which occur. ¢



Evolution to standing

30minutes

O Lying on the floor in constructive rest. Review asymmetry, radial
symmery, and bilateral symmetry. 10 minutes.

O On the shore, fed your new relationship to gravity. Lying on your
bdly, keep the elbows and knees "locked" and attempt to lift your
body from the shoulders and hips.

O Gradudly draw the appendages (once your fins) towards the
canter line of the body, rotating fingers and toes forward, palms
down, smilar to a salamander or lizard. Explore crawling.

O Fnd waysto lift the belly dff the earth to reduce friction. You

mey eventudly be walking in a four-footed posture like a squirrel.
Imagine yourself to be a small, four-footed mammal, heading to the
tress for protection from larger animals.

O Bagynto sit, hunkering on branches. The pelvis hangs between the
legs in a familiar squat position, the feet wrap around the branch for
support, the hands are free to groom yourself or others, to feed, and
dso to locomote through the tree tops. Begin hanging from atree
branch by your arms, like a monkey. Imagine that the floor has
disgppeared. The legs are elongated from their flexed position in
hunkering and are dangling free. The shoulder joints are stretched
and the spine lengthened. Let yoursalf swing from your arms
reeching one after the other to propel you through space,

brachiaing like when you were a child swinging from bar to bar on
jungle gyms. As you speed up your movements, you will fed a
naturd progression from homolateral movement (right hand
swinging with the right leg, meaning same-sided) to the more
powerful contralateral swing (the left leg swings across as the right
am reaches, opposite-sided). Fed how this movement pattern,
brachiation, develops the rotation at the waist. Alternate brachiation
with hunkering.

O When things become peaceful, climb back down to the earth. We
now have many options for movement. We can continue to hunker
and sguat, we can return to four-footed movement, or we can use
the elongation of our hip sockets and the contralateral swing of our
ams and legs to stand up and walk. To make the transition,
motivate your movement by the desire to travel through space. To
rise, fed the alternating, oppositional pulls of head and tail for
movement towards vertical. Then begin the walk by reaching with
the hand, as we did in brachiation. Because of our hunkering
posture our feat are prepared with an arch and a toe opposite heel
leverage for long distance walking, or the "striding gait" so unique
to humans.

O Wdk around the room, fedling the hedl of the foot reach as the leg
swings to the front, and the toes (especidly the big toe) push dof
vigoroudy in back. Let the arms swing, and use all the senses to
inform your choices for survival. Let your walk develop into arun,
and fed the spring of the arch cushioning your gait. Pause.

O Stand quietly till. Close your eyes and fed the constant postural
sway, forward over the toes and back to the heels, that keeps us
balanced over our base of support, our feet. Open your eyes slowly
and see the room around you from your vertical stance.

Rock painting in Kakadu National Park,
Audtrdia
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BODYMEASURING:
Terminology

We live in a multidimensional structure. Our height, depth, and
widh hdp to describe volume in space. It is easy to think of ourselves as
fla, mirrors and photographs give us the illusion that we are two-
dimendond. Instead, we have sculpted fullness, and the curves and
ages give force and agility to our body.

Planes axes, and the center of gravity provide a common language for
body measurement and movement description. Planes identify dimension
in the body and divide it front to back, side to side, and top to bottom.
Szillugration, next page) A primary plane divides the body equaly by
wedght. A secondary plane is any plane paralel to the primary plane. The
primay transverse plane divides the body equally by weight top to
batom. This plane passes horizontally through the center of the body, like
a table top with the bust above and the pelvis and legs below. (A
soondary transverse plane might pass horizontally through the knee))
Tre primary sagittal plane intersects the body equally between the right
dde and left side by weight. (A secondary sagittal plane might pass
through the leg and divide the right side of the leg from the I€ft side of the
leg) The primary coronal (or frontal) plane divides the body equally by
wegh front to back. (A secondary coronal plane might pass through the
nose and toes))

An axis is a line derived from the intersection of any two body planes.
If we identify the line formed from the intersection of the primary sagittal
(dividing right and left) and the primary transverse (dividing top and
battom) planes, we see that this line passes from the front to the back of
the body, measuring depth. It is called the anterior-posterior axis, or the
ap. ais An ap. axis at the knee would measure the depth of the joint
fram front to back; a the head, it would measure the depth of the skull.
Somdimes it helps to use sheets of paper to visualize three-dimensionally:
place two sheets of paper beside the body as the sagittal and transverse
planes They will form a 90 degree angle where they would intersect. The
line created where the two papers meet represents the a.p. axis and
meeaures depth. Using your papers, identify the line formed from the
intersection of the primary transverse (top and bottom) with the primary
corond (front and back). This line measures the width of the body and is
cdled the horizontal axis. Find a secondary axis at your skull. Identify the
line formed from the intersection of the primary sagittal and primary
corond planes. This axis measures the height of the body and is caled the
vertica axis. Find this with the two papers representing the planes. Find a

secondary vertical axis in your leg.

Depth

Many college-age students are involved in
getting ahead. Literally and figuratively,
their bodies strain forward and their front
surface, how they appear, isof prime
importance. In their senior year, students
take the experiential anatomy course. To-
gether we work to find their back surface
and to explore their depth.

-,
S

For many years | thought of myself as tall.
At5'3," thisis not the case, but my closest
friends were tall and | imagined myself at
their height. Thiswas useful as a dancer,
and often after a concert a surprised
audience member would say, "You look so
much taller on stage!" During this same
time, | was fighting with my body; | was
always working at dancing. One day |
thought of myself as short. | lifted my leg
from my hip with ease, | stretched my arm
from my shoulder without strain.
Movements that had always been hard
were accomplished with relative ease. By
accepting my structure, | was free to move.

<

When | was taken to the communal baths
in Japan, | would see bodies of every age,
from childhood to the edge of death, being
touched by water. One old woman in par-
ticular would stand for a long time with
the fountain pouring down her front. Next
to her, my friend Mayumi was scrubbing
my back. Inside myself, | felt the space
between front and back.
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When | was in Nairobi, Kenya, | visited the
health club at the Hilton Hotel. | assumed
it would be used by weary travelers and
was delighted instead to find the steam
roomfull of local women. They were
reading the paper and chatting about their
lives in a mixture of Swahili and English.
As | took my place among the sweaty,
relaxed bodies 1 realized that | was very
narrow. Here, theimage of female beauty
was one of fullness of body, with breasts
and pelvises of weight and volume, and an
expansive el egance of presence and humor.
| remembered being afraid in high school
that my pelvis would get too wide, or my
chest too big, or my thighstoo round. | felt
my trim, small, white body for thefirst
time as flat.

Planes, axesand center of gravity

The plane not involved in the formation of an axis is caled the plae
of motion. The body or body part rotates around its axis through the
plane of motion. A movement, for example around our vertical ads
(measuring height) would be a spin, or a head shake no. A movemeantt
around our horizontal axes (measuring width) would be a forward bad
from the waist, a flip-flop, or a head shake yes; a movement around o
anterior-posterior axes (measuring depth) would be a side bend from the
waist, or a cartwheel. A movement which crosses the body planes, such as
a spira or a tennis serve, is considered an integrative movement, as dl
three planes are utilized. In the human species, our capacity for rotation at
the waist, through the horizontal plane, gives us the potential for
multidimensional agility. We can reach in any direction in space without
changing our base, by spiraling around our center. There are many axh
spirals inherent in the body structure. Each muscle fiber, the strands of
DNA, and the heart are in spiraled configurations; the fascia wraps ad
interweaves throughout our body. Our capacity for multidimensiona,
integrative activity is inherent in our structure.

The intersection of al three primary body planes creates a point. This
point is the center of gravity around which al movement is organized far
balance and mobility. In the human body, as we have noted, the center of
gravity is generally between the fourth and fifth lumbar vertebrae on the
front of the spine (behind your belly button). Move your center of gravity

Vertical Axis (measures height)

A.P. Axis

ray 3
.rsz;(,rx? o
an
(measures depth) €

e}

Center of Gravity:
Point where all three primary axes meet

slightly; feel the body respond to keep
balance. Move the center of gravity further in
space. Feel it pull you into locomotion.
Falling, walking, running, hopping, skipping,
jumping, leaping are al locomotor patterns
common to our two-footed structure.

Basic locomotor patterns move through the
sagittal plane (with some rotation at the wast
through the transverse plane to accommodate
balance). These "sagittal movements" reflect
our bilateral symmetry, with paired body
parts and forward /backward orientation, like
a horse. Cartwheels and side leans are
"coronal movements" because they pass
through the coronal plane. They reflect our
radial symmetry. Spinning and turning are
"transverse movements" because they occur
through the transverse plane around our
vertical axis (even when done on the ground
as rolling). Spiraling movements pass
through all three planes and integrate the
dimensions of the body. ¢

Horizontal
Axis
(measures
width)




Measuring the body

10 minutes

Lyirg in congructive rest: Extend your legs long on the floor. Bring
your awareness to your forehead. In your mind's eye, drop a plumb
lire fram your forehead to the floor. Fed the depth of your skull.
Biing your awareness to your ribs. Drop a plumb from the front of
yaur ribs, the sternum, to the floor. Fed the depth of your ribs.

O Biing your awareness to your belly button. Drop a plumb from
the front of the belly to the floor. Fed the depth of your pelvis.

O Bring your awareness to the front of your right knee. Drop a
plumb from the front of your knee to the floor. Fed the depth of
your kneejoint.

O Bring your awareness to the toes of your right foot. Fed the
length of your foot from the toes to the heel. The anterior-posterior
ais meaaures depth of the body.

O Retun to the head.

Inyour mind's eye, draw a line from your right ear to your left ear.
Fed the width of your skull. Draw a line from your left shoulder to
yaur right shoulder.

Fed the width of your shoulder girdle. Draw aline from your right
grester trochanter to your left greater trochanter.

Fed the width of your pelvic girdle.

Draw a line from the outer surface of your right knee to the inner
auface of your right knee. Fed the width of your kneejoint.

Draw a line from the outer malleolus of your right foat, to the inner
maledus of your right foot. Fedl the width of your ankle. The
horizonta* axis measures width of the body.

O Retun to the head. Draw the plumb line from the top of the skull
to the base of your feet. The vertical* axis measures height, length of
the body. Fed the three-dimensional movement of theribsin
bregthing.

O Repet standing.

* Temindoyy isrdativeto standing anatomica position: body erect, ams

a 90es pdmsforward.

Planes, axes, and planesof motion

Sending: Do a movement around your primary vertical axis, such
asaheadshake "no." The axis isformed from the intersection of the
sagittd and coronal planes; the body rotates around the axis and
moves through the transverse plane.

O Do amovement around your primary horizontal axis, such asa
bend from the waist or a summersault. The axis is formed from the
intersection of the primary corona and horizontal planes and the
movement occurs through the sagittal plane.

O FHnd a movement at a secondary horizontal axis; this might be a
headshake "yes," abend of the knee, a flexion of the ankle.

O Do amovement around your primary a.p. axis. Thismight be a
Side bend, a cartwhedl. An a.p. axisisthe line formed from thein-
tersection of sagittal and transverse planes. Asyou do your cart-
whed, you are moving through the corona plane. A side leg lift
would be an example of movement around a secondary a.p. axis
through the coronal plane.

O Find a movement which passes through al the planes.

Other Terminology:

Abduction: Movement away from the
body in the coronal plane. Lift your
armto theside.

Adduction: Movement toward the
body in the coronal plane. Lower the
armfrom the side.

Flexion: Bending or closing movement
of ajoint or spine. Bend the elbow.

Extension: The act of straightening or
opening out alimb. Sraighten the
elbow.

Proximal: The portion of an organ or
structure nearest its base point or the
trunk. The shoulder isproximal to the
elbow.

Distal: The portion of an organ or
structure furthest away from the base
point or your trunk. The knee is distal to
the hip.

Rotation: Movement of a bone around
its own axis. Turn your head to the right.

Circumduction: Movement at a joint
in which the distal end of a bone
moves in a circle while the proximal
end remains fixed. Circle your arm.

Medial: Nearer to the midline of the
body. Your big toeis on the medial side of
your foot.

Lateral: Further from the midline of
thebody. Your little toeis on the lateral
side of your foot.

Homolateral (Ipsilateral): Related to
same side of the body. Walk reaching
with your right arm and your right leg.

Contralateral: Related to opposite

sides of the body. Walk reaching with
your left arm and right leg.
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THREE BODY WEIGHTS
AND POSTURAL
ALIGNMENT

Pogtural  alignment involves the three primary body weights, the skull,
thorax, and pelvis, organized around a vertical plumb line. Our high
canter of gravity is delicately balanced over our base of support, the feet.
If we draw three ovals, representing the three body weights, and connect
these with a vertical axis from the top of the skull to the feet, we have a
diagram of postural balance in the body. On our drawing, add a nose and
toes to identify the front of the body, and heels for the back. The front is
d cdled the anterior or ventral surface, the back the posterior or dorsal
auface We use labdls of body facings to clarify communication. To further
identify terminology, we are looking at the body from a lateral, or side,
view. Anything in the direction of the head is said to be at the cranial end
of the body, and anything in the direction of the feet, is caudal (of or
rated to the tail) from the center of gravity. A picture of the body shown
fram above would be a crania view, one from below would be a caudal
view. To locate the center of gravity, we identify the point created by the
intersection of all three primary body planes, each dividing the body
egudly by weight (top to bottom, front to back, side to side). The center of
gravity lies behind the belly button at the front of the spine (4th or 5th
lumber vertebra in most bodies), and intersects the plumb line.

To identify your own postural alignment, remember that the vertical
plumb drops from the top of the skull to your feet through the three body
weights. Because our body connects to the earth at the feet, we generaly
begin work on aignment from the ground up. We balance each body part
in sequence. On the exterior of the body, the landmarks for alignment are:
the side of the ankle (the malleolus), with the side of the knee, lined up
with the side of the hip (greater trochanter of the femur), with the side of
the rib cage and shoulder girdle (glenoid fossa), and the center of the ear.
Tapping the head on the top of the skull helps to stimulate awareness of
the vertica pole.

Balance

Often when | am teaching a danceclass, |
will seea student in perfect balance. Itisa
beautiful thing - calm, simple, direct. And
then they will recognize the moment and
move slightly off center. Balance through
the bones produces minimal feedback inthe
nervous system. It is a curious state of no-
sensation. They move to feel themselves
struggling, working, trying. And then they
fall and look at me with frustration and say,
"I can't balance."

Two six-year-olds dancewith me each week.
At first, balance on their toeswas part of
their natural vocabulary. After afew weeks
they began to mock falling down, making
exaggerated faces, waving their armswildly.

In relationships, when something is
quite balanced - nothing is happening -
| get nervous.

A
Skull G)
Thorax ()
Center of
Gravity
Pelvis
POSTERIOR ANTERIOR
SURFACE SURFACE
V.
W
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Conehead and tail
10 minutes

Function: To fed postural alignment with dynamic pulls towards
gravity and towards verticdlity.

Standing in plumb line, feding your vertical axis: Tap the top of your
head and imagine a weighted string dropping down through the
center of your body from this spot until it touches the earth between
your feet. Relax your weight through the bones into gravity; imegea
great tail extending down your spineinto the center of the earth.

O Bring your awareness back to the top of your head. Image
centrifugal force spinning your body out into space away from
gravity, while your feet remain reaching to the earth.

O Image your plumb line growing above your head one, two, three
inches until it extends, inch by inch, thirteen inches above your skull.
Imagine that you have a cone head, like atall pointed hat, that
extends to this point. Inscribe atiny circle on the ceiling from the top
of your cone. Reverse the direction. Teke awalk leading with your
cone head. If working in a group, nod at others from the tip of your
head. Come to standing. Fed the plumb line balanced over your base
of support. Image both the cone head and the long tail extending

your body.

| dentifying landmarks for alignment
10 minutes

Standing: Find your plumb line. Visuaize the cone head and tail.
Using your fingers, touch the center of each ear (the small flap that
covers the hole). Let the elbows extend horizontally. Imagine lines
from each finger that meet in the center of your skull. Do a small
"yes' nod from the place where these fingers meet. This isthe place
where the skull sits on the top of the spine.

O Move your handsto the sides of your ribs. Place your thumbs
behind, fingers in front of your rib cage; fed the oval shape of the
ribs, and rotate the cage forward and back. Touch the place on each
side of your ribs that feds like the center, or the axis.

O Place your hands on the sides of your pelvis. Wak down your
body until you fed alarge knob on each side, at the top of your leg.
(It is the knob which touches the floor when you lie on your side;
liedown if you can't find it.) Thisis the greater trochanter of

your femur.

O Bring your hands down the sides of your legs, touching the sides
of your knees. Image the center of each joint. Then find the bumps on
the outside of each ankle. These are your outer malleoli, the lower
end of each fibula. Touch the floor.

O Bring your fingers around and touch the second toe of each foot
(you are bent over now, looking towards the floor, knees bent). Begin
drawing two parale lines in imaginary sand from points twelve
inchesin front of your feet, through both your second toes, through
the center of each ankle and heel, through the center of each knee,
through the center of each hip socket (deep in the pelvis). Repest this
movement several times, tracing the parallel alignment of foot to
knee to hip in postural alignment. When you are finished, continue
your hands from the pelvis up the sides of your ribs, the sides of
your skull and up into the air. Repeat the whole process several times
to identify the points of alignment.



Balancing the body weights

15 minutes

Sanding next to a full-length mirror, with alateral view (side to mirror)

fa enough away that you can see your full body. Look straight ahead (not
at the mirror). Close your eyes and find plumb line. Then, shift into your
mogt comfortable "hang out” posture; something that feds very natural
and familiar.

O Ratate your head very slowly to the side to look at your alignment in
the mirror. Without judging "good, bad, too fat, too thin, etc.," drop a
plumb line in your mind's eye down through the body you see in the
mirror. Idedlly, a plumb line can pass through all three body weights,
through the center of the knees, and the center of the ankles without
getting interrupted by sharp angles or passing outside of the body. Try not
to readjus yet. Observe any diagonals that pass through the body: skull to
rib, rib to pelvis, pelvis to knee. Then return your head to facing front, and
begin your work, eyes opened or closed as needed. Beginning at your feet
and ankles, bring your feet into parallel alignment below your hip sockets
(about four inches apart). The second toe should be facing straight

forward like your nose (there are always individual exceptions, so don't
force anything that fedls painful). Find the malleoli of your ankles. Then
touch the greater trochanters of your hips - the knobs on the outside of

the legs - and line up the trochanters directly over the ankles. (This might
necessitate a mgor shift of your alignment making you fed as though you
are fdling backwards or forwards; try to continue your work
systematicadly until you reach the skull.)

O Then place your hands on the sides of your ribs, thumb in back and
fingers in front. Rotate your ribs forward until they are centered over your
ankles and over your greater trochanter. Thus the upward facing bow! of
the pelvis matches the downward facing bow! of the ribs and diaphragm,
rather than the pelvis and ribs being tipped open, hinged in your back,
like an open oyster shell. Asyou move the ribs forward or backward you
dfet the relationship of thorax to the skull and pelvis. Check too at this
point that the knees are not locked. Keep them relaxed so the energy can
flow from your feet to your head (and you can respond to changes in your
dignment without falling over).

O Then place your hands on the center of the earsto do a "yes" nod.
Finish the nod so that your eyes, when open, will be looking straight
ahead, as though at someone your own height. The eyeisin line with the
e, pardld to the ground. The top of the skull makes another downward
fadng bowl, parallel with the diaphragm of the thorax.

O Tep thetop of the head, and, if you are willing, pull afew strands of
hair directly up to stimulate your vertical plumb line. Sowly rotate your
skull around the vertical axistowards the mirror without disturbing your
posture. Again, rather than judge, drop a plumb line down through the
body partsin the mirror and see how they are "stacked up" in relation to
verticdity. They should be like three spoals strung on a thread, sus-
pended over the center of your feet with your knees relaxed.

O Now, you can start the process again, looking in the mirror: ankles to
hips, hipsto ribs, ribs to skull, skull to plumb line. Be easy on yourself.
Tightening muscles in frustration or judgment will not help. Postureis a
dynamic process. Instead of looking for a fixed position, a pose, or a
"right" way to stand, we are establishing a vertical energy line around
which the body parts can orient themselves. Return to your hang out
posture. Close your eyes. Fedl it. Then realign from the feet up. Check the
mirror. Repeat. What feds "right" is often what is most familar; so part of
the work is getting comfortable with the changing sensations.

Partnering:

Do this work on your own first. Then
partner. Touch each body landmark as
itisbeingaligned; resist forcingor
mani pul ating someone into a position
fromoutside. The shiftsare subtleand
need to be experienced fromtheinside
to create lasting effect. It ishelpful to
rotate the skull for your partner in the
"yes' nod, then gently lift on the skull
to assist the sensation of verticality.
Tap the top of the head, and pull the
hair on the plumb line.
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THE NATURE
OF BONE

OUR skdeton is aive. The 206 bones in the human body are living
tisie Bath red and white blood cells are produced in the marrow of long
bones The skeletons we see in museums, art classes, or classrooms are the
mingd sdts that remain after death, representing approximately 65% of
bore by weight. The other 35% of living bone is a mixture of connective
tisues in a watery ground substance with many blood vessels and nerves.
Tre mineral salts are deposited around the softer tissues, forming a
poraus inner structure. Bones are dense around the outside and at each
e providing lightness at their core as well as considerable strength and

resliency.

Bares are the framework of the body. Bone is covered by a connective
tissue sheeth, cdled periosteum on the outside surfaces and endosteum on
the inside. This tissue is vital to bone nourishment, growth and
maintenance. Because it is a connective tissue, the periosteum and
endogteum provide a continuous interweaving with other connective
tissues such as the ligaments which attach bone to bone, the tendons which
atach muscle to bone, and the joint capsule, which secretes and contains the
lubricating synovid fluid. Connective tissue aso surrounds every muscle,
bood vesH and organ, forming a continuous connective span throughout
the body which iswoven into the fabric of bone.

Bores change throughout our lifetime. They exigt in the fetus as cartilage
as ealy as the fourth or fifth month; ossfication (the process of osteoblasts
teking cdcium and phosphorous from the blood and fixing them into bone
aydds) progresses rapidly throughout the first four or five years of life,
and continues on until approximately age twenty-five. Bones continually
repond to use and abuse. They are affected by evolutionary and genetic
heritage, but also by proprioceptive stimulation, balance of the body
weghts through the skeleton, diet, exercise, trauma, illnesses and injuries,
emationd experiences, and life patterns of work and play. Bones need
bdanced activity to maintain their health: too little use results in atrophy
(bore deterioration), too much in fracture. During the aging process, both
exerdse and sufficient calcium in the diet are necessary to ensure bone

grength.

Bones grow, while maintaining their balance of lightness and durability,
by a process of calcium deposits on the outer surfaces and calcium
dissolution on the inner surfaces. Primary growth occurs between the shaft
(digphysis) and the ends (epiphysis) of long bones. This cartilaginous
juncture is cdled the epiphyseal line (the cartilage plate). New cartilage is

Assembling the Skeleton

When | came to teach Anatomy and
Kinesiology in thedance programat
Middlebury College, we purchased a
human skeleton (from the Guest Artist
budget!).* My colleague, Caryn McHose,
and | unpacked the skull and spine and
began carefully assembling the other bones.
Aswe held each onewe said, "Oh, thisis
the way afemur (thigh bone) looks. Oh,
this is the size of the pelvis. Oh, thisis the
shape of the clavicle (collar bone)." When
we got to the top, the screw which
connected the skull to the metal support
stand was broken. So we disarticulated our
skeleton and mailed it back to the company.
A month later, our second skeleton arrived.
We were surprised that the femur was
different, the pelvis had new proportions,
theclaviclewasless curved. Wewere
reminded of the uniqueness of each person.

* The purchase of human skeletonsis now
illegal in the U.S. Aswe changeto pliable
plastic modelsand are givenamorere-
sponsive image of bone, we are also given
theillusion that all bodiesareidentical -
froma common mold. It is easy toforget
that variations in genetic code and the
effectsof life experienceson bone make each
skeleton individual.

Chinese tadisman to protect the body,
composed of the character for life, sheng.
Caligraphy by Chungliang Al Huang.
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Skeleton: anterior view

constantly produced to add length, and the cartilage at the epiphysed lire
is turned into bone. The bone then must be hollowed by the dissdlution
process. The calcium balance in the blood is also monitored by ths
process, when calcium is needed, the bone is dissolved and when thereis
excess, it returns to the bone for storage.

Bones have multiple functions in the body: to produce blood cdls to
serve as storage sites for calcium and phosphorous necessary for the
blood, to protect the organs, to transfer the weight of the body to the eath,
to absorb the impact of locomotion, to provide attachment sites far
muscles and connective tissues, and to offer a bony framework for moving
and balancing the body.
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Articulating the bones

15minutes

Lying in congtructive rest: Bring your awareness to the bones. Begin
moving from this position to articul ate each bone in the body. Play the
gdes of the body, like a musician, and move each bone in sequence
fram the fest to the head.

O Beagn with the toes. Continuing with the eyes closed, do a dance of
the toes, moving any way that feels good. Let the legs follow the
movement, but keep your awareness on the toes.

O Beggn moving your lower legs; allow your lower legs to move in any
weay that feds good to them. No judgment, no evaluation, just notice the
movement of the lower legs.

O Move from your knees. Let them lead where they want to go. If you
need to move fagt, or sharp, or through space, open your eyes enough to
e objects or other people, but listen to your body. Continue exploring
with your knees, bringing your awareness to your upper leg and hip
ockets. Le them begin to guide the movement. Explore al the
directions a hip joint can move.

O Fallow dl the lines and arches and curves of the pelvis. Notice any
imeges, ideas, sensations, emotions as they come, staying focused on
the pelvis.

O Natice how the pelvis moves the spine. Fedl al the directions a spine
can move it can twist, it can roll, it can undulate. See what your spine
wants to do at thistime, on this day, in your body.

O Connect the spine to the skull and jaw. Let your whole body follow
the skull. Allow the jaw to initiate your movement.

O Bajn to hear the shoulder girdle, especially the shoulders. Explore
movement or stillness in the shoulders. See what they want to do.

O Bring your focus to your elbows and lower arms. Explore movement
in this area of your body. Allow any other areas to participate.

O Fdlow your wrists and hands. Do a dance of the hands and fingers.
They often have a lot to say. Try not to judge or analyze your movement.
Jg folow. See what's there.

O Move any body part that wants to move. Fedl the relationships
between body parts. Notice the whole.

Moving from bone
15- 20 minutes

Lying in constructive rest: Bring your awareness to the bones, then to
the layers within the bones. 3 minutes.

O Move with awareness of the hard, cancellous bone. Fedl the solidity
and strength of this outer portion of the bone. Begin to travel through
gpace, and to work standing. 3 minutes.

O Move with your focus on the marrow, the life-giving center of the
bones. See if your movement changes Fedl your whole body move from
this fluid center. 3 minutes

O Alternate moving between the two. 3 minutes.

O Findly, move with awareness of the periosteum, the connective tissue
covering of the bone that interweaves with the muscles and other fascia
throughout the body. Observe any changes in movement from working
with this layer. 3 minutes.

O Move from the whole body, integrating al the bone layers. 5 min.

> Tdk or write about your experience.
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KULL, JAW, AND
HYOID BONE

The skull is the top body weight, balanced effectively on the spine. It
iscomprised of the eight bones of the cranium to hold and protect the
lran and the fourteen bones of the face. The cranium is formed by the
frond, occipital, sphenoid, ethmoid, two temporal, and two parietal
bones (See drawing, page 44) Each cranial bone connects to the next
thraugh fibrous suture joints. These interlocking connections, which look
like rivers viewed from the air, create stability at the bone level. The
utures are woven together both by their bony shape and by fibrous
comnedtive tissue, requiring a minimum of muscle to keep them secure.
Trey ae, however, responsive to change, with subtle shifts in relation to
inngr pressures and exterior blows. They function as effective shock
absrbers for the brain while providing a relatively light and efficient
pratective covering. Tension can cause muscles of the scalp to constrict the
autures, blocking the responsiveness of the skull. Suture massages in
hendson work can relax the muscles and thus alleviate pressure built up
within the skull and alow realignment of the plates in relation to each
ahe. The fadd bones give structure and form to our face and mouth and
ae connection sites for many intricate muscles.

The sphenoid bone is butterfly-shaped and lies in the transverse plane.
It is the only bone which goes horizontally through the skull, making a

Sherd bone

10

Masks

1wasraised in the era of Little Miss
Sunbeam, the Jantzen Smile Girl,
sororities, cheerleaders, and MissAmerica
pageants. | participated in each of these
fromchildhood to high school to college.
The smile was an important asset, useful to
monitor communication and response. The
many tiny muscles of the face created a
mask, with the smile a strange, dull,

reflex when disconnected fromemotional
response, sometimes dazzling as it worked
to hide the same. At one such contest, | was
wearing white gloves and a polka dot dress
and was smiling at thejudges in a small,
close room. | remember thinking,"What am
1 doing here?" And | stopped smiling. | felt
it dissolvefrom the inside out. It was the
first time that my face didn't work.

When | was teaching Primitive and
Ancient Dance History at the University
of Utah, | was invited to give a lecture on
" Shamanism and the Origins of Perform-
ance" at an art museum in the northwest.
Thelecture wasto befollowed by a
performance of Indian and Eskimo folk
tales by myself and two colleagues as part
of amajor exhibition of Northwest Indian
and Eskimo Art. As the audience entered,
we sat in a hall filled with dazzling
artifacts while painting our faces in front
of display cases to match particular masks.
| was copying a sky blue shaman’'s mask,
accented with strong lines of black and
white. As| painted the last stroke across
my cheek, | realized | couldn't speak. At
first, | thought it was an interesting idea,
"How can | transform into a mask and
then give an intellectual talk about
shamanism.” Then it was real. My mouth
was silent. We all went upstairs to the
performance area and got into our
positions. My colleagues waited for me to
stand up and speak. After an uncomfort-
able pause, one of them began the story-
telling. | never moved from my position,
and they gave the performance around me.
At the end, we walked downstairs, and
retrieved our own faces. Dripping with
water, | finally said, "I couldn't talk.”

| hadn't believed that maskswerereal.



. base for the brain and a ceiling for the mouth. The sphenoid bone do

Wewererehearsing aperformancewhich supports the pituitary gland, and is one of the seven bones forming te

used a text, and we wer e taking voice socket for the eye.

Ins One exerciseinvol veq hol (_Jli ng

o é;ﬁé’:&%gﬁgﬁfgi}l’grf‘mﬂ”w The mandible, or jaw, connects to the skull at sockets in the right ad
participaIingagreeanyuntilthéteacher left temporal bones of the skull, slightly anterior to each ear. Tre

came over and put her handsonmy jawto  temporomandibular joint, or TMJ asit is commonly called, is composed of
g:gf;%ﬁg:f;ﬂ;ggﬁgi‘fﬂe the curved "ball" of the mandible, the socket in the temporal bone, ad a
room. It was my first consciousness of disc to cushion movement surrounded by synovial fluid and ajart ]
tension in my jaw. capsule. Many ligaments provide stability and direct the angle of musde !
pull on this much used joint. In a relaxed state, the jaw would hang oo,
pulled by gravity. Keeping your mouth shut necessitates congant
contraction of the masseter muscles, which can be fet by massaging your
jaw and cheeks. The masseter is involved in chewing and is one of te

strongest muscles of the body.

The hyoid bone is a delicate free-floating bone on the front of the neck.
Shaped like a small horseshoe, it is suspended by ligaments from the
skull (from the styloid processes) and stabilized by muscles attaching to
the floor of the tongue and to the mandible. You can fed this bone by
gently touching below and under the chin. Early developmental petterns
and reflexes such as sucking, swallowing and head righting are intimatey
connected with the hyoid bone, due to muscle attachments. Changes in
spinal patterns often involve work with this small but important bone of
the axial skeleton.

Coronal Suture

Lambdoidal Suture

Parietal (2) Sphenoid

Ethmoid (2)

< : Lacrimal (2)
Occipital

Zygomatic (2)
(cheekbone)

Skull with hyoid bone: right lateral
view

Occipital

protuberance Macxilla

Mastoid process :
Mandible

External auditory meatus (jaw)
Styloid process =
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TM]J: Temporomandibular joint

Cranial bones, fucial bones and bone parts




Suturemassage

20 minutes each

In condructive rest, with a diagram of the sutures of the skull beside
you Begn tracing the central suture between the right and left
paietd bones on the top of the head. Press gently but firmly with
the flat of your fingers.

O Travd forward and walk your fingers horizontally across the
sutures of the frontal bone. Massage the area of the bone connections
to fed the small ridges and indentations. Even if you are not speci-
ficdly feding a suture, the touch of the fingers will bring sensory
avareness to the skull, so don't worry about being exactly right.

O Retum and trace around the suture of the occipital bone (the
lambdaidd suture). You may need to lift the skull carefully off
thefloor.

O Trace the curved sutures of the temporal bone around the ears,
wak your fingers carefully out the zygomatic arch, or cheek bone,
and back. Aind the TMJjoint with light touch. Fed gently for the
suture of the sphenoid bone. Lightly trace the rim of the eye socket.
0 When you have mapped the sutures of the skull, gently massage
the scdp. Pull lightly on the hair to stimulate the receptorsin the
hair follides
Asyau rdease your fingers from your partner's head, fed the
change from touching the bones of the skull, to the muscles and skin
of the scalp, to the hair, to fedling just the heat of the head, and
natice when your hands return to neutral and you separate your
enagy from your partner. Place your hands on the floor.

O Have your partner roll on her/his side, keeping the head in
contact with the floor. Sowly come up to seated. Again, Slow
movement reduces dizziness. Wak around the room. Talk with your
partner to compare experiences.

Working alone:

Suture massage can be done on your

own. Look at a diagram of the sutures
beforelying in constructiverest. Feel
your own skull, eyes closed, and trace the
connections between thebonesas
outlined at left. Massage thefull skull.
Roll on your side and come to seated.

&7

D.

Skull showing sutures, from above:
A. Frontal Bone

B. Ldft Parietal Bone

C. Right Parietal Bone

D. Occipital Bone
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Holdingthehead

15 minutes

With a partner: The person "touching" should be seated
comfortably on the floor, balancing the body weights over the pavis
for efficient alignment. The less tension you have in your own body,
the more your proprioceptors are free to fed your partner. (If you
aretight, dl you fed isyou!) Breathe fully. The person being
touched should lie in constructive rest, eyes closed, with the heed
towards the seated person, and the focus on breathing.

O Place your hands very slowly under the neck of your partner.

Lift the skull about two inches dff the floor, holding it securdly in
both hands. The dlower you work, the more relaxation can oocr.

O Beginasmall "yes"' nod. Fed the skull move on thefirs veteora,
the atlas. Fed the skull move the neck.

O Rotate the skull around its vertical axis, turning it dowly ina
"no" action to the left and back to center; to the right and back to
center. Encourage your partner to release the full weight (13-20
pounds!) of the skull by the careful support of your hands.

O If you are being touched, focus on your breathing. Image that
your head is lying on a pillow, or that you are lying on the beechin
the sand. Fed the full weight of your head as it islifted. Let your
partner do the work. Asyour head is rotated, image beansin a
beanbag slowly rolling from side to side, or water in a plastic beg
shifting in its container asit is moved, or that the head is being
rocked by a moveable pillow platform. Let your eyes float in pools
of water in the sockets. Relax the hold on your vision under dosed
eyelids. Give feedback to your partner if something is uncomfort-
able or if you don't fed safe; keep talk to a minimum.

O Continue to slowly circle the skull any direction, feding the shifts
of weight under your hands. You may fed muscle holding, or blood
pulsing, or nerve impulses such as small jerks. Keep the movement
small and dow to fecilitate maximum release. Repeat a small "yes'
nod with your partner; asmall "no." When you are ready, placethe
skull back on the floor so slowly that your partner doesn't perceive
the change between the surface of your hands and the surface of the
floor. Touch the floor with your hands to separate your energy from
your partner.

O Have your partner slowly roll onto her/his side and up to seated.
Quick movements may induce dizziness. Then stand and walk to
find neutral. Tak to each other about your experience. Remember, it
is not about judging good or bad. Speak about what

happened. : —

O Reverse roles . f
and repeat.




Proximal and distal articulation of the
TMJ joints

5minutes

SHal or standing: Place your fingers on the joints between the

skl and the jaw, the temporomandibular joints. These can be found
on eech sde of the skull dlightly in front of the ears.

O Gently open and close your jaw and fed the movement of the
jaints under your fingers. These are delicate connections, so don't
presstoo hard.

O Face your elbows on a table or on the floor. Grasp your chin with
bath hands to stabilize the jaw. Move the skull while the jaw

remans dill. This process will move the head up and back in space,
away from the chin. The sockets of the temporal bones travel, or
excurson, around the stable balls of the jaw bone (mandible).

O S&hilize the skull and move the jaw. Stabilize the jaw and move
the skulll.

O Then place your fingers once again on the joints and move the
skull and the jaw equally around the discs. This equal and opposite
(bdlanced) mation helps to reduce tension in the jaw and neck.

This excercise can be useful for individuals with TMJ syndrome to
hdp center the discs in thejoints.

Skull moves back,
jaw moves down,
both move
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AXIAL SKELETON:
Skull to Spine

I he skull and spine are part of the axia skeleton; this is our ancient
fidh skdeton before weight bearing appendages were added. The axial
skdeon includes the skull, the spine, the "rib cage," and the free-floating
hyad bone. More specificaly, the spine involves a mobile column of
vatdrae saven cervical, twelve thoracic, five lumbar, the five fused sacral
vatdrae and the four fused coccyged vertebrae - our ancient tail. The
"rib cage" involves twelve pairs of mobile ribs, plus the sternum,
manubrium, and xyphoid process. The free-floating hyoid bone is
ugpended on the front of the neck from the skull. Note that the sacrum
and cooyx are part of the axial skeleton, but the pelvic girdle is part of the
gopendicular skeleton, formed when appendages became weight-bearing.

The weight transfer from the skull to the spine is key to postural
dignment. The head weighs between 13-20 pounds in the average adult.
Thsweight is passed to the rest of the spine through the firg vertebra, the
alas It travels down the bodies of the vertebrae, spreads around the
bones of the pelvis through the sacrum, and is transferred to the ground
through the legs and feet. The spine can be seen as an extended pyramid
with the cervicad vertebrae at the top. Each vertebra gradually increases in
gze s0 that the larger lumbar and sacral vertebrae form a stable base to
greed the weight into the pelvis. The weight transfer from the skull to the
gireis crucid for spinal alignment and efficiency of the nervous system.
The spind cord hangs like a tail from the brain, enclosed in the space
mecke by the spiny projections to the side and back of each vertebra. These
ae cdled the transverse processes (lateraly, one on each side) and the
pinous process (the sequential bumps down the back which we fed in
beck rubs). The skull sits on the atlas, transferring its weight anterior to
the cord. Two bony protuberances, cdled condyles, of the occipital bone
fam the "feet" of the skull and connect to the receiving sockets of the
alas Bdance a this junction keeps the transition from brain to cord free
fran pinching or pressure. The foramen magnum, a hole aso formed by
the occipita bone at the base of the skull, allows the cord to pass from the
brain down the spine behind the weight-bearing bodies of the vertebrae.
The spind cord begins at the base of the skull and ends between the first
ad second lumbar vertebrae; spinal taps are taken below this area to
avad the cord. There it branches into nerves forming the "horse's tail,"
and spreads through holes in the sacrum to innervate the legs. Within the
cranium and the vertebrae, the brain and spinal cord are bathed in
cerebrogpind fluid for nourishment and protection.

On Alert

| have a closefriend who isa Vietnam
veteran. He described to me how he often
choseto "walk point" when he was in the
field. Thislead position for afoot soldier
wasa likely placeto bekilled or injured
by a mine or by a surprise attack. He
worried that someone would get killed,
so hepreferred to bein the position
himself. His spine never relaxed in nine
months of active duty. Now he has
severe spasms in his back. His work with
Vet groups and in therapy has begun to
releasethetensionsfromtheexperiences
of war. Yet even a small disturbance can
result in afeeling of being on guard and
arigid spine. The more his capacity for
relaxationincreases, themoreextreme
the spasms. He isfeeling the pain.

A student, whosefather is alcoholic,
suffered daily frommigraine headaches
and severe back strain. Often, while he
was smiling or talking, hisforehead
would be scrunched forward with a
furrowed brow. One day he asked meto
work on his back. As| touched his spine,
he started crying. | couldfeel the
amount of tension stored in his strong
body to keep him upright, to keep him
fromcollapse. Hisfather wasarespected
doctor, but wasalso an alcoholic. He
would treat his son lovingly one
moment, and then would be irrationally
angry a short while later. The student
had learned never to let down hisguard.
If herelaxed and responded to the
warmth, he was that much more
vulnerable to attack. Now, he wanted to
let go; hewastired of holding on.
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The atlas is the only vertebra which can move independently fian te
rest of the spine. The skull can rock forward and backward aound its
horizontal axismakinga'yes" nod. It rocksonits condylesin theino socketsof theatlas, ar
second cervical vertebra, the axis. The axis has a vertical projection cded
the odontoid process, around which the atlas sits, like a finger in a ring
This allows movement in the transverse plane, such as a amdl "nd'
rotation. Fed the "yes' nod to locate the atlas, the "no" nod to locate tre
axis. Movement of the axis and every other vertebra, however, reaitsin
collective action of the spine. Activity of any one vertebra will lever ino
the rest of the column through the transverse processes to ensure sfdy of
the cord. Stress and angles of force should be distributed throughout te
spine. Like a snake, movement of the spine travels collectively ad
rhythmically through the whole structure.

SPINAL CURVES

Our spine is a progression of alternating curves. If we return to ar
diagram of postural alignment, we can draw the spinal curves which
connect the three body weights. There is an anterior curve for the /an
cervical vertebrae forming the neck, a posterior curve for the twelve tharadc
vertebrae forming the back of the rib cage, an anterior curve for the five
lumbar vertebrae known as the lower back, a posterior curve for the
sacrum, and the beginning of an anterior curve for the coccyx, or andat
tail. Each of the anterior curvestouchesthe plumb line. Notice the paring of
spinal curves: cervical and lumbar as anterior curves, thoracic and saord as
posterior curves. A problem in one area is often reflected in the other; for
example, tension in the neck may result in pain in the lower back. Aswe
learn about the spine, draw its curves, see it reflected in images around us
and tell stories about our own relationship to verticality, we can beter
understand the importance of this
iy responsive central axis of our body.

: Curves:
Skull

In postural alignment, bdance of
the spine lives in the mobility of its
Cervical opposing curves. Our god isto have
a responsive spine, not a "gdraght"
spine. The function of the spind
curves is for shock absorption; ay
impact to one portion is absorbed in
Sacral the whole structure, protecting the
cord, brain, and vital organs. The
structure of the spine alows three-
dimensiona mobility so that we can
| bend forward, lean sideways, ad
twist around behind ourselves,
through the three planes of move
; ment. Simultaneously, at the bone
. . level, it offers postural stability
Spinal curves and three body weights m‘%m through the bodies of the vertebrae,
5 Phimb Line and a stable latticework for

Thorax Thoracic

Lumbar

Pelvis




atachment of appendages, muscles, and fascia. It isthis balance of mobility
ad gahility which we seek in our spine.

The top of the plumb line extends the vertical axis towards the sky, to
lightness The bottom of the plumb line reaches to the earth, towards the
pdl of gravity. In postural aignment, centrifugal force and gravity work
as dlies. It is the dialectic between compression and elongation which
enagizes our body and gives span and tone to the tissues. Any change in
ae body part affects the alignment of the whole. Movement of the tissues
dfeds the bones, movement of the bones affects the tissues. Further, if the
goecss between the bones are aligned, the body will be aligned.

Movement is key to balance. The body is never still. Neurological
adivity is asign of life; cessation of neurological activity, a sign of death.
We rdy on nerve reflex arcs in the lower leg for constant contraction,
rdeess and recontraction of muscles to keep us in dynamic balance. As
we know from standing in lines, it takes more energy to hold still than to
move Directives such as "Hold till," "Stand up straight,” or "Suck in
your gut” encourage gripping and tension and restrict our stability and
mobility. 1f you are pushed when you are tight, you might easily be
pushed off your base. If you are pushed when you are relaxed, the
response is one of subtle adaptation.

In effident body use, the weight is transferred to the earth through the
skdeon; the fascia and connective tissue provide basic stability and span
at the joints, muscles are free to move the bones - provide mobility; the
nervous and endocrine systems are unhindered and able to direct,
interpret, respond; the fluids travel to all parts of the body to bring
nutrients, bathe, clean, connect and provide oxygen; and the organs
provide vital functioning with minimum compression and restriction.
Ided postural alignment is dynamic, everchanging, and interactive with
intemna and external stimuli. °

A cheetah strolled across theplainsin the
Masai Mara gamereservein Kenya, ready
for akill. Asshewalked, her presencewas
telegraphed to all of the animalsonthe
horizon by alert spines or flicks of tails.
Her main prey, the gazelles, followed along
with her as she traveled, their muscles
ready torespond. They preferredto keep
their predator in sight, rather than be
surprised by an attack.

The Masai men and women in Africa
probably have the most elegant spinesin
theworld. Many photographersand
writers have tried to capture their vertical
presenceontheland. Walking for miles
acrossthe expanse of plains, or standing
amidst a herd of cattle, their tall, lean
bodiesarestudiesin easeand beauty. Their
houses, in contrast, are low, with tiny
doors and few windows. To goinside, one
has to bend low, and maneuver carefully
through small passageways. Onceinside,
you remain folded towards the ground,
several peopletoaroom, bathed in smoke
and warmth from a small fire. It feels likea
womb: dark, nurturing, enclosed. | was
struck by the balance between compression
and extension. Their bodies show the
confidence which comesfrom knowing
boundary and boundlessness.
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Walking down the spine

20 minutes

Seated, body weights balanced over the pelvis, eyes closed: Fed your
vertical plumb line. Doasmall "yes' nod with your skull to find the
connection between the skull and the atlas. Begin rolling down the
spine vertebra by vertebra. Image you are walking down a ladder,
curving from each vertebra as you step. Use your fingers to touch the
vertebra being moved.

O Touch the base of the skull.Y ou will fed an indentation. Thisis the
atlas which has no spinous process. Rall the head forward from the
skull and atlas. Breathe deeply, keeping awareness on your fingers.
O Wik your fingers down to the second cervical vertebra, the firg
"bump" on the neck. Rall the head forward from the axis, the sacond
cervica vertebra. Breathe deeply, feding the movement under your
fingers. Continue down the pointed protuberance of each of the 7 ca-
vica vertebrae of the neck. If you are unclear, approximate and keep
going; you are gtill bringing sensory awareness to the area.

O Touch thefirst thoracic vertebra. Either the seventh cervical or the
fird thoracic vertebra are generally the largest vertebra at the base of
the neck. Curve the spine forward from this vertebra; breathe.

O Reease your hand if it is too difficult to reach your arm around
your back. Continue to imagine the touch and locate the second
thoracic vertebra; release the spine forward from this place. Bregthe.
Continue down the 12 vertebrae of therib cage, oneat atime.

O Using your fingers, as your head and ribs are curved forward, fed
for the bottom rib and walk your fingers towards the spine. The
vertebra which attaches to the bottom ribsis the twelfth thoracic
vertebra. Many important muscle attachments occur at this vertebra
Breathe into your fingers.

O Continue moving your fingers to the first lumbar vertebra, beow
therib cage. The spinous processes of the lumbar vertebrae are
dightly larger and flatter. Hang forward from the first lumbar
vertebra and breathe.

O Wadk down the five lumbar vertebrae, one at atime, allowing the
spine to curve forward from each one.

O Now you have arrived at the sacrum, the five fused vertebrae
which form the keystone of the pelvis. Place your handsin the center
of the pelvis and fed this triangle of bones asyou breathe. Use your
fingers to touch the coccyx, the base of the spine, your ancient tail.
Your spineis curved fully forward from your tail to your skull, like
the ancient symbol of the snake eating its tail. Fed the curve.

O Return the coccyx and sacrum to plumb line. Fed the weight drop
down to come up. Begin counting up the vertebrae, moving each
back towards plumb line as you walk up the spine: 5th lumbar,

4th lumbar, 3rd lumbar, 2nd lumbar, 1<t lumbar, 12th thoracic,

11th thoracic, 10th thoracic, 9th thoracic, etc. up the seven cervica
vertebrae and then bring the skull back to plumb line. Tap the top of
the skull and image the cone head extending the vertical axis.



Rolling down the spine

5minutes

0 Standing: Begin with the "yes' nod and then let the skull fdll
faward to initiate the curve. When you are upside down, relax the
neck and spine into gravity. Hang from your tail and bend the knees
digntly for support. Bring the tail down to roll up, returning to
veticd plumb line. This counterbalance between pelvis and head is
like a bobbing duck, alternating head and tail, or like a counter-
wdght at awell pulled down to bring the bucket up, released to
drop the bucket down.

O Repeat the babbing action, aternating the head falling, the tail
fdling. Go dowly enough to fed the articulation of each vertebra.
Remeamber, movement of the spine is collective action: even though
we are articulating each vertebraindividually, they each dfect the
next. We seek equal movement from each vertebra so thereisno
dressin any onearea.

Walking down the spine: with apartner
20 minutes

Thisexercise is very effective because of the increased sensory
dimulation through touch. Begin with one partner seated on the floor
behind the other. The personin front has eyes closed, and is seated on
plumb line. The person doing the touching is also seated efficiently
for weight transfer. Keep a secure base of support asyou touch
someone ese. Image the place being touched in your body.

O Race your hands on each side of your partner's head, thumbs at
the base of the skull. Keep your fingers together so your little finger
does not go near the eye. Lift the skull dightly on the vertical axis.

O Face your finger at the base of the skull, in the indentation, and
ak your partner to release the head forward from the firgt cervica
vertebra. Be touch specific, so that you draw the focus where you
wart it. (Avoid generalized rubbing, or random movement of the
ather hand.) Continue walking down the spine as described in
"Waking down the spine," touching the bony protuberance of each
vertebra Don't worry if you can't fed it clearly. The vertebrae are
approximately an inch apart. Continue to walk down the spine and
look for the major landmarks: The large vertebra at the base of the
neck which is the firgt thoracic vertebra, the vertebra attached at the
bottom of the ribs which is the twelfth thoracic vertebra, and the
junction of the spine to the sacrum, which is between the fifth lumbar
and the sacrum.

O At the sacrum, place your hand, fingers down on the triangle of
the sacrum. Encourage your partner to breathe into this area. Then,
"itsy, bitsy spider" your fingers back up the spine, saying the name of
each vertebra as you touch, beginning with the fifth lumbar. Give
your partner time to bring each vertebra back towards plumb line
before moving on. When you reach the skull, again place the hands
caefully on the sides of the head and give a gentle lift. Tgp the top

of the skull and ask your partner to open her/his eyes. Change
partners. Stand and do the "Rolling down the spine" exercise
described above.
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Rockingthespine

5minutes

Lying on the floor on your back, legs extended: Begin gently rocking
your heels on the floor.

O Reax your spine, and allow the movement to travel up your legs
and sequentially articulate the vertebrae up through your skull.

O Do this movement easily, like moving in arocking chair, until the
body tissues relax around your bones.

Three-dimensional spinal patterns
10 minutes

Standing, legs comfortably apart: Begin to swing your pelvis forward
and back between your legs. Think of swinging it from your tail.

O Allow the movement of the pelvis to become smaller and undulate
your spine from the tail to your head. Keep your knees bent.

O Repeat until this movement becomes very small and rhythmic. This
is the movement a whale makes as it propelsitsdf through water;
imagineits head on the top of your skull and a flat tail below.

O Swing the pelvis sideto side. Initiating with the tail (sacrum and
coccyx and imaginary tail), establish a small lateral undulation through
the spine with this side to side motion. Thisis the movement atrout
makes when it swims through water; imagine its head on the top of
your head and a vertical tail below.

O Begin rotating the pelvis, spiraling the spine around the vertical axis
Fed therotation travel up the spine; image a flag wrapping around a
flag pole; reverse directions. Notice that the pelvis gives an equa and
opposite force for the rotation of the spine and head. Thisisthe
movement an otter does to roll over in the water. Rotate smaller and
faster; fed the subtle, sequential spiralings around the spine like sripes
on a barber shop pole.

Caringfor your spine;

* Learn the structure of your spine, visualizeit clearly. (pp. 49,55)
Distribute weight equally through the bodies of the vertebrae, (p. 35)

* Check skull, rib, pelvisalignment, (p. 15) Know that the spine houses
and protects the spinal cord. Relate pain or easein the spineto
alignment of the whole body.

» Develop equd and opposite stretch and strength in muscles.
(Example, if you repeatedly bend forward, relax by stretching the spine
in the opposite direction. Do not force!) Massage the back, hip and
thigh muscles to reduce pull onjoints. Use sit-backs to identify musdle
sequencing for postural support, (p. 89)

» Wak with arelaxed swing of arms and legs (30 minutes daily) to
pump fluids and stimulate three-dimensional mobility. Fed your
breathing spot as you move, stand or sit. (p. 21)

* Identify movement or thought patterns that encourage holding in the
spine/rel axation of the spine, (p. 121) Relax with constructive rest
before deeping, (p. 13)



THORAX:
The Vertebrae and Ribs

1 he spine consists of seven cervical, twelve thoracic, five lumbar, five
fusd sacrad and four fused coccygeal vertebrae. The atlas and the axis are
the connection from spine to skull - the first two cervical vertebrae, and
the coooyx is the ancient tail. There is a cartilaginous fluid-filled disc
bewem the bodies of each of the cervical, thoracic and lumbar vertebrae.
Tre function of the discs is to cushion the spine.

12

Exposure

On ateaching sabbatical | decided | would
be rolfed. | was using the text Rolfing,
The Integration of Human Structure
in my Anatomy course, and | was in
Boulder, Colorado for the summer, home of
the Rolf Institute. | needed help with my
ribs. In every video or photograph of my
dancing, my ribs were extended forward.

| couldn't feel this alignment, but it was
visible. Even with extensive efforts in
dancetechnique classes and bodywork,

| was unable to change the pattern. In

the Rolfing sessions, we progressed
systematically through the whole body
working with thefascia. On the day which
focused on the ribs, my Rolfer began to
press on thearea around the sternum. |
am very used to touch and was surprised
how deeply she was working. But | gave
no response. Finally, | moved my body a
bit and she released her pressure. Aswe
talked, she said,"l was trying to get you to
reflex into protecting yourself. Most
peoplewould haveresponded long before
you did. What does it take before you say
no?" | trusted her, and knew this work
was particular to me, not part of the
Rolfing training. So | listened to her
question with attentive silence. What did
she mean? Would |, in fact, let someone
hurt me before saying stop?

Costume design: Kristen Kagan
Choreography: Peter Schmitz for
dancer Susan Prins
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One of many beaded neckplates worn
by Masai women in Kenya, East Africa
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A vertebraconsistsof abody, aspinousprocess, two trans/erse processes, and afors
spinous process, as it would interfere with backwards movement of te
skull inthe "yes" nod.

A simplified drawing of a lumbar vertebra from above would lod like

—— Spinous process

Transverse process \

_— Transverse process

Foramen (hole)

Body

A simplified drawing of a thoracic vertebra and its rib atachment sn
from above would look like:

Thoracic vertebra

Rib

Thoracic
cavity

Cartilage Sternum

A right lateral view of cervical vertebrae and discs would look like

Spinous process —__ Discs




Cdledivdy, the bodies of the vertebrae and their discs transfer the
wadt of the skull to the pelvis. Note how far they extend into the body
aity. They ds0 serve as attachment sites for the primary prevertebral
posurd musdles (longus capitus, longus colli, iliopsoas and the cms of the
dgaragm). The thoracic vertebral bodies are simultaneously the front of
the goine and the back of the cavity for the heart and lungs. The spinous
procsss protects the cord from behind. It forms the surface of the spine
whdh touches the floor in constructive rest and is the attachment site for
may musdes. The transverse processes reach laterally, and protect the
axd fram eech side. They create passageways for the spinal nerves to pass
fiom the cord to the periphery. They aso provide attachment sites for the
podaior muscles of the spine (erector spinae group). The foramen, the
hde far the spind cord, is created by the transverse and spinous processes
ad is poderior to the weight transfer through the sturdy bodies of the
vatdrae Thus postural support -weight transfer- is anterior to the cord.

The vertebral column is supported by four layers of longitudinal
ligaments which integrate the length and depth of the spine. From the
frat of the spine (inside the body cavity) to the back there is: the anterior
longitudind ligament along the front of the bodies of the vertebrae, the
podaior longitudinal ligament on the posterior surface of the bodies of
the vartdorae within the vertebral canal (the hole for the spinal cord), the
ligementum flavum on the posterior surface of the vertebral canal, and the
gra goinee ligament which connects the posterior surface of the spine,
dag the spinous processes. Thus, there are four layers of depth for spinal
integration. Any curve of the spine should utilize al four layers of support
to pratect the important spinal cord and nerves. Vertebra alignment, with
wegt pasing anterior to the cord, is key to efficient functioning of the
Sird nerves.

The thorax, or rib cage, assists in breathing and protects the lungs and
heat. A highly mobile structure, the thorax consists of twelve ribs on each
Sce atteched to the vertebrae in the back and the sternum in the front at
movesde joints. Seven "true” ribs attach through individual cartilages at
the manubrium and sternum on the front surface of the body. Of the five
"fdse" ribs, three attach to the sternum by connecting to the costal
catilage of the seventh rib. The bottom two are considered floating ribs
because they have no attachment but end, instead, in the abdominal wall.
Eath rib forms a hinge joint with the spine by connecting with the body
ad transverse process of one vertebra, and the body of the vertebra
aove Thus the rib can lever into the spinal column for rotation, aswell as
hae up and down mobility in breathing. The floor of the thorax is the
musular thoracic diaphragm which attaches around the bottom of the
lone 9x ribs, and to the twelfth thoracic vertebra. «
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Drawing the vertebrae
and ribs

> Draw: a smplified lumbar
vertebra seen from above. Labe
the spinous process, transverse
processes, body, hole for spina
cord and the view being shown.
Make an X where the weight
passes through the vertebra. Be
sure the hole is posterior to the
body, between the spinous and
transverse processes.

> Draw: a smplified diagram of
the vertebra and its rib attach-
ments from above. Show how the
rib connects to the body of the
vertebra and the transverse
processes of the spine, as well as
with the sternum in front. Note
that each rib actually has three
joint articulations with the verte-
bra: with the body and transverse
process of one thoracic vertebra,
and also with the body of the
vertebra above (not visiblein
overhead drawing). Thus therib
"steers' the vertebrae.
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| magethebody of avertebra asthe seat
of amotorcycle

The transverse processes and ribs are the handlebars. You st on the
body and steer with the handles. Imagine this in your own body -
yau st indde the rib cage facing your spine. Place the weight on the
bodies and your hands on the ribs. Steer the body from inside.

Feel theweight transfer down thebodies
of thevertebrae

15 minutes

Sanding: Find your vertical alignment. Let the weight of the plumb
line fdl to the posterior surface of the vertebrae - the transverse and
goinous processes. You are "standing in your cord."

O Move the plumb forward dightly to transfer the weight to the
bodies of the vertebrae. Fed the difference. Try this severd times to
become familiar with relating the plumb line to the bodies of the
vertebrae. Note the sensation of transferring the weight through the
bodies, leaving the cord free to hang like a tail from the brain to the
lumber spine and out the peripheral nerves to the legs.

O Standing: Move the body from your ribs, move the ribs by
"geering” the spinal column.

Tracingtheribs, working alone
15minutes

Lying in constructive rest: Place your hands on the bottom of your
ribs Fed them move as you breathe. Locate the ends of your two
floating ribson each side.

O Udng the flat of your thumbs, continue to trace the space
between each of your next ten pairs of ribs. Start at the side of the
body and massage forward to their attachment at the sternum.

O Wak your finger back to the side and fed the diagonal on the
back surface as the ribs angle towards the vertebrae. You may fed
oreness in the spaces between the ribs; encourage even and equal
gpace between the bones. Be gentle but firm in your touch to avoid
"ticklish" sensations.

O When you are finished, place your palms on your sternum.
Image the depth of your ribcage. Roll on your side. Fed the effects
of gravity in this position. Gently rock your ribs. Be aware of the
movement of the bones; be aware of the movement of the organs
ingde the bones.

O Rdll over to your belly. Fed the ribs move in this position.
Continue rolling to stimulate the proprioceptors. Rall fedling the
bone; rall feding the lungs and heart.

O Bring yourself to seated. Breathe.

O Standing: Turn your body feeling your vertebrae. Feeling your
ribs. Fedling your organs.
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Tracing theribs, with a partner
20 minuteseach partner

The person being touched: Lying comfortably, belly on the ground,
arms extended side or supporting head.

The person touching: Sitting by their partner's left side.

O Begin "walking down the spine," touching the indentation far the
atlas, and the spinous processes of the other six cervica vertebrae.
Find the first thoracic vertebra (T 1), which is usually dightly larger
than the cervical. Locate thefirgt rib on each side: they originate on
the transverse processes of T 1 and make a necklace-like dirdeto
insert below the clavicle on the front surface of the body.

O Trece the fird ribs from the vertebra to the front surface if
possible. Return your handsto T 2.

O Now, trace the space between the first and second rib on the It
side of your partner (the side closest to you). Press firmly, but use the
flat of your fingers to avoid sharp touch; you can only follow the
second rib a short distance before it disappears under musculature
(remember, the ribs create smaller circles at the top and get progres-
sively wider in circumference as they descend).

O Continue down the twelve thoracic vertebrae: Find the spinous
process, then the transverse process (the "gutter" along the side of
the spine), then the rib. Trace the space between the ribs to simulate
the maximum sensory awareness.

O Whenyou getto T 7, have your partner roll on his/her side,
exposing the ribs you are touching. Continue down the spine, tracing
the ribs all the way around when possible to their attachment on the
sternum. Fedl how the ribs make a strong, downward diagona on the
back surface, then curve up to meet the sternum on the front. Hnd
thefloatingribsat T 11 and T 12.

O When you are finished, place one pam on the sternum, one pam
on the center of the back. This hel ps your partner to fed the depth of
the ribs. Then, gently rock the rib cage between your hands. Move
dowly. Move the bones. Then move imagining the lungs and the
heart; the container and the contents.

O Have your partner push into his/her hands and arms to come to
seated.

O Stand and walk around.

O Repeat on the other side.

Tracing the ribs is particularly useful for anyone who has problems
with breathing. It helps to bring awareness to the thorax and
relaxation to the muscles involved.



BREATHING

Breathing is essential to human life. The heart and lungs are
aurounded by moveable ribs which articulate with the sternum in front
ad the bodies and transverse processes of each of the thoracic vertebrae
in back. The sternum, or "blade," protects the heart from impact. The
movede ribs encompass the lungs and assist in the breathing process.
Tre container is responsive to the contents, the contents are affected by the
contana. Two layers of intercostal muscles interweave between each rib,
ad fadlitate breathing by lifting the lower ribs to expand the volume
indde the thoracic cavity for the inhale, and drawing the ribs together to

5

Sigh

As a baby, | would hold my breath, turn
blue and faint. This occuredfrom six
months to two years of age, and once - as
thefamily story goes - necessitated a shot
of adrenalin in the heart to induce revival.

Midway through my first college faculty
position, | devel oped a condition wherel
couldn't breathe. | would go to a movie, see
an emotional image, and not beable to
catch my breath. | was given mild muscle
relaxants and told to rest.

Collage: Rosalyn Driscoll
"Pilgrimage"
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Teaching and performing on my own, |
attended classesby Bonnie Bainbridge
Cohen. | remember hearing how breathing
isan exchange, bringing the external
environment into the internal environment,
and letting go of the internal to the
external. Thereisapoint in the breathing
process whereyou have to give up control.
Itisthe point of release that allows
exhalation. It involves trust that

the next breath will come.

&

| attended a Vipassana meditation retreat.
It was a ten-day session in silence; for the
first three days, we focused on our breath
asa vehicle for observing our minds.
Somewherein those days, | felt a tiny
flutter deep in my torso. | could observe
the diaphragm ascending and descending
without interrupting, without panic,
allowing it to breathe me.

Organs of respiration: anterior view,
head rotated
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reduce the volume on the exhale. Holding in the intercostal musded
resultsin rigidity of the rib cage and a lack of mobility and regponsveness
to inner and outer change. These muscles are responsible for only ten per
cent of the action of breathing, however. The diaphragm is the pimay
initiator of breath.

The diaphragm is a dome-shaped tendinous sheath which arcs up
into the thorax like a giant mushroom cap. It is made of both contradile
muscular fibers and resistant, tendinous connective tissue so that it is lah
responsive to stretch and firm in its shape. The diaphragm ataches
around the bottom circumference of the lower six ribs, connecting sing
ribs, and xyphoid process of the sternum through the transverse plane of
the body with an airtight seal. The crus muscle is an outgrowth of te
diaphragm and attaches in two portions to the right and left anterior
surfaces of the bodies of each of the lumbar vertebrae. The two crura, like
the stem of the mushroom, connect the breathing down the spinal adunmn,
integrating upper and lower portions of the axial skeleton. The digphragm
is the floor for the lungs and heart, and the ceiling for the liver, domech,
and spleen.

When a muscle contracts, it shortens towards its stable end. As the
diaphragm and crus muscles contract, the moveable diaphragm is puled
towards the stable muscle attachments on the lumbar spine. Thus, as the
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dadragm descends towards the pelvis (and the ribs fan open laterally
de to the contraction of the intercostal muscles), the space is enlarged
@By adecrease in air pressure in the thoracic cavity. Air rushes in to fill
the vacuum, expanding the lungs and balancing the interior-exterior
presare resulting in the "in breath.” When the diaphragm and crus
m.edes rdease, the diaphragm returns to its dome-shaped position and
eqesthe ar, causing an "out breath." This constant exchange of interior
ad edtaior gpace happens reflexively without our attention; it can also be
deaved and afected by conscious awareness.

Asar enters the body through the nose and mouth, it passes through
the trachea down the front of the neck, bifurcates into two primary
bradh behind the manubrium of the sternum, which branch again into
Iacer bronchi, one for each of the five lobes of the lungs. The bronchi
dvice into bronchioles and again into alveoli, decreasing in size and
inreedng the amount of surface for exchange with blood vessels. The
repratory bronchiole, alveolar duct and sac, and alveoli constitute a
resardory unit. The oxygen from the lungs is absorbed into the blood
vesds and carbon dioxide is released into the lungs. Threefifths of the
lug vdume is blood and blood vessels in route to the heart; there the
ayg is pumped throughout the body.* Cellular breathing is the
absaption of this oxygen and removal of waste products in every cell.

The heart is massaged by the movement of the lungs and diaphragm.
Tre thoradc cavity is filled by three lobes of the lungs on the right and
o on the Ieft, with the heart nestled into the center and dightly left to
bdane the symmetry. Holding in any part of the thoracic cavity affects
the flov of blood and oxygen in the body. Any training technique or
fadion which encourages rigidity or sgueezing of the abdomen, ribs, or
wad, and redtricts full breathing is antithetical to a healthy body.

* Fa futher information on the process of breathing, see Elson and Kapit's, The
Anatomy Coloring Book.

&

In Vermont, | observed Caryn McHose
teaching a class. She had the participants
placetheir handson their lower backs,
curved in the fetal position, to feel the
movement of the muscles under their hands
asthey breathed. Shecalleditthe
"breathing spot" and said that thewhole
spine should move when we breathe - all
theway to the coccyx. | saw it in her body.
One morning | woke up feeling my spine
moving. It was undulating gently with my
breathing, likea river inside me.

<

| began to sing. Your ribs don't move, my
teacher observed and placed her handson
my sternum. Do you think of your ribsas a
cage? Instead, think of them as bellows,
gills, fanning out as you breathe.

o
I lay till, for hours each day, listening.

Each cell breathes, | amtold. | cough.
Somewher e deep inside the breath knows.
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Breathing with thefive lobes of the lungs
20 minutes

With a partner or alone:

Lying on your belly or in constructive rest:

O Place one hand on the top right portion of the ribs; fed the bones
then fed under the bones to the movement of the top right lobe of
the lung. Breathe into the warmth of the hand. Focus al your
awareness on this part of the body. (You will still be using other
lobes to breathe.)

O Move your hand to the middle of the ribs on the right side of the
body. Breathe into the warmth of the hand. Focus al your avareness
on this middle lobe on the right side.

O When you are ready, move your hand to the bottom right sde of
the ribs. Breathe into the bottom right lobe of the lungs.

O Change to the I¢&ft side of the body; there are two lobes only due
to the placement of the heart dightly to the Ieft of center.

O Place your hand on the area of the top, left lobe of the lung;
remember that the ribs fan diagonally from the top. Breathe into
thislobe.

O Move your hand to the bottom Iobe on the left side. Breathe three-
dimensionally into this lobe.

O When you are finished, place your hand on the heart, dightly left
of the sternum. Breathe into al five lobes and fed them massage the
heart area

O Bring your hands to the bottom of the rib cage, and trace where
the diaphragm attaches, from the xyphoid process of the sternum
around to the back to the twelfth thoracic vertebra.

O Rall onto one side.

If partnering, place one hand on the sternum and one on the back of
the heart, palms flat to the body, seated close to your partner.
Gently rock the ribs forward and back. Rock from the bones; then
rock from the contents - the lungs and the heart.

Working alone, lying on the floor: begin to roll the body on the
floor, eyes still closed. Initiate with the skeleton and fed the ribs as
you roll. Initiate with the organs, and fed the lungs and heart as you
roll. Notice how the movement is different.



SHOULDER GIRDLE

The shoulder girdle helps us reach, hold, and push away. Itis a series
of bones wrapped around but separate from our rib cage. The clavicle, at
its joint with the manubrium, begins the wrapping. The clavicle is an S
aurved bone which extends laterally and meets the acromion process of
the scapula at about the place a strap crosses your shoulder, the
acromiodavicular joint. The acromion process curves around to the back
auface of the body, like an epaulet on a uniform. There the acromion
becomes the spine of the scapula and travels towards the vertebrae,
harizontd to the earth. The vertical edge parallel to your spine is called
the medial border, the bottom-most tip is the inferior angle, and diagonal
up to your armpit is called the lateral border. Collectively they form the
familiar wing-like triangle of the scapula on your back; the whole scapula
dides fredy over the ribs. The lateral border continues to the side of the
body and helps form the glenoid fossa or shoulder socket, underneath the
curving acromion, like a cave under a diff. The arm attaches to the
shoulder girdle at the glenoid fossa and includes the humerus (upper
am), the radius and ulna (forearm), the eight carpal bones of the wrist,
ad the five metacarpals and fourteen phalanges of the hand. These

Process

Yearsago, | wasoverlookedfor arolein
a dance because| did not have
classically curved arms. Thisdecision
motivated my visit to a bodyworker to
begin addressing the tension in my
shoulder girdle. After a one-hour
session of gentle manipulation and
repatterning, | left relaxed and
seemingly unaffected. The next day my
arm was very sore. As that subsided,
my neck went into a spasm which
lasted a week. When that passed, my
left armbegan to ache. | begantorealize
that the work was travelling through
my body. For several months, my left
leg would go numb whenever | was
tense. Sometimes when | was per-
forming, | wouldn't be able to feel my
foot touch the floor. Eventually, this too
left and the processwas complete; it had
moved through the skeleton and reached
the ground.

Sculpture: Gordon Thorne
" Air"
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peripheral bones provide a levering system into
the center of the body for force and for shock
absorption. Two portions of the scapula extend
from the back to the front surface of the body:
the acromion, and the bony coracoid process
which protrudes forward, under the acromion,
for muscle attachments. If all of the bones
involved in the shoulder girdle were extended
laterally, we wouldn't be able to walk through a
Shoulder girdle: posterior view door! The main problem with the front to back wrapping is that we dften

of left arm forget to involve the scapulain the action, connecting the humerus ingead
directly to the clavicle and slightly dislocating the shoulder, causing
various discomforts. The humerus should articulate evenly with the entire
surface of the cup of theglenoid fossa. The only joint connecting the shoul der
girdle to the axial skeleton is between the clavicle and the manubrium (see page
40). This is a fluid-filled, synovial joint, and allows free movement of the
shoulder girdle separate from the ribs. The shoulder girdle along with the
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pelvis and legs developed as weight bearing structures after our evolution
to land and constitute the appendicular skeleton.

If we trace the levering from the fingers through the shoulder girdle
and the skeleton when catching a ball, we see that the impact goes into the
wrists, around and through the radius and ulna to the elbow, up the
humerus, into the glenoid fossa (not the clavicle) which takes the force to
the back of the body into the scapula, down to the inferior angle and
around the medial border, the spine and the acromion, then into the
clavicle on the front surface (through the acromioclavicular joint), and into
the axial skeleton at the manubrium. It then travels down the sternum, out
and around each of the attaching ribs, and into the transverse processes,

66 bodies and discs of the vertebrae. There it travels down the front of the



spine and spreads
into the pelvis, which
generaly provides
equa and opposite
rotationd force if the
bdl is caught in a
soird. The force tra-
ves down through
the legs to the feet
and into the earth.
Holding in any of the
joints causes stress.
Theided is even and
equd distribution of
weight or force at
eech joint. For ex- -
ample, shoulder injuries for racquetball or tennis players can be caused by
locking the elbow before impact, thus sending all the force to the next
avalable joint, the shoulder. Stability of muscles at ajoint is necessary, but
skipping a joint can cause stress. Efficient use of the arm involves clear
levering from the periphery to the back of the body (scapula) to the front
of the body (clavicle, manubrium, sternum) to the center of the body
(through the ribs to the bodies of the vertebrae) to the earth.

The nerves for the arms and hands pass between the cervical
vertebrae in their journey from the spinal cord to the periphery. Tension in
the neck can cause pain or numbness in the arm and hand; balance of the
neck on the spine can reduce arm stress. When working with the shoulder
girdle, check postural alignment of the three body weights over the base
of support. Integrated alignment of the axia skeleton: the skull, spine, ribs
and hyoid bone, is the foundation for efficiency of movement in the
appendicular skeleton: the shoulder and pelvic girdles.

Movement can draw us towards center, towards our axial skeleton; or
into space, through our appendicular skeleton. Proximal initiation is
movement initiated by bones or joints closest to the center of the body. It
will bring your movement towards your center. Distal initiation is
movement initiated by the bones furthest from center and will take you
into space. For example, if you initiate a movement from your shoulder,
your movement stays close to the body; if you initiate from your hand, the
movement takes you into space. Try crawling on your hands and knees:
reech with your shoulder as you crawl; reach with your hand. Both are
useful, but they have different results. o

Scapula: pogterior view
Acromion process
Soineof scapula
Supraspinous fosa
Infragpinous fosa
Medid border

Inferior angle

Laterd border

Glenoid fossa
Coraooid process
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Shoulder circles
20 minutes

Lying on one side, legs bent dlightly for support, arm under body
resting comfortably supporting the head like a pillow or relaxed:
O Leading with the fingers, draw the top arm up towards the
ceiling, perpendicular to the body. Close eyesto increase
proprioceptive awareness; fed the humerus drop into the scapula
for a base of support for the arm.

O Begin drawing tiny circles on the ceiling with fingers.

O Gradually allow the circles to enlarge, moving very sowly.
Imagine using little or no muscle. Thiswill stimulate work with the
deep muscles (intrinsic) rather than the superficial muscles
(extrinsic).

O When the circles become comfortably large, dowly reverse the
direction.

O Gradually draw smaller and smaller circles on the ceiling with
your finger tips.

O Inscribe the smallest circle possible on the ceiling, feding the
vertical axis.

O When finished, relax fingers towards gravity; relax the wrist;
relax the elbow; carefully relax the shoulder and place the palm of
the hand on the floor in front of your ribs.

O Press finger tips and palm into floor and connect into the scapula
to push yourself up to seated position.

O Stand, fed both arms. Do other side.

Tracingtheshoulder girdle

10 minutes

With apartner or alone:

Lying in constructive rest: Place your fingers on the joint between
the clavicle and the manubrium and fed its shape.

O Wadk your fingers out along the clavicle, fingers on top of the
bone and thumb below it to fed its width. You will find the
acromioclavicular joint approximately where the strap of a shirt
would cross your shoulder.

O Continue on around the acromion (like an epaul ette on a military
uniform) as far as you can on the back surface of the body where it
becomes the spine of the scapula.

O Return along the bone to the front of the acromion. Like jumping
df a diff, keep your fingers on the acromion and let your thumb
jump off and find the head of the humerus (the top of the arm). It is
often protruding quite close to and in front of the clavicle. See if you
can fed any space between the two bones and trace the top of the
humerus.



Partner work: stimulatingtheshoulder girdle*

15 minuteseach arm

O Continue on with the previous work by lifting your partner's
dbow with one hand while keeping the other on the head of the
humerus and the acromion.

O Supporting adightly bent elbow, slowly begin circling the head of
the humerus in the glenoid fossa— the shoulder joint. Fed the
connection between the elbow and the head of the humerus as a line
leeding into the socket of the scapula. This may take sometime.
Continue to move dowly. If you fed muscle resistance, movein a
dfferat direction. It is not useful to push through muscle tension, it
will only generate more tension. The goal is to move the bone
undernesth the muscles, alowing them to relax so that you can
dimulate thejoint surface evenly. You may also fed small jerks as
navesrelease; thisis actually agood sign of relaxation.

0 When you fed ready, bring the elbow up towards the head. You
mey need to move so that you are sitting on a diagonal facing the
bdly. Gently lever (push, compress) the humerusinto thejoint and
watch the movement travel through the bones all the way into the
center of the body. This isjoint stimulation through compression.

0 Then reverse your work and elongate the arm dightly away from
the socket for stimulation through elongation. Your partner can give
yau feedback; there should be no pain.

O Reurn the arm to the side of the body; complete your work with
afav dow circles and place the arm carefully on the ribs. Moveto
the other side of the body and draw the hand across the torso,

asking your partner to roll on her/his side as you do so.

0 Press the fingers and palm into the floor and ask your partner to
press into the hand to come to seated. Take time to reorient to eyes
open; stland and fed both arms. Repeat on the other side.

0 When you finish, have your partner walk briskly, easily swinging
bath ams in a natural walking pattern. Move faster than you can
think, approximately two steps per second, so you are integrating
the work into norma movement patterns.

Carpals
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* Thisexercise is based on Touch and Repatterning techniques of Bonnie
Bainbridge Cohen and The School for Body-Mind Centering.

Notes:

If you repeat this excercise, you can also
locatethe coracoid process, the protuber -
ance of the scapula which reachesforward
to thefront surface of the body for muscle
attachments. It isa small knob located
below the claviclein theindentation where
a thin strap would cross your shoulder.

If working with someone who has an
injury or sensitivity in the shoulder joint,
begin with thewell arm. You become
clearer in your touch, and the nervous
system will transfer the information to the
other side, facilitating your work.

Always do both sides. Find a way to bring
your partner into normal activity to
stimulate the protective neuromuscular
responses necessary in daily life. Suggest to
your partner that he/she avoid heavy

lifting or strenuous exercise directly after
this work; thejoints are open and injury to
ligaments can occur with outside weight or
force.

Shoulder girdle" unwrapped" from
axial skeleton
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Moving the hand from the scapula

If you are with a partner, place your right hand on their right
scapula. The little finger relates to the inferior angle. The fourth
finger to the lateral border. The third finger to the joint/glenoid
fossa. The pointer finger to the spine of the scapula. The thumb to
the coracoid process.

O Have your partner swing their hand and fed, encourage, the
movement of the scapula. Go through each finger and its cor-
responding area of the scapula with one full pendular swing for each
finger. You may find that the swing initiated from the little finger
travels on adiagona path, whereas the thumb initiates an up-and-
over curve. Fed the connection between the support of the scapula
on your back surface with the movement of the hand in space.

O Release your hand from your partner's back and try this exercise
yourself: leading with each finger, swinging the hand, and feding
the movement of the scapula.

O Shake hands with someone, reach with the scapula. Reach
without using the scapula to fed the contrast of support.

O Hug someone or yoursdlf; fed the reach with the whole shoulder
girdle. Hug holding thejoints to fed the contrast.

O Push against awall or a partner with both hands; fed the
levering travel al the way down to your fet.

O In constructive rest,
visualize that your arms
are hoses and water is
flowing from your chest
through your arms and
draining out your
fingers into the earth.
Image that the water
flows through the neck
and into the skull, out
the top of the head and
down the torso and out
the pelvis and fest.
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FOREARM, WRIST, AND
HAND

The study of the forearm and hand returns us to our evolutionary
forebearers. In the transition from sea to land, fins became weight bearing
appendages (as in the salamander) and gradually folded towards the
midline, lifting the belly off the earth to reduce friction in locomotion.
Rotation of body parts prepared the body for efficient forward pro-
pulsion, lining up head, hands, feet in the direction of motion. Thus, in
many of our four-footed ancestors, the two bones of the forearm crossed
over, flipping the palms down and the fingers forward. (Our familiar
friends, the cat and dog, have paws that push effectively against the earth
to propd the body forward. A horse, even higher up on its digits, walks
on its finger tips and toes, adding propulsion and speed but losing agility
and spring. The gorilla kept the backs of the hands down and walks on its
knuckles.) This rotation, as we have aready noted, allowed the body to lift
df of the ground: the vulnerable belly surface, once safely in contact with
the earth, became exposed. When we rotate our palms down for crawling,
we can observe the crossing of the forearm bones, and the past distinction
between back and belly surface.

Our hands evolved from paws, changing their function from weight-
bearing and propulsion to articulation and manipulation. As we began

Control

For ten years| haveworked in a process
called Authentic Movement introduced to
me by Movement Therapist, Janet Adler.
In thiswork, thereisawitnessand a
mover. Themover closesher/hiseyesand
waits for movement impulses in the body -
the process of being moved. The witness
holds the consciousness and observes.

After a period of time, the witness calls the
movement session to a close, and thereis
verbal exchange about what occurred.*

&

For weeks, | would lie on the studio floor
and find myself reaching with my right
arm, wiping it horizontally in front of my
body. | recognized this movement asa
gesture | had incorporated in many of my
dances, combining it with turns or leaps,
or bringing it to the floor. But | was
surprised it was so determined to appear in
my Authentic Movement sessions. (Later
Janet said, thereis no need to "remember"
movement from one session to the next. If a
gesture wants to be recognized, it will
return again and again until it is brought
to consciousness.) One day when this
movement appeared, | got theimage of
myself as a littlegirl in our farmhouse in
Illinois. We had a long counter top in our
kitchen which collected objects, and it was
always a mess in the usual family way.
Whenever my parents would argue, |
would clear the counter. It was my way of
controlling, quieting, bringing order to
what | perceived as chaos. The movement
pattern in my body was sourced in this
childhood activity. And | was till using it
in the same way, to bring order and calm
(and the safety of the Illinois landscape) to
the dynamics of performance.

Writing Table: Kristina Madsen
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&

The work in Authentic Movement is
valuable in many ways. In this sit-
uation, it gave me choice about the

use of amovement in choreography.

The hand-wiping was nhot a particularly
interesting gesture to watch, and |
probably didn't need it in all of my
dances. It was compelling to both the
audience and to myself primarily
because of my investment in its content.
As | brought awareness to this language
of the body, | began to listen for other
patterns based in my personal story.

Forearm, wrist and hand:
anterior view of right elbow;
posterior view of wrist and hand
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hunkering (squatting) in tree branches, our hands were free for pding
berries and nuts, grooming, and air-born locomotion. The nervous s/dam
refined so that both face and hands became highly expressive todls far
survival and communication. The thumb in this transition, developed an
oppositional pattern with the fingers for grasping and tree-swinging. In
the human baby, we can reobserve this progression in the change fram te
newborn's generalized hand to the strengthening of thumb opposte
fingers for grasping.

The forearm is composed of two bones, the radius and the ulna. Tre
radius, on the thumb-side of the arm, is large at the wrist and beoomes
smaller at the elbow where it creates a pivot joint with the humerus to dlow
the crossing of the forearm. The ulna, on the little finger side of the am,
serves as a small brace for lateral support at the wrist, but becomes the
primary articulating bone at the elbow. It works as a hinge joint with the
humerus, and can be the site of pain for individuals with "bony dbows" It
is important to understand that the hinge joint has curved surfaces, like a
door hinge, rather than flat surfaces, like a folded piece of paper.
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Radiohumeral A b
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Weight or pressure from the hand is levered through the wrist to the
radius, where it travels around through its skeletal connection to the ulna
and up through the elbow to the humerus. Thus, the radius is the primary
bone at the wrist and the ulna the primary bone at the elbow. An inter-
0sseous membrane weaves the two bones together with strings of tough
connective tissue like the webbing of snow shoes. This structure gives the
forearm lightness (imagine if it was one solid bone!) and mobility, and
provides attachment sites for the many muscles of the hands.



Humerus

Olecranon fossa

Olecranon of ulna
(hinge joint)

Head of radius
(pivot joint)

Radius Ulna

There are eight small, irregularly shaped bones of the wrist
odledivey called the carpal bones. Their surfaces glide dightly over each
ahe, dlowing three-dimensional movement. As you circle your wrist,
yau can fed the tiny jerking movements from the articulating bones; this
druciure provides mobility, while maintaining stability with minimal
musculdure. The carpals also collectively create a curved surface which
aticulates with the radius. Thus, the wrist is considered to be an ellipsoid
jart between the carpals and the radius, and a collection of gliding joints
betwem the carpals. There is aso movement between the carpals and the
five long bones of the hands, the metacarpals.

* Fa further information about Authentic Movement, see Janet Adler's article
"Whoisthe Witness?' Contact Quarterly, Val. XlI, No. 1.1987.

Posterior view of left elbow

<@

We were sitting around our campfire near
the Masai Mara game reserve in Kenya
with our guide Patrick Pape. Heisa man
of patience and integrity who embodies the
adventuring spirit. He told a story about
his assistant on tented safaris. This indi-
vidual prided himself on eleganceand
order in camp, but was prone to accidents.
He had lost a finger while loading gear
onto a large truck, and was most distressed
that his hand would be unsightly when
serving meals. Patrick bought a pair of
white gloves and stuffed onefinger with
cotton. Soon all of the meals were served by
a staff wearing white gloves.
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Rotating theforearm; tracing the bones of
forearm and wrist
10 minutes

In seated position: Place your hands, palms up, on your legsin front
of you. Stahilizing the elbow, rotate the forearm so that the palm
goes down to face the leg without moving your elbow. Note that the
pivot for the crossing of the forearms occurs at the elbow.

O Hold the radius and ulna with one hand; gently circle the eight
carpals asaunit in relation to the forearm. Hold the carpals; cirde
fedling the subtle movement between the eight bones. Still holding
the carpals, circle the hand in relation to the wrist. Note that you
have dl three levels of articulation for shock absorption and refined
movement at the wrist.

O Beginning at the thumb side of the wrist, fed the shape of the
radius and trace the bone up to its pivot connection at the ebow.

O Return to the little finger side of the wrist. Trace the ulna up to its
hinge connection with the humerus at the elbow. Then, using thumb
opposite fingers of the touching hand, trace the space between the
two bones from the wrist to the elbow. This action stimul ates the
interosseous membrane and the fluids.



HAND

Thehand is a highly articulate structure, carrying out the commands
of the brain and receiving information from the environment. Along with
the eght carpa bones of the wrist, the hand is comprised of five long
metacarpds, and fourteen small phalanges - two in the thumb and three
in eech of the other four digits. Each bone of the fingers articulates as a
hinge (like a door, moving in two planes of action) the base of the thumb
is conddered a saddle joint because it has a curved surface allowing
drada movement and oppositional crossing with the fingers.

The refined skills of pianists, surgeons, Balinese dancers, and rock
dimbers attest to the potential for highly specific movement in our
peiphery. This is due to the quantity of smal muscles in the hand (the
foa and the face aso), and the high ratio of nerve endings to muscle fibers
meking subtle movement changes possible. Like the eye, the hand is a
highly sensitive communicator of internal processes and receptor of the
outer environment. ¢

Painting: Jim Butler
Untitled

Tapping

Afriend of mine used to tap her pencil
constantly. At meetings it was the
undercurrent of all activity. We began
working in movement. Shetold me she
had been labeled hyperactiveasachild,
and had even worn a harness so her
parents could keep her in sight. Aswe
moved, eyesclosed, a multitude of
movement came out - endless sounds
and stories and memories and gestures
normally held inside. Now, whenever |
see someone tapping a pencil, | smile.
What would happen if they closed their
eyes and moved.

The Hand:

8 Carpals

5 Metacarpals

14 Phalanges
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Heart circle: yes, no and connection

76

Hand massage
10 minutes

In seated position (or in constructive rest with a partner), rest the
back of the hand on your thigh; make sure the elbow is dightly bent
and supported.

O Begin circling the little finger, owly stimulating the joint
between the bottom phalanx and the metacarpal. Continue with
each of the fingers and the thumb.

O Begin pincering (squeezing) down the space between the first and
second metacarpals using your thumb on the palm side of the hand
and the pointer finger on the back surface.

O Continue tracing the space between each of the metacarpals,
from fingers to wrist, encouraging even and equal space between
each bone.

O When you reach the little finger side - the fifth metacarpal -
begin gently massaging the eight carpal bones, fedling for their
shape and their mobility. Continue into the space between the radius
and the ulna.

O To finish, generally massage the palm of the hand, moving the
fluids and integrating the sensations. Repeat with other hand.

Shoulder girdleintegration: heart circle
5 minutes

In seated position, press the palms of your hands together in front of
your sternum, elbows lifted out to the side.

O Let each finger tip press into its pair (right thumb to left thumb) as
well as having the palms touching; fingers can point up or forward
asis comfortable to you. Fed the pressure go evenly through each
set of metacarpals, carpals, and into the radius and then the ulna,
into the humerus and the glenoid fossa.

O Check at this point to make sure the force travels into the scapula
in back, then forward around the spine and acromion of the scapula
to meet the claviclein front. Here it connects to the manubrium, and
travels into the sternum, around the ribs to the bodies of the
vertebrae. Now fed the warmth of the hands connecting to the
warmth of your heart and lungs, periphery to center.

O Breathe deeply. If seated you can continue to transfer the force
down the bodies of the vertebrae to the pelvis and into the floor. *

O You may do the same with a push up: lever from the hands into
the center of the body, traveling through the skeleton and including
the heart, lungs and breath. Be sure to include the scapulae; even
though you will need to stabilize these bones wide on the back for
support, the force still travels from each humerus into the socket,
around the scapula and into the clavicle, sternum and ribs to

the spine.

* This can later be done standing, carrying the force down through the legs
to the floor.



Specifically for dancers: carriage of thearms

Standing with arms open to the side in second position:

O Fed the humerus in the socket. Rotate the bones so the elbow
and wrist face back, the front surface of the arm and the palm face
forward. Image the energy traveling through dl the joints out the
middle finger. (Thereis no crossing of the radius and ulna, the
bones are parallel to the earth.)

O Energize and maintain this relationship as you bring the arms to
fifth position en haute, overhead, palms facing each other. Rather
than lifting your body up as you raise the arms, the weight travels
down, draining into the scapula, and continuing around the
shoulder girdle, to the bodies of the vertebrae and to the ground.
This use of the scapula as a counterweight creates the illusion that
the arms are floating. If the whole body triesto float, there is no
equa and opposite force for stability.

O Asyou begin to lift the arms, allow the humerusto rotate
gradually in the glenoid fossa, and fed the scapulae spread wide on
your back to make feet, or platforms, to support the arms overhead.
This greatly reduces muscle use around shoulders and neck, and
creetes a circle from the center of your thorax, your heart, out and
around the arms, which connects through the space between your
finger tips. Whether the circle is directly overhead, or dightly
forward depends on the structure of your shoulder girdie* and
your personal aesthetic. Remember that the entire shoulder girdle
pivots from the joint between the clavicle and the manubrium and
wraps around the body, free of bone restrictions.

O Reverse the action, opening the arms into second by diding the
scapulae on the back, rotating each humerus in the socket, and
extending through the elbows, wrists and palms out the fingers.
The movement involves continual rotation for a smooth transition.
In second, the elbow and back of the hand face back; the palm
forward with a dlight, continuous curve through dl of the joints as
if you are hugging a giant balloon. Your finger tips are visible in
your peripheral vision as you look straight forward. Energize the
surface of the arm. Fedl the wrapping of the shoulder girdle as you
connect the humerus back into the scapula, then around to the front
to the sternum, then back through the ribs and front, down the
bodies of the vertebrae, to the pelvis, the legs, the earth.

O Asyou lower your arms from second to low first, you again
move the scapula and rotate the humerus in its socket. You may
choose to add a rotation through the wrist and hand for gestural
afect, crossing the radius and ulna, and extending out the finger
tips for a graceful, flowing action as the hands lower to their
position slightly in front of the thighs, palms up.

O We finish with the circle of energy from thorax out through
hands, framing the torso in a low position.

* The 9ze and positioning of the scgpulae vary from person to person.

Note:

Portedebras, or carriageof thearms, for
ballet or modern dancerequiresan efficient
levering system through the shoulder
girdle. It also involves subtle rotations of
the humerus in theglenoid fossa, which
are simultaneously carried on through

the radius and ulna and hand for

gestural refinement.
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TOUCH

Touch is our connection to the world. We can see, hear, think about
something, but it is through touch that it becomes part of our experience.
Touch informs our perceptions, stimulates our reactions. Its effects vary
with our intention. We can place our hand on someone's shoulder and fed
the bone, muscles, fluids beneath the skin. A hand on a shoulder can dso
fed nothing. We can place a hand on a shoulder to stimulate a sensual
reponse. A hand can aso be put on a shoulder because someone needs
something. The same activity of touching communicates very different
intentions and evokes different responses. How we touch ourselves
informs our body attitude. Do we brush our hand on our face and fed
detached, or fed anger? We can touch a body part with judgment or with
pleasure. Observe the qualities of how you treat your own body; imagine
how you would like to be touched.

There are many ways of touching. In bodywork, touch is a dialogue.
Place your hands on a body part, and "wait." Bring your attention to the
area and receive information through your hand, like a sensitive
microphone. You are creating a dialogue between your hand and the area
being touched. In this "empty" time of not doing, you are actually
bringing awareness and initiating the dialogue which can affect change.

The more intentional your touch, the clearer you can fed in the hand
doing the touching as well as in the part being touched. Touch creates
sensation. Random proprioceptive input is like static in a recording, it
distracts rather than contributes to your ability to hear. For exampleif you
are touching a partner to fed the bone in their forearm and you are
pressing very hard, you may have so much stimulation in your own body
that you can't fed what is happening in the other person. Thisis similar to
having a conversation where you do all the talking; all you hear is
yourself. Sometimes in hands-on work our desire to be helpful, to do
something for someone, interferes with our actual ability to hear what
needs to happen.

Attention and intention are key to hands-on work. Our choice of touch
isinformed by our intention. If we are working with bone, we might begin
with a firm direct touch which penetrates the layers of soft tissue; the
intention of feeling for bone guides our touch. If we want to relax muscles,
we might use a muscular movement of the hand to stimulate the fluids and
connect us to muscle. We can often intuit the most efficient touch as we
work more effectively than deciding ahead of time. We are performing
rather than preforming touch. And, in a way, we are training our intuitions

Staying Present

When | showed a fellow bodyworker the
first draft of my writings, we went page
by page through the manuscript. As we
reached the section about touch, her face
changed. | had described "Active" and
"Passive" touch as ways of working.
Shesaid: "Thereare very few situations
when | would encourage someone to be
truly passive when they are being
touched. When someoneisrelaxed, they
can till be present. When | amworking
with someone, | rely on being met; |
experience touch asan exchange. Even
when someone isgiving me a massage,
my intention is to meet the touch, rather
than having something done to mein a
passive state. It is important training
for life."
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Body Picture

"I hate my feet," a student said adamantly.
Shewas extremely ticklish and hated being
touched or touching her feet or ankles. She
told me that shehad worn braceson her
feet asa young child, consisting of a metal
bar between stiff shoes, to correct aproblem
with her ankles. She described with
residual frustration howthedevicehad
made it extremely difficult for her to craw,
to stand, or get to the bathroomin timeto
pee. Shehad been |abeled a " bed-wetter,"
and it was all because of her feet. Shewas
now a skilled athlete. Her favorite sport
was swimming, which focused on the
upper body. We used sensory stimulation to
"wake up" her lower legs. As well as the
soothing touch of massage, we lightly
scratched her legsand feet to arouse
sensation by slight irritation. After our
work, she stood up and could feel her heels
and toes on the ground. On the last day of
class, shetook off her shoesand socksand
said, "I think I like my feet."

&

Another student in the same class had
knee surgery two years before, and was
still confused and irritated by knee pain.
When she performed asa dancer, shetook
all the stress in her knees, with little
awareness of her lower leg. Shetoo had
worn thefoot brace asa child. Aswe
worked, sherealized shehad minimal
sensation from her knee down, and that
her image of her body stopped at her knee.
Because her feet had been immobilized, she
initiated movement with her knees.

A young athlete had been in two foot casts
as a baby to correct a tendency towards
being "pigeon-toed." His pain was now in
his lower back. Because he couldn't use his
feet, all of his movement had localized in
his spine. Now when he walks, he still jams
into his lower back, rather than using the
leg and feet muscles to cushion and
sequence the movement.

*,
e

| became awar e that six of eighteen
students in this particular class had worn
corrective barsor feet casts when they were
babies or asyoung children. It wasa
common medical practice at thetime. All
benefited by "normal" looking feet, but
suffered frominjuriesin related joints of
the spine, hip, knee, or ankleand had a
confused proprioceptiveimageof their
lower legs. All werefrustrated with the
lack of mobility or stability (balance) in
their body. All were ready for change.
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as we work. Pain is rarely useful; it causes muscles to contract and blocks
responsiveness of tissue. Pain can, however, draw attention to a place
overlooked with subtler messages and encourage awareness of aressin
need of health. Judgment, self-criticism interrupt the capacity to fed the
body through the body. In general, what would fed good to you will fed
good to someone else. Your attention remains on the place you are touching
and its connection in your own body; your intention is to listen and respond
to what you fed happening beneath your hands.

TYPESOF TOUCH

Each person develops individual touch techniques. As we have sad
before, the intention of touch shapes its effect. There are, however, ganerd
types of touch which can be useful resources. Try them on your thigh or
forearm as you read. Touch through cloth or on the skin; the cloth adds
additional sensory input and friction, sometimes useful in work.

Pressure with palm or flat surfaces of fingers: This direct, firm touch
provides a comforting, secure pressure which allows deep work without
stimulating reflexive contraction in muscles from pain or "ticklish"
sensation. (Tickling is random stimulation of nerve endings, regisering
confusion in the cerebellum.) Firm, direct pressure over large aessis
reassuring and allows clear patterns to be perceived, received.

Pressure with finger tips, thumb: This pointed pressure can go
deeper through tissue layers because of minimal surface contact and direct
leverage through the bone structures. It is good for deep release of goedfic
areas, but can cause reflex contraction from pain, tickling. It is good to
follow deep pressure with generalized rubbing or scratching to integrate
proprioceptive awareness with a larger area.

Brushing, scratching: This technique stimulates surface proprio-
ceptors. It can be useful to bring generalized awareness and sensation to
an entire area. It can be done effectively as a stroking, pleasurable
sensation, or in a scratchy, slightly irritating way. Both are useful.
Sometimes the gentle irritation can be more effective to stimulate an aea
which needs to be "woken up" to the body picture (an area numb fram
injury, fear, lack of use). Variations in type of texture of brush used can be
helpful (toothbrush, soft hair brush) as well as the hand.

Diagonal pressure across fibers: This sliding of tissue over tissue
Separates connective tissue from muscle fibers, and fibers from each other.
Keep sensations at a comfortable level. Used by experienced Rdfes this
technique can stimulate mobility at every level of body structure.*

Pulsing, pumping: Thistechnique primarily affects fluidsin the body
which collect due to stress, injury, or inactivity. Pulsing or pumping the
hands along a body part can stimulate the fluids in the soft tissue, like a
gentle squeeze of a sponge or toothpaste tube. This is especidly usfu
from the thigh to the foot, or shoulder to hand to bring fluids to the
periphery; or the reverse, to stimulate the flow towards center if fluids ae
pooling in the periphery.



Bone manipulation: Articulating the surfaces of bone ends carefully
in their joint through compression elongation, rotation, flexion and
extendon, circumduction as is appropriate for the specific joint stimulates
proprioception in the joint capsule and can release muscle tension. This is
a very important technique for neurological repatterning and should be
ussd with care and specific instruction.

Tendon/ligament support: Finding the articulating surfaces of bone
and the origin and insertion of ligaments can bring some reorganization to
ligaments and tendons which have been damaged or misaligned in injury.
Itisimportant to clearly visualize the direction of fibers, place fingers on
the origin and insertion of the ligaments, and wait. Your fingers provide
support for the joint similar to the ligaments and stimulate their receptors.
Yau will need a diagram of the ligaments. Try this a the TMJ or a the
knee

COMPLETING YOUR WORK

Bdance the body; do equal work on paired body parts. Take time to
bring vision back into awareness. Trangition carefully from inner experience
with eyes closed, to reintegration into an outer environment with eyes open.
Sand up sequentidly, fedling the shifts in postural alignment.

Use speaking, drawing, walking, playing (tossing a ball) to bring the
snsss back into generalized focus. Integration is part of the process. Never
leave your partner feding disoriented. Walking at a pace of two steps per
soond (fager than you can think) shifts awareness into activity.

Allow time before doing any vigorous activities: lifting weights, sports,
performing, etc. Bodywork can open joints beyond their usual range.
Edablish an ongoing dialogue of trust between you and your body. It will
open if it trusts you will be responsible for and responsive to the changes
that occur. Otherwise, muscles will have to regrip to protect you from
yoursdf!

INJURY

Injury or illness can be seen as the body's way of calling attention to
a particular area. It often reflects misalignment or stress which has been
occurring for a long time; when an impact occurs, it settles in our weakest
area. This "weak" areais often, in actuality, a place of strength that we use
to exhaugtion, injure, and then label as "weak." For example, a runner's
knee that at first enables the pleasure of running, then becomes stressed
by long distance repetition of that same pleasurable action, and finaly
becomes a "weak" knee, susceptible to injury on impact, in a car accident,
or in a fluke, awkward moment of tripping. Rehabilitation involves
recognizing the relationship between our weaknesses and our strengths,
and attending to the underlying patterns as well as healing a particular
area A problem can be an invitation to learning. ¢

* See Don Johnson's The Protean Body, A Rolfer's View of Human Flexibility.

HandsOn

| attended a lecture given by Professor
John Truxal of the Department of Tech-
nology and Society at State University
of New York called "Demystifying
Technology." Hebegan by passing
around a pacemaker for each of the
audiencememberstohold. "Thereis
nothing very complex about tech-
nology,” hesaid. "We madeit."

And he laughed. "Now, the human
body - that's complex.”
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Touch: sensitizing the hands
5 minutes

Rub your palms together to generate warmth. Then press your
fingertips together, gradually connecting through the bones until
the palms are touching. Fed the gentle pressure or "levering”
through the bones from your finger tips through the hands, radius
and ulna, humerus, scapula, clavicle, manubrium and sternum,
ribs, vertebrae and into the soft tissues/organs of the lungs and
heart. This "heart circle’ from the palms to the center of the body
brings blood flow and warmth to the periphery.

O Gradually separate the hands and stay aware of the heat and
energy in the space between them. Move them as far apart as you
can, maintaining the sensitivity. Recognize the proprioceptive and
cellular awareness. Bring your concentration to your hands, to the
space between the hands, and to the connection of hand to heart
(blood flow). Experiment with degrees of sensation: energy and
heat without actual touch, barely touching, deep pressure.

O In seated position, place your hand on your thigh. Fed the touch
of cloth against your palm. Bring your awareness to the skin
surface and warmth below the cloth. Shift your focus to the denser
tissue layers of muscle and fascia. Reach your mind's eye to bone -
the densest tissue. Apply deep pressure and fed through the layers.
Return to light touch and fed for the various densities of tissue.
You may also notice the pulse of blood, electrical currents of the
nervous system, muscle twitches or responses. Allow yoursdlf to
experience whatever is present in the moment through your senses.
Eventually you will be able to differentiate various tissues through
touch.

Touch: working with a partner

Sitting in a comfortable position close to your partner: Find your
plumb line and establish a secure base of support. Connect your
weight to the ground through your pelvis, so eectrica impulses
and body energies can pass through your structure to the earth.

O Breathe evenly and fully so that your body is responsive. Asyou
work, follow the experience in your own body. If you are touching
someone's spine, fed your own spine. Monitor the amount of force
and stimulation needed as you work; remember that the more
"active" your touch the more you fed yourself.

O When you finish, bring both you and your partner back to a
neutral state; separate your energy connection to your partner by
touching the floor or washing your hands. Use the "progression to
standing” to come to vertical; have your partner walk at a quick
pace; move or talk together to integrate the experience before
returning to daily activities.



PELVIS

1 he pelvisisabowl composed of circles, holes and arches. It holds the
digedtive and reproductive organs and creates a passageway for the birth
cad and for elimination of digestive wastes. It aso provides paths for the
nerves and blood vessels traveling to the lower limbs, and serves as a site of
attachment for the many muscles integrating the axial and the lower
gppendicular skeletons. The pelvic bowl is free-swinging around the two
femur heads of the legs, and connects at the back to the sacrum and spine.
It is one of the three primary body weights, aligning with the skull and
thorax around a vertical axis for efficient posture. It is a highly mobile
gructure, constantly responding to activity below and above.

The pelvic girdle is formed of two matched halves, connected
posteriorly to the sacrum and anteriorly by the pubic bones. Each haf
conssts of three bones, an ilium, ischium and pubic bone, which fuse
together to provide stability at the hip socket, the acetabulum, early in a
child's development. The two ilium bones fan into wide arches from the
sacrum, forming the bow! in the back; the ischial tuberosities are the
bottom "feet" of the pelvis and transfer weight to the chair or floor when
sitting; and the pubic bones meet to create a forward thrust, like the prow
of a ship, for attachment of the abdominal muscles and fascia. All of the
bones follow curved pathways and transfer weight around and through
their structures to other bones. There are Sx moveable joints in the pelvis:
the two sacroiliac joints between the single sacrum and the two ilia, the
two hip joints between the two acetabula and their femurs (thigh bones),
and the pubic symphysis between the two pubic bones and their disc.

Forgetting

| had a student very interested in body
work in a college course. When we got to
the exam on the skeleton, she missed every
question about the pelvis. When | asked her
about this, she said she couldn't remember
the names of the bones, couldn't draw the
shapes. Later, shetold meshehad been
sexually abused in high school; that shewas
afraidtoarticulate her feelings. | asked her
if that was why she couldn't remember the
names of the bones of the pelvis. She began
to realize the connection. When it was time
togivefinal grades, | felt the dilemma of
testing. Often what a student can't learn,
getswrong, is the key to their learning.

TheatreDirector Joseph Chaikenwas
teaching a workshop. One of the performers
from For Colored Girls Who Considered
Suicide When The Rainbow Wasn't
Enuf wastalking about her experience as
an actress. "When lam learning a script
with foe," she said, "wealways circle the
lines and words that | can't remember.
Then we go to work on these areas to

unfold my own story within the character.
Theblocksarethe placeswherethe personal
connections will come."

Drawing: Harriet Brickman
" Beached Forms Series'
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For many years | have written my dreams
and worked with a Jungian dreamanalyst.
I was having a series of performance
dreamswhere| would get on stageand
forget what | was supposed todo. "It is
possible," shesaid, "that you areready to
forget what you have learned and do your
ownwork."

S Ly

The Pelvis: female (left) and male
(right) shapes and photo below,
left lateral views

Together these joints absorb the impact of walking to protect the vild
contents of the pelvic bowl. Each acetabulum is composed egudly of ae
third ilium, one third ischium, and one third pubic bone, like a @@e
pie divided in three pieces. This allows equal force from dl tee
directions of the bowl to pass into the hip socket. The pelvic bowl irduks
the sacrum, the keystone and the central link between the axid ad te
lower appendicular skeletons. The many holes in the pelvis dlow its
lightness, and the curves and moveable joints transfer stresses traughout
the structure to neutralize impact. Once again, the mobility of te
structure isits stability.

The pelvic floor is a horizontal diaphragm formed of ligaments ad
muscle tissue. It supports the organs and forms the mobile "batom" of
the pelvis, interweaving the pubis with the ischia tuberosties with te
sacrum and coccyx. Maintenance of the tone of the pedvic floor isimt
portant for organ support and childbirth. Other horizontal sparts
through the body which parallel the pelvic diaphragm are the aaid,
vocal, and thoracic diaphragms. ¢

Iliac crest
Hium
Sacroiliac joint
Sacrum

Acetabulum
(hip socket)

Pubic bone

Pubic symphysis
(pubic disc)

Ischium schial tuberosity (sitz

Hole (where baby passe
in female)

Obturator foramen
(hole where nerves and

] ks § muscles pass)
The Pelvis: anterior view P



Pelvis

30 minutes

Lying in constructive rest, hands on your belly:

0 Trace the bones of the pelvis: Starting at the iliac crest below the
ribs, walk your fingers forward until you come to the thrust of the
pubic bone and the pubic symphysis.

0 Rdl on your side: Starting again at the iliac crest, trace the bone
bedk to the sacrum; fed the sacroiliac joint. Massage through the
it tissues of the gluteal muscles to the acetabulum (hip joint), and
locate the neck of the femur and the greater trochanter. Continue
down the back of the pelvis and locate the ischia tuberosities (the
"gtz" bones), the bones you sit on in achair. Hex thetop leg if
necessary, and trace from the sitz bones to the pubic bone between
thelegs. Thisis called the ramus of the pubic bone. Roll to the other
Sde and repeat.

O Seated: Rock on your sitz bones to fed their shape against a chair
or the floor. Image them as the feet of the pelvis. Rall to the side and
fed the space between the sitz bones and the greater trochanter of
theleg.

O Return to center and again rock forward and backwards on the
gtz bones. Initiate the rocking from the iliac crest; initiate the
rocking from the pubic bones; initiate the rocking from the ischial
tuberosities (the sitz bones), initiate the rocking from the pelvic
floor. Circlethe pelvis, imaging swishing water around theinside of
the pelvic bowl; reverse directions.

O Sested: Wak on your ischia tuberosities, moving forward in
gpace. Keep the legs relaxed. Reverse directions. Do the same thing,
thinking of separating the pelvic halves. Wak forward initiating
from the iliac crests. Wak backwards initiating from the ischial
tuberosities. Wak forwards initiating from the pubic bones. Wak
backwards thinking of the hole.

O Lying on the floor: Rall, initiating movement from the pelvis.
Reverse. Rall, initiating movement from the organs, the contents of
the container.

O Standing, legs spread apart comfortably, knees dightly bent:
Swing the bowl of the pelvis between the two femurs, forward and
back. Initiate the movement from the sitz bones, from the pubis,
then from the iliac crests. Initiate the movement from the sacrum
and coccyx of the spine and allow the undulation to travel up

to the skull.

O Standing, on one leg: move the pelvis lateraly over the top of the
stable femur (bending the torso side by moving at the hip joint, not
at the waist). Thisis movement of the proximal bone, the pelvis,
over the distal bone, the femur. Return to center. Change legs and
move to the other side by excursioning the whole pelvis over the
top of the ball of the standing leg. Return. Now stabilize both legs
and bend the body forward from the hip joint (not the waist).
Returntovertical, (continues)




> Draw the pelvis from the lateral
view without looking at a diagram.
Use your hands to find the shape of
your own pelvis. Draw it from the
anterior view. Compare with adia-
gram and draw again if necessary.
Label the parts and the views.
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O Do adance of the pelvis: move from the arches, holes and curves
of the pelvic bones; fed the weight of the pelvis and let the organs
move in their bowl.

O Visualization: Lying in constructive rest, paint the inside of the
pelvis a color of your choice. Teke lots of time to fed dl the surfaces
of the bones.

Specificallyfor dancers: hiprotation

Rotation occurs at the hip, the acetabulum. Rotation, or "turn out,"
allows efficient movement to the side and diagonal, and enhances a
frontal or "staged" view of body position for use in the theater. It
also reinforces the many spirals inherent in the body, and encourages
three-dimensionality in movement. In rotation, the ball of the femur
moves within the acetabulum of the pelvis, the movement spiras
down the axis of the leg through the foot.

O Standing in parallel: Move the greater trochanter of one leg back
towards the ischial tuberosity of the pelvis (the back of the pevis).
Wetch the effect on your knee and foot. Return to parallel by moving
the greater trochanter wide to the side; this returns your leg to
parallel position. Do both legs simultaneously. You are now in an
open first position.

O Place your hands on the greater trochanters, and fan them open
wide to the side asyou return to parallel. Important: do not rotate
the foot more than the hip. The knee faces directly over the toes,
connecting the alignment from hip to foot. Plie, especialy grand
plie, is a continuation of rotation, not just a downward action.
Because the hip is a ball and socket joint, it involves three
dimensional spiral action.

O Try a second position grand plie. Individuals with limited rotation
in standing can adjust the heels slightly forward as they pliein
second position to alow deeper movement; as the knees are
extended, the heels must return to standing rotated aignment.

O Repeat: place your hands on your thighs, thumb in front and
fingers behind. Plie deeply; allow the femur to rotate in the socket so
that the thumb moves to the top of your thigh, the fingers are down
below. This rotation of the femur isimagetically described as
"wrapping the thighs," "rotating the seam of the tights forward," or
"yawning open the legs."

Exceptions are possible when working with the body. Some people
have a rotation between the femur and the tibia which afects besc
alignment of knees over toes. In this case, create your own working
pattern, and be consistent. In dance, with exaggerated movements

requiring quick, reflexive responses, efficient patterning contributes
enormously to skill and safety.



ILIOPSOAS

The iliopsoas is the primary muscle of integration in the body. It
comats the legs to the pelvis and to the spine. It attaches to the lumbar
saine, with the crus of the diaphragm, and is affected by breathing.

The iliopsoas is composed of three muscles, each with a different
fundion. The psoas major attaches at T 12 (the twelfth thoracic vertebra)
and dong the bodies of the five lumbar vertebrae; it then travels forward
ove the rim of each pubic bone and down to the legs where it inserts at the
lessr trochanter of each femur, your inner thighs. Thus it spans a long
didance and integrates the spine with the legs. It is involved in flexion of
the hip when the spine is stable as in lifting the knee in standing posture;
and in flexion of the spine when the legs are stable, asin a sit-up. The psoas
minor originates at T 12 and attaches on the rim of each pubic bone,
integrating the spine with the pelvis. It is involved in maintaining
harizontd alignment of the bowl of the pelvis in standing, which keeps the
organs from spilling forward against the abdominal wall. The iliacus
ataches on the iliac crests and the inner surfaces of each ilium, travels
fawad over the pubic bones, and inserts on the lesser trochanter of each
ferur. Thus, it integrates the pelvis with the legs, providing force and
endurance to flexion at the hip, such as in the kick of a football, or long
digance running. All three muscles, working together, integrate the central
zore of the body.

The iliopsoas spans a long, diagonal path from T 12, forward over the
rims of the pubic bones, and back to theinner legs, like a sidewardsV or the
prow of a ship. The forward thrust of the pubic bones creates a pulley,

Finding Center

In anatomy class, 1 studied the
sequencing of the abdominal muscles.
Thetransversus, theinterior and
exterior obliques, and therectus
abdominiswork collectively for front
surface support. The transversus, the
innermost abdominal muscle, wraps like
a cummerbund around the internal
organs, and initiates the sequencing for
efficient movement. "Becauseit is so
deep, you can locate it by laughing,
coughing, or throwing up," my teacher
said. "Takeyour choice."

L]

At a summer dance workshop in Aspen,
Colorado, my teacher Dena Madole
demonstrated the epitome of precise,
effortlessmovement. She had performed
with the Erick Hawkins Dance Com-
pany, and she emphasized a soft, subtle
spine. She insisted patiently that we
initiate our movement from the pelvis -
the center of our body, andreferredtoa
musclegroup calledtheiliopsoas. For
hours each day she would reverently
guide us through rocking movements of
thepelvisand legsto release thegrip of
the thigh and abdominal muscles.
"Becausetheiliopsoas spansfromthe
front of the spine and the pelvis to the
legs," she said, "you can let your legs
dangle like tasselsfrom your hips." She
al so spoke about measured energy.
Facing a group of aspiring performers
one evening she commented, "What | am
interested in is what you do with the
energy that isleft when a performance
isover."

Sculpture: Michad Singer
"Lily Pond Ritual Series"
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| took a workshop with Chungliang Al
Huang, a tai chi master and author of

the book, Embrace Tiger, Return to
Mountain. Hefocused our dance move-
ments around a mobile center. It felt great.
Years later, | studied with him in China.
Let the pelvis befree. Don't stand with
your spinerigid likea pole, heencouraged
hisaspiring but tense tai chi students.
Your center isthe source of your energy,
your tant'ien.

@

| was teaching a student skilled in the
martial arts. Working with centering was
part of his basic training, but his tight,
bulky muscles restricted his movement.
He became obsessed with |earning about
hisiliopsoas. First histight lower back
and gluteal musclesreleased ashe began
initiating movement from his front surface.
Eventually his abdominal and thigh
muscles began to relax asthe deeper
iliopsoas musclesintegrated his spine

and legs. His body shape changed. What
remained consistent was the wide-eyed
grin on hisface. Hewas an architecture
major. "This makes sense," hesaid.

Anterior view of iliopsoas and
deep muscles of trunk and hip

giving added leverage to this important muscle. If we connect the soen of
the iliopsoas to the energy of our plumb line, our vertical axis, we haea
triangle of support.

The iliopsoas works with the abdominal muscles for front suface
support of the body. The iliopsoas, however, attaches aong the front of the
spine, allowing maximum efficiency in bone movement as wel as
articulation of each vertebra. The iliopsoas is important for movemat
initiation. The abdominals connect to the sternum, ribs and pubic borein
front of the organs, providing secondary support for the spine as wdl as
protection and support for the organs. (The primary support for the agas
should come from the stable position of the pelvic bowl through the psoes
minor.) The abdominals are necessary for strength and endurance ae a
movement has been efficiently initiated. They also add mobility of the
trunk due to their three-dimensional weaving of fibers. Thus, an dfidet
sit-up initiates from the psoas first, the muscle closest to the spine, then
sequentialy adds the layers of abdominal muscles: the transversus, redus
abdominis, and the obliques. The rectus abdominis is divided into
quadrants. It is the muscle builder's rippling belly which you see dgdlayed
a the beach and is well known from emphasis in physical fitness. Our
culture has invested considerable attention to the more visible abdoming
muscles at the expense of the deep and highly important iliopsoas. Efidat
sequencing of muscle contraction allows mobility as well as strength in the
spine.

How can you tdl if you are using the iliopsoas? The belly will hallow,
rather than bulge forward as you contract; the iliopsoas pulls towards the
spine rather than away. You will also be able to move sequentialy through
each vertebra rather than the spine moving gtiffly or in blocks. St-ups
initiated from the powerful and visible rectus abdominis, can cause rigidity
of the back resulting in lower back pain.
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Sit backs

15 minutes

SHed on the floor, relaxed spine, knees bent in front of your chest:
0 Pace your hands under your thighs for support. Looking at your
bdly, rdax the muscles and fed the center hollow, knees bent, feet
flat onthefloor. Image that you are lying in ahammock to facilitate
the rlease; or that there isa cat in your lap, gently pawing at your
bdly. Gradually scoop the pelvis, as though someone is pulling your
tal up between your legs. Image energy circling down the back and
up the front of your body. Asyou do this, fed the fifth [lumbar
vertebra touch the floor. Gradually lower each vertebra to the
ground by articulating the pelvis rather than by lowering your ribs.
Continue to watch your belly and to breathe fredy with each
movement. If the rectus abdominis bulges forward, pause in your
movement and try to relax your center so the deep iliopsoas can do
the work. Sway the torso side to side gently to encourage release.
Yau must use your arms for support; too much weight necessitates
abdomind assistance.

O Lay the entire spine out on the floor, including the cervical
vertebrae, like abicycle chain. Release the weight of the skull into
the earth.

O Take afew deep breaths, feding the belly move. Begin the sit-up
portion of the exercise by curling the skull forward (the first body
weight). Then roll through each thoracic vertebra using your arms
on the floor beside you. Rest in "beach-lying position,” propping
yoursdf up by resting on your forearms and elbows, legs dightly
bet as you observe your abdominal muscles. Continue the sit-up,
pausing whenever the rectus abdominis pops forward. Use your
hands on the back of the thighs and sway dightly side to side to
encourage abdominal release in this "hammock™ posture. Articulate
the entire spine as you roll forward, then open the knees dightly and
hang the torso between the legs. Place your hands on your breathing
gpot (on your lower back). Fed your breath massaging these often
tight muscles. Repeat, moving as slowly as you can. This exercise
often takes several weeks to accomplish effectively.

Be patient. Muscle sequencing requires letting go and relearning a
pathway in your body. It is like being shown a shortcut home from
school. You might have walked one route for years, but once you
learn the new one, it is there for your use.

V Energy down the
back, up the front

Abdominal muscles, fiber

directions

A. Internal and externa obliques

B. Rectusabdominis

C. Transversus abdominis
(innermost, next to organs)



[liopsoas
Coccyx Pubic bone
_A ;_
v

Rectus abdominis and iliopsoas in
balanced alignment with three
body weights
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Sit backs, with partner

10 minuteseach person

One person standing, the other seated on the floor facing eech dhe:
O Standing person places his/her feet outside the feat of the seted
person; both have dightly bent knees. Clasp wrists firmly.

O Standing person curve your lower back for support.

O Take the full weight of the seated person through your skded
structure. Begin lowering your partner vertebra by vertebrato the
floor, as your partner curves their pelvis forward.

O Seated person allow yourself to "be lowered" without using the
rectus abdominis.

O Standing person, observe your partner's belly as you lower
him/her to the floor. When the rectus abdominis pops out, pause or
gently jiggle the body through your arms to encourage rdease*
Don't judge or command; you are encouraging release, not tengon!
O Lay the entire spine slowly on the floor, bending your legs maore
deeply as you do so for counterbalance and protection of your saine
Bresthe.

O The person lying on the floor begin curving the skull forward to
initiate the roll up; allow the rest of the body weight to be supported
by your partner. Concentrate on articulating through the spine with
the deep iliopsoas muscle, releasing the outer abdominals.

O In seated position, standing person stretch your partner's torso
forward over their legs. Repeat.

O Tak about your experience. Change partners.

* The abdominal muscles are important for strength, endurance and
directional mohility of the torso. We are working to locate the deeper
iliopsoas for movement initiation and strengthen it for spinal articulation.
Then we can add the abdominals.



Frontsurfacealignment: " bellital" alignment*
15 minutes

* Lying on the floor, belly down:

O Beaware of your forehead on the floor. Let your brain, throat and
rek rdax towards gravity.

O Beaware of your sternum on the floor. Let the weight of your
lungs and heart rest on the sternum and ribs.

O Fed the pubic bones and belly on the floor. Allow the organs to
res supported by the abdominal sheath and the pubic bones.

O Connect your entire front surface: Trace from the pubic bone, to
the rectus abdominis, the bottom of the ribs and the sternum, to the
hyad bone, the mouth and the forehead.

O Beaware of the knees and toes on the floor. Allow the muscles of
thelegstorelax.

O Hex thetoes and begin gently rocking through the front surface
supports of the body. Constructive rest brings awareness to back
aurface support; bellital alignment brings awareness to front surface

Support.

* Image a line painted down your forehead, nose, chin, front of your
throat, sternum, to belly button and pubic bone. Sequentially peel
this painted line off of the floor. Use your forearms and hands as
nexded for support. Feel the connection from forehead to pubic

bone Return the torso to the floor, elongating the spine.

» Standing: Image a forearm on the front of your body, the elbow on
the pubic bone and the palm of the hand on your sternum. Image a
foreerm on the back of your body, the elbow on your sacrum and the
hand behind the heart, connecting the body weights. See these
forearms as two parallel supports. Fed the diaphragm free to move
up and down inside. Image the diaphragm as a piston inside a
cylinder.

* Tem devel oped by Caryn McHose
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A Leg

FMUR:

to Stand On

The femur is an active bone. It has a curved "ball" at each hip plus
o curved "ball" surfaces at each knee, creating a high potential for
movemat Hence the amount of musculature at the hip and thigh! The
Hpisabdl and socket joint with three-dimensional action and the knee is
a hinge joint with two dimensional action; the hip serves to establish
dredion of movement while the knee determines the range of that
nmoia* The femur is the longest bone in the body and an important site
fo red blood cdl production. It has a "neck" which extends the shaft of
the bore laterdly away from the pelvis so that the bowl can swing fredy
bawen the legs. It is very important to image the femur bone going

angy from the pelvis, then
desoeding diagonally back
to jan the plumb line made
by the hip socket, the knee,
ad the ankle. In vertical
podure, our parallel leg
dignment is determined
fam this plumb starting at
the acetabulum. The greater
trochanter is the knob you
fed on the outside of the leg
by the pelvis; it is the pro-
tuberance which gets sore
when you are lying on your
S0e on a hard floor. Touch
this place on your leg as you
gt. Directly opposite the
gregter trochanter, on the
indde of the femur - the
inner thigh - is the lesser tro-
dhente, the attachment site
far the iliopsoas muscle.
Cler imaging of the space
bawean the pelvis and the
gregter trochanter encour-
ars flexibility at the hip and
consequently reduces knee
dran. ¢

*Se Arthrometric Modél, p. 114.
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(socket)

Ball of femur
Neck of femur
Greater
trochanter
Lesser
trochanter

hip to
knee to
ankle

Shaft of femur
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(2)
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Sockets of tibia
(2)

Fibula

Tibia
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malleolus

edial
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Holding

| spent a week in an apartment in New
York alone. Each day | would lie on the
floor and do bodywork before venturing
out into the city to explore. It seemed
ironic, to bein a huge city and do such
private work. | began working with the
hip socket, circling each leg slowly,
feeling the reactions as nerves and
muscles released. One evening my leg
began jerking uncontrollably. Somehow,
| was more interested than afraid. My
mind observed as | felt my whole body
thrashed around fromthe vibrationsin
my leg. Thoughts passed in and out as
the body did itsown release: memories of
crossing legs properly as a young lady
should, daily classessince childhood
developing rotation at the hipsfor
classical ballet (with hip sockets not quite
shaped for that activity), deep wide
"second positions" and hundreds of
pelvic contractions in modern dance,
sexual stories - warm and safe, cold and
confusing. | started crying, morefrom
relief than from pain or fear. When that
side was exhausted, | slowly began the
other side. Asimilar processoccurred:
the circling, then jerking, vibration, and
extension out through thefoot until the
whole body was shaking. On and on the
mind went in partnership with the body,
on afloor in New York with people going
about their multitude of activities. |
repeated the work for the next few days,
with less dramatic responses but still
with a sense of releasing old tensions
and of recognizing all that is stored in
hips and thighs.

Pelvisand legs: anterior view
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Hipcircles
20 minutes

Lying in constructive rest:

O Lift theright leg until the femur is perpendicular to the earth,
the knee relaxed and the foot dff the floor; stabilize the Ieft leg by
allowing weight to go firmly into the foot to the floor, knee flexed
O Begin to trace tiny circles with the right knee on the celing - as
though you were drawing with a pencil attached to your knee
Move very dowly, so you are working underneath the big mude
groups and stimulating the deep rotators and the joint capsule.
You may experience nervous system "jerks" as the big musdeslet
go and the deeper muscles are stimulated - alow these jerks.

O Move dowly. Gradually increase the size of the circle until itis
the range of your hipjoint. If you are very relaxed, you may be
able to trace the rim of your hip socket with the neck of the femur.
Don't go beyond your comfort level at this Slow speed.

O Reverse the direction of the circles until you are again making
tiny circles around the perpendicular axis of the leg.

O Place the foot on the floor and do the other leg. Remember the
dower you work, the deeper the release in this particular exerdise
O Repeat at another time with a partner holding and circling your
leg so you can release all muscles except the stahilizing side.
Again, go dowly! Support the knee carefully from underneath and
hold the hesl.



Femur: tracingthebone
5minutes

O In seated position, place your fingers on the greater trochanter. It
isthe knob on the outside, top, of the leg. Place your thumb on the
ingde top of the femur, the lesser trochanter. Massage through the
musdes of the inner thigh to fed the width of the bone; the inner
portion of the thigh is all soft tissue such as muscle and fascia

O Kesping your fingers in this relationship, pincer (squeeze) the
fingers along the bone to trace the length of the femur. Remember
thet the femur makes a diagonal from the hip to the knee. Carefully
trace the bottom of the femur and its connection to the tibia. Fed the
width of the knee. Do not apply pressure to the patella, or the
"knee cap." It is afree-floating bone.

Thighrolls

5minutes

O Pacing your hand on the thigh, gently rotate the femur bone in
are direction as you roll the thigh muscles with your hands in the
opposite direction. Reverse. Fed the sensation of bone moving
within muscle.

Wholeleg: toothpastetube

5minutes

With a partner: Stand vertically; have your partner squeeze the soft
tissues of the leg from the thigh all the way down to the foot, like
sueezing a toothpaste tube. Do both legs. Change partners. Fed
the fluids move through the tissues.

Swingingtheleg

5minutes

Sanding, both feet on the floor, knees slightly bent, legs spread
gpat for awide base:
0 Sahilize the left leg. Swing the right leg across the body
initiating from the right foot. Return to standing position.
0 Repeet the swing initiating from:

the right greater trochanter,

the right acetabulum,

the right sacrailiac joint,

the Ieft sacrailiac joint down to the left foot.
0 Kemp both legs dightly bent. Repeat swings with Ieft leg.
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KNEE

The knee transitions the weight from the torso to the ground. Each
knee is composed of two balls and two sockets. The patella, our "knee-
c' is a freefloating bone which dlides in the groove between the two
bdls of the femur. It is inserted in the quadriceps tendon which connects
the thigh muscles to the lower leg. This continuous strip of connective
tissue is called the quadriceps tendon above the knee, and the patellar
ligament below the knee. The patella functions to protect the knee from
impact, like a shield, as well as to create a fulcrum for additional leverage
for the quadriceps muscle. The patella is not a weight-bearing bone in
standing position. Two discs, or menisci, cushion the transfer of weight
between the balls and sockets within the knee. These discs are thick at the
outer edges and thin in their centers to deepen the sockets for stability of
the femur. Cartilage is attached to the bone ends for added resiliency. The
entire structure is surrounded by a fibrous joint capsule filled with
synovid fluid to nourish the bones and discs and to reduce friction. The
fibrous capsule is continuous with the ligaments and tendons around it.
The protective ligaments of the knee provide stability as well as mobility
at the joint. These include the anterior and posterior cruciate ligaments
which cross within the joint, interlacing the two balls and the two sockets
to minimize internal slippage; and the tibial and fibular collateral
ligaments which stabilize the sides of the knee and give lateral support.
The direction of the attachment of ligaments to bones helps to pattern
muscle contraction and equalize the angles of stress at the joint.
In general, the type of connective tissue which forms ligaments, tendons
and joint capsules does not recontract and should not be stretched.

The knee is a hinge joint, with the two balls and two sockets allowing
two-dimensional movement at the joint: flexion and extension. When the
knee is flexed, or bent, there is dlight rotational mobility. This, however,
can stretch the ligaments and is to be kept to a minimum. In efficient
postural alignment, the weight of the body transfers directly through the
center of the joint, not the front or the back. Stand and fed your own
knees; become aware of the sensation of bone standing on bone with
minimal muscular involvement. If the knee pushes backwards behind
your plumb line, you have gone past the place of bone alignment and are
"hanging in your ligaments." This is often accompanied by a forward
thrust of the pelvis, using ligament support at the hip as well. Bring your
bones into balance; it may fed like you are bending your knees when they
are actually straight. Once ligaments are stretched beyond sufficient
support for postural alignment, you must rely on muscles to do the work.

Connections

When | wasfirst teaching Anatomy and
Kinesiology for Dance at Mount Holyoke
College, | took a student with a knee
injury to see Bonnie Bainbridge Cohen.
The student was a dancer and was
considering knee surgery. Bonnielooked
at the alignment of the knees, looked at
the young student and said: "Once you
have surgery, you can no longer rely on
the strength of the evolutionary line. You
have to work within the limitations of
this lifetime." And we left.
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Knee balls of femur, sockets of
tibia, and patella

[llustration: medial/posterior
view of right knee and ligaments
in extension and in flexion
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Again, in postural alignment, we want the weight to pass dealy
through the center of the bone ends, so that the femur is in verticd
alignment with the tibia. In movement, we want even and equd
distribution of weight throughout the joint. In neither instance does
weight pass through the patella.

In flexion and extension at the hinge joint of the knee, the two sodkes
excursion around the two balls, and the balls move evenly within the
sockets. The joint should not hinge "open," separating the bone ends
Instead, as the knee bends, the back of the femur becomes the bottom,

Anterior cruciate ligament
Posterior cruciate ligament
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Medial ligament
meniscus
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Standing on the

Standing on the
back of the femur

bottom of the femur

articulating with the sockets of the tibia; and the bottom of the femur
becomes the "front" of the knee, protected by the patella. As we exted
the leg, the bottom of the femur (now the front of the knee), returnsto its
position as the weight bearing surface with the tibia. Fed this in your oan
leg. If you are seated in a chair, your leg is flexed at the knee. The baottom
of your femur is exposed, protected by the patella; the back of your femur
isin contact with the two sockets of the tibia. Extend one leg so that itis
horizontal to the floor in front of you; now the back of the femur is
exposed and the bottom of the femur is in contact with the tibia.

The discs provide "transition" between the femur and the tibia,
cushion the bone ends, and absorb impact. As we stand and move, the
discs transfer the weight through the joint to the lower leg and to the
earth; holding at any joint transfers the function of that joint to the one
above or below. For example, holding of the knee affects the hip ad
ankle; tightness at the hip affects the spine and knee. The joints are the Ste
of movement for the skeleton; the alignment of one affects the whole.



Feeling the two balls and two sockets
of each knee

O Seated: Trace the knee joint with your hands. Fed its width and
its depth. Fed for the space where the bone ends meet. Thisisthe
location of each of the discs - the medial and lateral menisci which
cushion the bone ends. Locate the patella, the free-floating bone
which dides in the groove between the balls of the femur.

Continue from the patella down to the bony knob on the front of
your shin. Thisistheinsertion site of the patellar ligament which
connects your quadricep muscles to your lower leg. Place your
fingers on each side of the knee. Use your thumbs on the femur and
the fingers on the tibia. Thisis the site of the lateral collateral
ligaments which protect the knee from the sides. Fed the cord-like
tendons which run aong the back of the knee. These are the
tendons of the hamstring muscles.

O Seated in a chair: Place your forearms along the sides of one
femur; let each fig represent a ball of the kneejoint. Stabilize your
arms, and extend your lower leg. Imagine the movement of the
sockets of the tibia around and under the balls. Reverse. You are
moving the distal bone on a stable proximal bone.

O Sanding in front of a chair: Begin to sit. Focus on the move-
ment of your knees. Asyou lower your weight, imagine the balls of
the femur rotating within the sockets of the stable tibia. Stand. You
are moving the proximal bone on a stable distal bone.

O Walking: Focus on the lifted leg. Fed the tibia swing forward
under the femur. As you reach with your heel, the sockets move
under the balls. Focus on the leg in contact with the floor. Be sure
the knee is relaxed to transfer the weight of your torso down
through the leg to the floor. Walk gripping your knees; walk
relaxing your knees, feeling the easy articulation of the bones.

O Standing in paralld: Check hip, knee, ankle alignment. Plie,
bending the hip, then the knee, then the ankle equally. Be sure the
knees go directly over the second toes as you bend. Keep the spine
on plumb line. Straighten the legs, from the ankle, the knee, the hip
sequentially. Fed how they work together. Repeat, focusing on the
change of weight from the bottom of the femur to the back of the
femur as you bend; from the back of the femur to the bottom of the
femur as you extend.

O Standing: Rock your plumb line back on your heels, keeping
your knees straight. Fed the reflex in your hip sockets to open the
feat to help you catch your balance. Follow this impulse: Rock back
on your hedls, reflex in the hip to open the feet and toes, find
balance in this open position. Thisiscaled (continues)
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"firgt position" in dance. Heels facing, toes open. Plig, directing the
knees over your second toes. Extend your legs and rock back on
your heels to return to parallel. Fed how change of direction comes
from the hip joint, not from the knees.

O Standing: Imagine stepping on something sharp. Redly fed it so
you trigger the reflex to withdraw your foot quickly from the floor.
Or imagine a hot floor, or a piece of glass. Play with tricking
yoursdf into a hip reflex pattern (caled flexor withdrawal). This
pattern underlies deep flexion at the hip, knee and ankle and
utilizes the iliopsoas muscle. It is the most efficient muscle
patterning for lifting the leg and is useful for establishing hip, kneg
ankle alignment with efficient muscle sequencing.

Caringfor your knees

» Minimize impact on the front of the knee.
 Check hip, knee, ankle alignment in all positions.
* Learn the structure of thejoint; visualize it clearly.
« Stand with the weight through the center of the joint.
» Massage the thigh muscles to equalize pull on the patella
and thejoint.
e Listen to pain at ajoint; never stretch ligaments and tendons.
 Baance the use of the front and back surfaces of the legsin
walking.
* Equalize use of hip, knee, ankle in flexion and extension.
» Know that the kneeis a transition between the hip and the ankle.
» Relate pain at the knee to alignment of the whole leg and body.



TIBIA AND FIBULA:
The Lower Leg

Theftibiaisthe straightest bonein the body. It isareceiving bone, with  Below the Knees
o wpped surfaces to conne_ct with _the two bal I_s of the femur above. When 1 was twelve yearsold and in sixth
Beaw, it creates an archway with the fibula to receive the top bone of the  gradeat a country school in Illinois, | was
ake the talus. Thus, its role is to transfer weight from the femur to the  in tiff competition with a boy for who was

foct The tibia i braced laterally by its companion bone the fibula; the  {eaaetomeschothe Lauld boat
fibua does nat articulate with the femur at the knee. At the ankle, thetibia  desk, swinging myfeet (which never
aestes the medial two-thirds of the socket, and the fibula the lateral one-  fouched thegroundin thetall chairs

. ) . throughout grade school). | watched him
third. The talus bone of the ankle excursions forward and backward inthe  receive his 100% spelling tests, and would
wonder if it was easyfor himor if he
worked hard to learn. Hewas alwaysgood
and very interested in pleasing the teacher.
One day on the playground, | went up to
him -1 don't remember why - and kicked
himashard as| could in hisshins. | ran
back in the building to the top of the stairs
and looked out the window. There hewas,
crying in pain with all the other children
laughing. | wasfrozen, watching. No one
ever saidaword about it to teachersor
parents. But he stopped getting good
grades, and | moved away.

Photograph: Bill Arnold
"Feet and Sandals"
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Tibia and fibula

102

curved archway as the foot flexes and extends in movements suh as
walking. The ankle is considered a hinge joint, with two-dimendond
movement. The talus also works as a gliding joint, articulating as ae of
the seven tarsal bones forming the arch of the foot with the madasds
Their collective action provides the capacity for three-dimensiona
mobility of the foot; warm-ups which locate "circling the ankle" at te
hinge joint between the tibia, fibula, and the talus, risk dretching
ligaments and losing stability at the ankle. Both the tibia and the filda
rotate dlightly around their own axis in relation to movement of the tdus
in locomotor activity. They are woven together by the interosseous
membrane, an interlacing of fascia which gives lightweight support
between the two bones.

"Shin splints' is a common term for many types of stress of the mude
bone, and interosseous membranes of the lower leg. Allowing the sidle
rotation of the tibia and fibula in vigorous activity massages the
interosseous membrane and keeps fluids moving through these tissues
Exercises which repeat flexion and extension of the muscles of the love
leg over a long period of time can fatigue the muscles beyond resliency
and cause tearing or fracture of tissues. Balancing reflexive musde
contraction with generalized movements, rest, and muscle gretching (nat
tendon stretches) reduces the likelihood of injury; massaging musdes
before and after use, allowing rotation of the bones of the lower legsin
movement, and equalizing flexion at the hip, knee, and ankle joints
reduces stress. Efficient postural alignment underlies ease of movement
throughout the body. One task is to listen when the body speaks sgns of
fatigue, and respond before injury occurs. ¢



Tracingthetibiaandfibula

Seeted on the floor: Trace the tibia of your right leg, from the knee to
the ankle. Begin by feding the two sockets and their connection to
the balls of the femur.

O Continue down the tibia (your "shin" bone) feding the width as
wdl as the length of the bone.

O When you arrive at the ankle, trace the bottom of the tibia, the
inner malleolus, and continue around to fed the cupped surface of
the ankle joint. Here you will meet the fibula, the outer malleolus,
which forms the lateral one-third of thejoint. Pincer up the outer
malleolus and continue along the fibula until you reach its
connection to thetibia, below and lateral to the knee. Fedl how the
fibula supports the knee and the ankle.

O Move your fingers to the space between the two bones and
massage down the interosseous membrane which weaves the bones
together. This may be quite sore for some people; use a firm but
sengitive touch. Repeat with the other leg.

With a partner: The person touching is seated on the floor, and the
person being touched lies in constructive rest. Supporting the back
of the knee and holding the heel with your hands, carefully lift your
partner's leg and drape it over your leg, the knee supported on your
thigh. Always be sure that the leg is aligned between hip, knee, and
ankle; no twisting at the joint.
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Right foot, pointed; right foot, flexed
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Rotating the tibia and fibula

On your own: Place your forearms parallel to the tibia on one sde,
and the fibula on the other. Your elbows will match the knee and the
fists of your hand the two malleoli.

O Hex your ankle, drawing the toes towards the front of your shins,
and rotate your arms around themselves so the back of the arms faoe
each other. Thisis the motion, in exaggerated form, of the tibia and
fibula as you flex your ankle; the bones rotate dightly, around their
axes, towards the front to allow the talus bone of the ankle to move
to the back.

O Now, point your foat, extending the toes and foot towards the
floor, and rotate your forearms so the belly of the arm comes
forward. Thisis similar to the rotation which happens in the tibia
and the fibula to allow the talus to move to the front of the ankle for
support. Do this several timesto clarify the image. As the foot flexes
the bones rotate around their axes to the front to allow the talus to
move back; as the foot points, the bones rotate out allowing the talus
to move to the front of the ankle. Touch the talus as the foot points;
fed it disappear behind the tendons as you flex.

O Repeat on both legs.

O Stand. Bend your knees (we will refer to thisas aplie - a French
term in dance meaning to fold), flexing evenly at your hip, knee, and
ankle while keeping the spine on vertical.

O Extend your knees until the femur balances vertically on the tibia
O Fal forward with your plumb line until you go up to balance on
your toes (areleve in dance terminology).

O Repeat, imaging the movement of the talus back as you plie, and
the rotation of the tibia and fibula outward and the talus moving
forward as you releve.

O Move your arms with the rotation like the legs to help clarify the
movement. Repeat slowly until this patternis clear. Therotation in
the tibia and fibula is quite small. It makes a tremendous difference,
however, in the efficiency of movement in the lower leg. This natural
rotation helps in absorbing the shock of impact in running and other
high impact sports; and it massages the interosseous membrane,
pumping the fluids, and bringing oxygen, removing waste in the
hard working leg muscles.

O Take awak and fed the movement in the lower leg as you reach
forward with your hedl (flexion of the ankle) and push of behind
with your toes (extension of the ankle).



FEET

The feat are our base of support and our connection to the ground.
They contain many nerve endings for sensing and responding. Shoes,
concrete, flat sidewalks, elevators and escalators encourage most of us to
lose the articulate sensitivity which our feet possess. In the insect world,
the feet are tongues for the moth! Our feet receive and express our
connection to our environment. They spread the weight of the body to the
ground, give stability and mobility to our base, absorb the shock and
impect of motion, and give articulation and refinement to our movement
and gesture. Our feet constantly inform us of the stability of our base.
Whether we are on a boat or on land, on sand or on rocks, safe or
uncertain, they respond accordingly.

There are seven tarsal bones in the ankle. They alow circular move-
ment with maximum stability and a minimum of musculature (imagine if
our hip muscles were at our feet!). Each irregular bone surface slides
minutely over the next to collectively provide range of motion. The
uppermost ankle bone, the talus, is braced between the two bones of the
lower leg, the tibia and fibula. It is allowed to move forward and
backward with each step, like ice swinging between ice tongs, adding to
the overall leverage of our striding gait, and assisting the tibia and fibula
in their slight rotation to reduce impact at the knee. The talus feeds
directly forward into the navicular bone, the three cuneiform bones, the
first three metatarsals, and then to the first, second and third toes.
Coallectively, this structure creates the "ankle foot," levering support from
the firgt three toes to the front of the ankle. Returning to the talus, the
weight also transfers posteriorly to the calcaneus or "heel" bone. The talo-
calcaneo joint has three roughly curved surfaces, corresponding to the
three planes of movement, and allowing for subtle adaptation to uneven
terrain. Stress is absorbed through this joint in small doses before traveling
up to the ankle, knee and pelvis. The calcaneus also connects forward to
the cuboid bone, the fourth and fifth metatarsals, and the fourth and fifth
toes (the big toe has two bones forming hinge joints, whereas al the other
toes have three bones each: a total of 14 phalanges per foot). This con-
nection from calcaneus to cuboid to metatarsals to toes is called the "heel
foot," giving support to the posterior surface of the ankle. Thus, in
standing and in movement, when al five toes are engaged, the ankle
receives support at both the front and back surfaces. All of the bones of the
foot work together to create the horizontal and longitudinal arches, which
cushion and give spring to our step. The levering from big toe to hed is
also avital part of our powerful walking stride.

Costume Design: Kristen Kagan
For choreography and performance
by Andrea Olsen
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Slow Down

| was advising a student who was
determined to be a professional dancer.
She had attended a performing arts
high school, and had distorted her body
in every conceivable way to force it into
a "perfect" dancer's mold. Stress was
part of her working process. She broke
her foot (fifth metatarsal) four weeks
before her senior concert. Rather than
cancel her performance, she made new
work based on her injury. She began a
dance in a chair, following authentic
impulses in her body. Her work
changed completely. Because she
couldn't stand, couldn't rush, she had
to listen to her body. Movement that
had been superficial or imitative, was
filled with personal feeling and wul-
nerability. Sowing down allowed her
to move.

Foot: |eft lateral view in illustration
Foot from above
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Ankle foot: 1st, 2nd, 3rd toes to 1st, 2nd,
3rd cuneiforms, to navicular, to anterior

support of talus. Tibia

Heel foot: 4th and 5th toes, to 4th and 5th
metatarsals, to cuboid, to calcaneus, to
posterior support of talus.

2nd Cuneiform
3rd Cuneiform

Distal phalanx
Middle phalanx

Proximal phalanx (5th toe) s o

Thefoot has arolein communication and emotional stability aswdl as
in functional support. Instability of the base of support is disorienting, as
anyone who has had a broken toe or foot bone will attest. Proper caread
attention to the feet can affect such far reaching problems as pain a te
knee, hip, sacroiliac joint, or spine, organ stress, headaches, and gaad
malaise. Massage the feet, walk barefoot on a variety of surfaces, sadtize
the skin by gentle brushing, circle the toes and notice the difference! «



F oot massage
15 minuteseach foot

Seated, place one foot on top of the other, or find a comfortable Note:

position for working witn the foot: Themorestableour base, themorerelaxed

O Cirde the little toe with your hand. Move all three phalanges of our centrath)oifnts; fasout: tﬁ_seisseé:ure,dthe
; ; ; ; - ; ; center can befreefromholding and ready

the toe collectively in their socket, like stirring a bowl with a big for movement. Observe.

spoon. Move slowly and focus on the bones rather than muscle.
Continue through al five toes.

O When you have finished with the big toe, walk your fingers along
the firs metatarsal. Then pulse your fingers in the soft tissue
between each of the five metatarsals, placing the fingers on the top
and the thumb on the bottom of the foat, like pincers. Use both
hands if necessary; you are encouraging equal and even space
between the bones.

O At the fifth metatarsal, walk your fingers up to the cuboid bone,
which is a squarish bone above the fourth and fifth metatarsal.

O Continue across the arch of the foot and fed the third, second,
and firgt cuneiforms. Above these, trace the shape of the navicular
bone, the center of the arch, and its connection to the talus of the
ankle. This grouping of bones, the first second and third toes, their
metatarsals and cuneiforms, into the navicular and the talus is
cdled the "ankle foot" because it supports the ankle from the front.
O Move your fingers back to the cuboid bone, on the little toe side
of the foot. Move from there to fed the large calcaneus bone which
continues al the way to become your hedl.

O Trace the connection between the calcaneus and the talus. The
levering from the fourth and fifth toes to the cuboid bone, to the
calcaneus and up
into the bottom and
back of thetalusis
caled your "heel
foot" because it
gives support to the
ankle from the back.
O Now, hold the
entire foot in your
hands and massage
it through the soft
tissues. What fedls
good iswhat you
want to do! Take
your thumbs and
press on the bottom
of the foot from your
hedl to the toes,
along the longitu-
dinal arch.
(continues)
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O Next, place your thumbs firmly on the calcaneus and massage
with one stroke, from your hed to the toes.

O Hold your calcaneus and circle the toes by moving the hed;
observe the movement through the tarsals, metatarsals, and toes.

O Place one arm under the back of your leg; let the fordeg rdax ad
fold over your arm. Gently jiggle the leg in the hip socket.

O Place your foot close to your pelvis and relax the other leg so your
hips are squarely on the floor. Fold your torso forward towards your
fet, for a gentle stretch of hip and back. As you hang in this posi-
tion, place your hands on your lower back area - your "breathing
spot" (between pelvis and ribs). Fed the skin and muscles of the
lower back moving under your hands with each breath.

O When you are ready to come up, press your sitz bones into the
floor. Allow your weight to pour down into your pelvis to bring the
spine sequentially up to vertical; press down to come up.

O Open your legs and hang over each one. Seeif thereis any
difference in the amount of stretch. Move through the transition from
floor to standing. Fedl your feet and legs.

O Do the other side. Stand.

O Wadk, reaching with the heel, pushing with the toes.
O Run, feding the articulateness of the feet.

Foot massage with a partner: same position as lower leg massage.

| ntegration of the pelvic girdle: feet to pelvis

5 minutes

Seated on the floor, soles of the feet pressed together, spine and

head vertical:

O Fed or image a connection between your big toes and your pubic
symphysis. Add pressure between the big toes and gently rock on the
pelvisto fed how the bones relate. Relax.

O Feel/image a connection between your second toes and your
ischia tuberosities (stz bones). Relax.

O Feel/ image a connection between your third toes and your hip
sockets. Relax.

O Feel/image a connection between your fourth toes and the back of
your pelvis: the sciatic notch and the sacrailiac joint of each pelvic
haf. Relax.

O Feel/image a connection between your fifth toes and your

iliac crests.

O Feel/image a connection between the soles of your feet and the
hole in your pelvis.

O Stand and fed the connectedness of your feet to your pelvis.



| ntegration of the pelvic girdle: chair work OO0

Trangtion from sitting to standing; collective action of thejoints:
Serted on a straight-backed chair, feet in parallel flat on the floor,
ams dropped by your sides on their plumb: Check parallel
dignment of the legs by tracing a line from your second toe, up the
center of the ankle, to the center of the knee, to the hip socket of

each leg.

O Pressing the Ieft leg into the floor and the sitz bones into the chair
for support, lift the right leg from your iliopsoas. Swing the leg open
to theright like a barn door opening. Swing it back to parallel and
place the foot on the floor. Repeat with left leg.

O Lift both legs, open side and return to center. Use the sitz bones
asyour fedt.

O Stabilizing the left leg, lift and open the right leg to the side.
Touch your right greater trochanter with your hand and fed the
knob move towards and away from your pelvis as you open and
close. Now, rotate the greater trochanter down towards the chair
and let your foot come up, like twisting a screwdriver. Bring your
leg back to parallel and place on the floor. Repeat with I€ft leg.

O Lift the right leg and begin moving the leg by following your
little toe. Then your fourth toe, then the third, second, and finaly let
your leg move by following the big toe. Return to parallel and place
on the floor. Repeat with left leg.

O Open both legs to wide position, put your feet on the floor, and
stand by pressing your weight down into your feet to stand up. Sit
and return to parallél.

O Stand from parallel. Check hip, knee, ankle alignment as you
move. Fed your way of moving from seated to standing. Think how
many times we do thisin a day!

O St again. Thistime, lead by reaching forward with your
conehead, and allowing one foot to be dightly in front of the other
for leverage. Sit down by reaching with the tail. Repest this severa
times. See how efficiently you can lever your weight to standing by
reaching with the head, shifting the body weights, and pushing
down into the floor to stand, and then to walk.

O Lying on the smooth floor near awall in constructive rest: Lift
your feet and place them against thewall. Be sure thereisaclear
path behind your head; then push yourself away from the wall by
levering through al your joints. Repeat several times.

Then stand and jump. Push against the floor to go up; absorb the
shock of the landing by sequentially flexing the toes, ankles, knees,
and hips.
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Specifically for dancers: releve

* Releve, or rising to the ball of the foat, is both a process and a
position. It is an extension of the length of the leg and the height of
the body by pushing down into the earth to rise. In the process of
releve, you establish parallel or rotated alignment at the hip,
through the axis of the leg, down the center of the ankle. Twigting, or
faling to the inside or outside of the ankle or foot (rotation,
pronation or supination) is dangerous in weight bearing. In can be
chosen as a gestural touch when the foot isin the air, such asa
beveled ankle, but the structural alignment needs to be established
before contact with the floor.

O Stand in parallel facing a barre or chair for support through
your hands.

O Demi plie. Hex or bend the hip, knee and ankle equally; fed the
depth of your plie through the muscles, without pushing into bone
limit, which can injurejoints. Observe the alignment of hip directing
the knee over the ankle and toes.

O To extend, push your fedt into the earth, using the hedl, ball and
toes equally until the bones are vertically aligned; the knees are
"straight" but not locked.

* Images are used in classes to facilitate the illusion of lightnessin
releve, such as "lifting from the top of the head.” The mechanics,
however, involve pressing down into the ground to lever the body
up, as the center of gravity shifts subtly forward over the ball

of the foot.

O Move dowly and look down to observe the energy line traveling
in parallel position from the toes through the ankle and knee

to the hip.

O Repeat slowly several times. Establish a clear, consistent path
from the second toe through the talusi.e., no wobbling side to Sde.
Thisis a good exercise to do immediately after a minor strain of
knee or foot; it realigns the axis of the joints and removes confuson
in nerve pathways. Do not use if painful. When the legs are rotated,
asin first position, the process is similar. Increased rotation at the
hip is added for stability in the shift of weight in releve.

O Fed your center of gravity return over the center of your basein
standing position.

 Balance in releve is an energized position with the bones giving
primary support. The toes and the metatarsal ends create a platform
for releve. Too much forward arch reduces stability to the front
(overstretched ligaments), too little arch keeps you from arriving
securely at the platform.

O Fed your own releve. Asthe tarsal bones dign verticaly, the
talus is the connection to the tibia and fibula. If the talus presses
forward, you lose stability; if it staystoo far back thereis
insufficient arch for bone balance on vertical. Strength-building



occurs during the process phase of releve; sensitivity to bone
baance occurs in the positioning. Remember to fed support from

the hed foot and the ankle foot for back and front leverage in releve.

O Lower, feding your heels connect to the floor; the image of
"kissing the heels to the floor" helps sensitize your awareness to
this important phase of alignment.

* Repeated plies and releves, flexion and extension in quick
succession at a high speed, can cause contracture of the muscles, a
date of overfatigue resulting in loss of responsiveness. Jumping
becomes dangerous. Often we warm-up so extensively, that our
muscles are already close to contracture before we begin rigorous
dancing. To avoid this problem, include muscle stretch and full
bodied movements emphasizing varying qualities to allow
resliency in muscle tone. Observe the effect of warm-ups and
classes on your body responsiveness.

Efficient performance preparation includes:
* Alignment sensitivity
» Warming of joints and tissues

* Full body integration and concentration

One well-known modern dancer accomplishes al of these tasks
by doing a single grand plie before performing.
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Drawing: Harriet Brickman
"Swollen River Series"



JOINTS

Joints are the connections between bones. They provide the space
where one bone surface articulates with another for transfer of weight and
eayy. The shape of a joint affects its function. The function is affected by

its shepe.

All thejoints in the body are involved in compression in weight bearing
(decreese in the space between the bones), and elongation when being
dretched (increase in the space between the bones). For example, thereis
compression between the femur and the tibia in standing; there is
dongdion between the same bones if you are hanging from a trapeze.
There is compression in the shoulder joint in a handstand; elongation
when you walk down the street. Joint receptors of the nervous system
condartly feed proprioceptive information into the brain monitoring al
thejoints in the body. This information can be made conscious by focused
atention on the joints. Do a body scan, and fed your joints in the posi-
tionsthey arein right now.

Joints participate in the dialogue between movement and stillness, fdling
and baance. The space between bonesiis the opening which allows mohility.
There are three main structural classifications of joints: fibrous, carti-
laginous, and synovial. In fibrous joints, there is no joint cavity and the
bones are woven together with fibrous connective tissue. Some fibrous
jaints such as the sutures of the skull, emphasize maximum stability and
minimum mobility. Others, like the connections between the tibia and fibula
of the lower legs, or the radius and ulna of the lower arms, are woven
together with interosseous membrane and permit greater movement. In
cartilaginous joints, there is no joint cavity and the bones are tightly
connected by cartilage connective tissue with supporting fibrous tissue. In
the joints between the bodies of the vertebrae of the spine, the connective
tisue is a broad flat disc of fibrocartilage covered with fibrous tissues and
four layers of ligaments. This alows considerable mobility of the spine
while protecting the spinal cord and maintaining the vertical axis. The pubic
symphysis is similarly connected with a fibrocartilage disc. In the
cartilaginous joint between the epiphysis and diaphysis of the growing
bone the connection is immovable and disappears when bone growth is
complete Synovial joints include cartilage-covered bone ends articulating
within a fluid-filled fibrous capsule lined with synovial membrane.
Synovid fluid nourishes and Iubricates the joint. Ligaments connect bone to
bore and cover the joint capsule. Mogt of the joints we fed when we move
our body are synovia joints: ball and socket joints of the shoulders and
hips, hingejoints of the knees, ankles, elbows, fingers, toes, jaw; the gliding

24

BodyLogic

| was visiting a friend who was a
mechanical engineer. Hehad broken his
ankle many weeks before, and it was
slowin healing. 1 asked if he knew
anything about the bones and ligaments
which comprised thejoint. He admitted
that he hadn't asked the doctor, hadn't
looked in a book, and didn't really want
to know. He also assured me that the
ankle was an outmoded joint, which was
structurally inefficient and conse-
quently dangerous. He did, however,
want to be better fast. | began a detailed
foot massage, traced the bones, felt the
tissuescarefully, and described the
structure of the ankle and its relation-
ship to thefoot and the knee. | also
massaged the soft tissues between the
tibiaand fibula, checked the axisfrom
foot to hip, and observed hiswalking
pattern. What became amusing and
interesting to us both as we worked, was
that he had never considered that there
wasa logic to hisankle, or that his
movement patterns could affect his
structure.
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Arthrometric Model

Developed by
John M. Wilson, U. of Arizona

1. Central zone: Cartilaginous joints of
the lumbar, thoracic, and cervica
segments of the spine
Function: Body positioning

Motionin al directionsis available, but

the range of mation at any singlejoint

siteislimited. Motion of the vertebral
column must therefore be cumulative,
creating and promoting positional
changes in the relationship of the torso
tothe pelvisand vice versa. Thisis
axial motion, distinct from locomotor
motion which the limbs are equipped
to carry out with their synovia joints.

2. First perimeter: Synovia joints
Bdll and socket
Function: Direction
Note that only thesejoints, which are
triaxia in biomechanical terms, arein
position to direct the limbs into three-
dimensional space as the positioning
center has predisposed the movement
toward fulfillment.

3. Second perimeter: Synovia joints
Hinge (elbow is hinge and pivot)
Function: Range of movement

These biaxial, weight bearing joints

cannot alter direction, but fulfill range

of motion.

4. Third perimeter: Synovid joints
Elipsoid, gliding/sliding
Function: Movement refinement
and shock absorption

Again, biaxid joints, but small and

capable only of refinement, not

alteration of the direction into space
aready established.

5. Peripheral zone: Synovid joints
Hinges, elipsoids, saddles
Function: Articulation,
manipulation, and indication

Note: The two "zones," central and
peripheral, incorporate body segments
that articulate by means of many
cooperative joints. in column formin
the central zone; arrayed in close-pack
and radial form of the hands and feet
in the peripheral zone. By contrast, the
three perimeters intersect the articu-
lating centers of particular joint sites.
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Center Central
of @ zone
gravity

Peripheral
zone

and dliding joints of carpals of the wrists and tarsals of the feet; pivot joints
of the atlas on the axis, and the radius with the humerus; and the sadde
joints of the thumb to first metacarpal, and big toe to first metatarsal.

If we use as a guide the Arthrometric Model described by John M.
Wilson,* we see the relationship between structure and function. We begin
in radial symmetry, with arms, legs, head and tail extended out from a
center of the body corresponding to the center of gravity. In this postion
we can observe the patterning of joints and their sequential functioning in
both movement efficiency and aesthetic expression. As Wilson says,
"Whole body motion fulfilling both standards of efficiency and expressive
beauty always originates at the center where the function of position
(torso-pelvic relationship) is established, flows outward through the
direction-giving joints of the hips and shoulders, through the elbows and
knees, the ankles and wrists and at last the hands, feet and head."

We can bring awareness to the joints of the body by focusing on the
bones themselves, or on the spaces between the bones. Our goal in
alignment of the joints is even and equal distribution of weight and force
throughout the body.

* For further information on the Arthrometric Modd, see John M. Wilson's, A
Natural Philosophy of Movement Styles for Theatre Performers (Doctoral dissertation;
the University of Wisconsin-Madison: 1973) pp. 122-129, or articles cited in
bibliography.
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Arthrometric Model*

10 minutes

Standing: Focus on the central zone of the body - the cartilaginous
joints of the spine. Stabilize your spine and move your periphery
(arms, legs, hands, feet). Stabilize your periphery and move your
spine. Fed how the positioning of the spine affects al other body
movements.

O Bring your focus to the ball and socket joints of the shoulders and
hips, the first perimeter of the body in the Arthrometric Model. Use
your hip joint to determine direction of movement. Move sideways,
initiating at the hip; backwards, forwards. Notice how you open
your leg, rotating at the hip joint to move efficiently to the side; how
you open your shoulder to reach something behind you. Feel how
the direction of movement is established by the ball and socket
joints of shoulders and hips.

O Focus on the hinge joints at the elbow and knee, the second
perimeter. Position the spine, establish direction at the hip joint, and
dlow the range of the movement to come from the elbow or knee.
Move forward with atiny step; a huge step. Reach your arm
towards someone eagerly; reach hesitantly.

O Bring your awareness to the gliding joints of the wrists and
ankles, the third perimeter. Fed the movement refinement and
shock absor ption which occurs through these small bones. Jump
and land through the bones of the feet. Fal into awall catching
yourself with your hands.

O Begin to move the hinge joints of your fingers, toes, and your jaw
in the peripheral zone. Speak through movement with these joints of
articulation, manipulation, and indication.

O Run or move quickly in the space you are in, dodging objects or
other people. Let your joints work for you. Experience the
articulateness of the whole body.

* Tam developed by John M. Wilson.
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Drawing thejoints
15 minutes

>Draw asimple stick figure, appendages radiating in an X from
center. Identify the center of gravity. Indicate the joints of the body:
spine, shoulders, hips, elbows, knees, ankles, wrists, fingers, toes,
and jaw.

> Draw acircle around the central zone of the body, equidistant
from the center of gravity. This central zone includes the
cartilaginous joints of the spine and their function, carried out by
theiliopsoas and abdominals, is to integrate and position the body
for movement. All of the other joints we identify will be synovia
joints.
> The circle of the first perimeter passes through the shoulder and
hip sockets; these are ball and socket joints (with three-dimen-
sional movement) and their function in the body is to establish
direction of movement.
> The circle of the second perimeter passes through the elbows and
knees; they are hinge joints (with two-dimensional articulation) for
fulfilling the range of movement.
> The circle of the third perimeter passes through the gliding joints
of wrists and ankles, allowing movement refinement and shock
absorption.
> The circle of the peripheral zone passes through the small hinges
of the fingers and toes, and their function is articulation, mani-
pulation, and indication. Include the jaw in this zone.
O Look at the drawing. Stand with your body in this position and
image each zone radiating from center.



Moving from thejoints
15 minutes

Lying in constructive rest: Begin articulating your skeleton with
your awareness on the joints. |mage the spaces between the bones,
rather than the bones themselves. Begin with the toes;, move from
the hinge joints of the toes. Move from the gliding joints of the
seven tarsal bones of the arch and ankles. Move from the space
between the tibia and fibula of both legs. Follow any movement
that comes. Do a dance of the hingejoints of the knees; fed their
two-dimensional movement of flexion and extension around the
curved surfaces of the balls in their sockets.

O Explore the full range of movement in the hip joints. Image the
fluid lubricating the surfaces. Bring your awareness to the fibrous
connections at the pubic symphisis and at the sacroiliac joints.
Explore the collective action of the cartilaginous joints of the spine,
with one disc between each vertebra. Fed the fluid within the
spina column. Move from the pivot joint between the atlas and
axis, then from the rocking action of the occipital condyles of the
skull with the atlas. Articulate the hinge joints of the jaw in their
fluid-filled capsules. Remember the discs.

O Go to the connection between the manubrium and the clavicle,
the joint which connects the shoulder girdle to the sternum and
ribs. Move from this important joint. Explore the full range of the
bal and socket joint of the shoulder. Follow any movement
impulses you find there. Fed both the hinge and the pivot at the
elbow. Do a dance of the elbow joints. Move the radius and ulna;
connect this to the elipsoid and gliding joints of the wrist.
Articulate the hinges of the fingers and the saddlejoint of the
thumb. Move from al thejoints in the body.

O Come to standing. Bring your awareness to the bones, then to
the spaces between the bones, then to the fluid which fills the
gpaces. Begin to jiggle the body by moving through the synovial
fluid. Let everything move; remember your jaw and neck, the
bones of your feet. "Hang out" by jiggling the synovial fluid
within the joint capsules. Freeze thejoints and try to move. Return
to moving from your synovial fluid.

O To finish: Move from the bones; move from the spaces between
the bones; then move from the joint fluid. Notice how the change
in focus makes a change in movement.

Bima, a Javanese Wayang's (puppet)
"shadow." A rigid body and sx
movable parts are worked by three
rods, but manipulated with great
vitality and nuance in elaborate
ritualistic performances.
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NERVOUSSY STEM:
Body Listening

DAY

The nervous system governs the activities of
the body. It works in conjuction with the
endoaine system to direct and supervise body
fundioning. The functional unit of the nervous
gdam is the nerve cell (neuron) characterized
by its ability to generate and conduct electro-
damicd energy forms called nerve impulses. C17
Tre centrd nervous system (CNS) includes the
rave cdls within the brain and spinal cord. The
peipherd nervous system (PNS) is comprised /
of bundles of sensory and motor nerves which | 1112
rediate from the brain and cord and reach to al
pats of the body. Within the PNS, the nerves
extending from the brain are called cranial

naves

There are two further distinctions within the | 515 ”” A
7/

navaous system which are particularly useful to
ar dudy, the somatic and autonomic nervous
gydems The somatic nervous system receives,
interprets, and responds to information related
to both our inner functioning and our outer ',
environment. The autonomic nervous system is / il
responsible for our internal functioning. It '

dfeds the smooth muscle and glands of the vital

organs (viscera) necessary for survival,

induding the lungs, the heart, and the digestive and reproductive organs.
The nerve cells for the autonomic system are considered part of the
peripheral nervous system, and gather in ganglia (collections of cell
bodes in specific sites throughout the body. Concentrated groupings of
these ganglia can be found in the area of the body along the front of the
lumbar spine, interweaving with two muscles, the crus muscle of the
digohragm and the iliopsoas, so important for integrated movement. The
autonomic (visceral) nervous system is often referred to as the "belly
bran" in movement training techniques, and is considered to be the
location for "centered” energy. The dialogue between the somatic nervous
gygam - which is involved in our interaction with the outer world, and
the autonomic nervous system - which is concerned with inner
functioning, is fundamental to an integrated experience of the body -

body listening.

. /f 2 ;
naves and those from the cord are called spina ‘ S . / ,

Cerebrum
Cerebellum
Brainstem

Cranial nerves
(12 pairs — not
shown)

Spinal cord

Spinal nerves (31
pairs) radiating
between
transverse
processes of each
vertebra

Pedacles of
vertebrae
(cross section)

Cauda equina

(horse's tail)

' Coccygeal

HamithV

Schema of central nervous system
(CNS) showing exiting of the
peripheral nerves, posterior view,
head rotated
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Release

| have been hysterical only afew times.
Once, | had shown a dance created for
studentsat a choreographic competition. It
was important to me, and | was eager to
hear the response of the "judges’ (adju-
dicators). They began by telling me that |
had good dancers, but that they ooked
"emotionally repressed." They continued to
tear the piece to shreds as my students sat
around me listening. | began to cry -
which was not the proper response. Asl
left, my students were angry at the attack
on their work, but | was numb. When | got
to the house of friends, | lay down on the
floor and cried for many hours. My feelings
seemed way out of proportion to the event,
but | could not stop. | felt every criticism |
had ever heard, and alsofelt my intense
need for approval. As| cried, my body
twitched uncontrollably. | was cold, and
wrapped myself in a blanket. At the same
time | had the strange feeling that | was
observing the whole scene from a distance.
My friends eventually got worried, and
encouraged meto call a therapist who
knew my work as an artist. The woman
heard my story on the phone and said,
"Sop. Sop crying." It was likea dap in
the face. "You can come back to these
feelings at another time, but right now, you
should stop.” And after a pause, "You've
had enough. You might drown in your
feelings.” | had expected to be consoled.
Instead, | stopped. | hung up the phone
and washed my face. | learned that | could
shift my mind. Later, | worked on the
feelings involved in the experience.
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The autonomic nervous system is also divided into two parts, the
sympathetic and parasympathetic nervous systems. The sympathetic is
activated when it is necessary to focus the body towards activity ad
survival, for example, in an accident, or during a race or peformance.
Stimulation of the sympathetic nervous system results in increased
activity of the heart and lungs, and decreased activity of the digegtive
organs. Thus, when we are about to give alecture, or run arace, our heat
rate will speed up, while digestion is put on hold. The parasympathetic
nervous system, on the other hand, is activated when the body is ready to
relax and digest and there is time for integration, for example after a kg
meal. In this situation the heart rate and breathing slow down, and the
digestive system is activated. A daily balance between activity and reg is
fundamental to the healthy functioning of our internal organs. We dl
know the situation, however, of eating a big meal and then running df to
a meeting or a physical work-out. In this case, the nervous systems ssd
contradictory messages. The parasympathetic nervous system is activaed
to stimulate the digestive system for integration, and the sympathetic
nervous system is activated to deal with high level functioning in the
world. One physical result of these conflicting messages which is eadly
recognized is indigestion. If this imbalance is a constant occurence, the
further result is nervous system exhaustion as the various components
function inefficiently and are denied time for recuperation through res.

Individuals who are under constant stress, or who have been "on
guard" for prolonged periods (such as war veterans, students during
exams, mothers tending young children, or children of alcoholic or
abusive parents) often find it hard to regain a balance between the
sympathetic and parasympathetic nervous systems. For many of usitis
difficult to establish a situation which allows enough time, trust and
relaxation to activate the impulse for rest, digestion and integration. Pat
of the process of healing the nervous system is to establish an envi-
ronment where it is al right to let down and to be supported, without the
pressures of alertness for survival. In some healing situations, such as
working with an abused child, the individual may never have known a
safe state, and the process is one of introducing the experience of
relaxation to the nervous system. Within a safe context, the body will find
its own natural rhythm between activity and rest. In bodywork the
balance between introducing new information to the body, and alowing
time for rest and integration is essential. Similarly, it is important to
establish an environment that is conducive to a calm state. Sometimes if
bodywork is quite deep, or threatening in any way to a sense of safety or
stahility, the autonomic nervous system will be activated for protection.
This may result in increased blood flow to the vital organs and a sensation
of cold in the periphery or in the whole body. It is useful to have a blanket
available for additional warmth and to be aware of this important sgnd
of body overload. It is better to reduce stimuli in this situation until the
body has stabilized and is ready to continue; it is rarely useful to push
through signals from the body which say "enough.”

There is a dialogue between the somatic nervous system and the
autonomic nervous system. As we receive information about our outer



environmat and make choices between activity and rest, we are affecting
ad dfeded by our inner environment. For example, if we are making an
impartart decision, our stomach may become upset; if we are experiencing
iliness or indigestion, our involvement in activities may be affected; if we are
inawam, invigorating environment, we might feel energized. To a certain
edat, we can affect our health by the choices we make moment by moment;
ar choices of environment, of work patterns and of relationships are among
the meny aspects which affect our well-being.

THE NERVOUS SYSTEM AND MOVEMENT

For movement to occur, there must be a signal, or impulse, from the
o cortex of the central nervous system to activate the muscle fibers.
Although little is understood about the details of brain functioning, the
revas sydem gives the commands and the muscles work to carry out
tre tasks a hand. Reflex patterns, like lifting your hand df of a hot stove,
axur through a reflex arc - the sensory nerves send a signal to the spinal
ad (denge: this is hot), the interneurons connect the message through
the soind cord to the motor nerves, and an impulse is sent to the muscles
of the hand and arm to respond (move your hand!). In a reflex arc the
regoonee is carried out at the level of the spinal cord, while the brain is
barg informed of what has occurred: you move before you are aware
whet has happened. In more complex motor patterning, such as riding a
kigde or typing, the learned movements are initiated and coordinated by
vaious components of the brain. In a simplified view of motor activity,
the dedison to move is initiated in the cerebral cortex (I'm going to do a
movement), the movement is begun and smoothed out by the basal
gadia (I'm doing the movement now), and then it is further refined and
coordinated by the cerebellum (how efficiently can | do it?). These
movemat centers work in conjunction with other aspects of the brain.
Tre cerebdlum is also responsible for constant, instantaneous correction
of evey movement, and for maintaining muscle tone throughout the
body, ensuring that muscles are able to respond when called to action.
When we learn a new movement, or change an old pattern, like learning
to uee a new keyboard on a computer or learning to ice skate for the first
timg the nervous system begins by using multiple, generalized motor
pethways to affect a response. These pathways are gradually refined and
the choices smplified for efficiency and speed. Thus learned movement
goss through a phase of "awkwardness” until the nervous system has
"sorted out" the most effective pathways. Once a pathway is open, the
movement pattern remains in the body (sometimes called "motor
memary"). For example, once you learn to ride a bicycle, the skill remains
throughout your lifetime unless interrupted by illness or injury.

Because of the importance of the nervous system in movement
initigtion and patterning, we can work through the nervous system
dredly to afect muscle repatterning. There are several methods used in
bodywark to affect neuromuscular efficiency. Visualization techniques
@ influence our picture of our environment and of our body, and thus
dfet our motor responses. For example, if you imagine yoursdlf in a safe,
wam place, with your head resting on a pillow, your neck muscles may

Intheyearsthat followed, | watched
several studentsgo through a similar
process. Eachtimewasa pressured
situation: A strenuous performance, a
final exam, a decision about dropping out
of school. The nervous system would be
over|oaded with expectancy and possible
judgment, and it would pass its threshold
for containment and begin to release
"uncontrollably" informs such as crying
or shaking, laughing or talking, or
extremes of heat and cold. Because | was
familiar with this process in my own

body, | was able to guide someone through

the experience. | used firm touch to bring
awareness and boundary to the body,
allowed a certain amount of timefor

release - without panic or fear, and then

would say, enough. This is enough for
now. You can come back to these feelings
at another time.

Drawing: Anya Brickman Raredon,
age6
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Theimage of a shaman, in my mind, has
always been connected with the origins of
performance. A shaman is afigure in many
"primitive" cultures who is responsible for
healing, for shaping rituals, and for
guiding the community in ceremony and
decision-making. Hisor her selectionis
often based upon unusual characteristics:
a tendency towards isolation, to visions or
epilepticfits, or to creative or healing
powers. Thebasicidea isthat the indivi-
dual has beeniill, moving beyond the realm
of the normal, and survived, returning to
share the vision with the community. Thus
they are initiated as guidesfor healing.
Thisis a journey of the nervous system:
the capacity to vision, image and perceive
realms beyond the normal senses, and
integrate the experience with daily
functioning. Not everyone needs to engage
in the self-focused awareness common to
theartist-healer. But in this view, the
responsibility isto be a guide for others
through the realms of the unknown.
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relax in relationship to the image in the mind. If you are rehearsing faa
dance performance or preparing for a ski race, you can visudize yousdf

doing the movement clearly and effectively; the mental picture wil

"rehearse" the neuromuscular impulses necessary for eficent moarat
Conversely, a negative picture or self-image, or excessive corrections @n
reinforce awkward patterns or "mistakes." For example, if you are tdd
you "turn badly," and you begin to see yoursdf in that way, when ya
come to the moment to do a turn, the negative picture of yoursdf dirg
the movement may appear, and your nervous system will repond
accordingly - you carry out the preformed image of "incorrect"
movement. It is useful to have an integrated image of your body in
motion; when corrections are given, take time to absorb the changesino
the overadl flow of a movement. When giving corrections to someone &
use language to describe an integrated body picture.

Images are useful to integrate multiple layers of an experience within a
single exercise. For example, using the image of "melting your shoudes
into the floor like butter" as you lie in constructive rest, can dfed te
release of neck and shoulder muscles and heighten your experience of
gravity. Certain images work better for different individuals due to
personal life experiences and habits, but some images have proven
generaly effective in the release of specific tension-prone areas of te
body and in the development of movement efficiency. Lulu Sweigard, in
her book, Human Movement Potential, Its Ideokinetic Facilitation, published in
1974, documents her research on the relationship of imagery to muscular
release and repatterning. In contrast to the use of imagery, one can use
directives to give a single command to the nervous system. Often, in
relaxation techniques, awareness of muscle use is established by contrast
of tension and release in various muscle groups. For example, a directive
can be given (by yourself or by a group leader) to: tighten your jaw, hdd
the tension, then relax completely; to tighten the neck, hold the tendon,
then relax; to tighten the shoulders, then relax; tighten the forearms and so
on. Especially when done lying on the floor, with eyes closed, in
systematic progression through the body, this exercise can bring
awareness of the sensation of tension and release in various muscle
groups, and it can result in overall relaxation. Its effectiveness is related to
using directives which affect muscle groups according to function. The use
of directives can be frustrating and ineffective when directed towards the
release of a single muscle in the body. Muscles respond to function rather
than in isolation. The body is unable to respond to a command to "rdesse

the sternocleidomastoid muscle” of the neck; instead, either a functiona
directive such as relax your head to the side, or a visualization or image of
relaxing your neck into a pillow, will afect the release of that muscle in

particular, accompanied by all the muscle groups involved in head
support.

Imagination exercises, such as guided journeys or experiences where
you see yourself moving in an imaginary setting, are also useful in
affecting the neuromuscular system in bodywork. An example of this work
would be the following: Relaxing, lying on the floor with arms extended to
the side and eyes closed, imagine the following: You are Sinbad the sailor



ad yau are huge. Without moving your body, imagine you are reaching
yar hand into a long, narrow cave to steal a treasure. As your hand
reathes further and further down the tunnel, it is extending and growing
logg ad longer. Your finger tips can almost touch the treasure. Your arm
ad hand dretches (in your imagination) a little bit longer until you can
Idd the treasure in your palm and bring it back. With no actual movement
of the am, imagine your hand returning, withdrawing out of the cave.
Qmn your eyes, stand up and fed the length of your arm. Do the other
ce Imaginaion can alow your fantasy to play and your nervous system
to regpond; it gives the opportunity for you to experience various body
imegss and sensations without the confines of redlity.

In my experience, there is a subtle difference in the use of visualization
tedniques imagery, and imagination; and by extension different effects
fam the words "visualize," "image,” or "imagine." Visualizing, to me,
implies a visual distance - creating a picture separate from myself;
imegng implies a visual picture, but | fed present in the experience; and
imeginng suggests that | am involved, but in a fantasy experience - that
whet | am doing is not really happening. Thus, in the context of the "To
ad' explorations in the text, | suggest that you "image yourself* doing an
adivity. Ideally, you can choose the language and experiences most
dfedive for your own work.

Center design of aNavgo rug
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Observing the dialogue between the somatic
and autonomic nervous systems
10 minutes each

In standing or seated position, image yourself in the following
situations and observe your body responses:

* You are feding sick and would redlly rather stay home and rest,
but you are going out to alively party. (or)

You really don't fed like talking to anyone, but you are in front of a
class of students, giving a lecture.

The autonomic nervous system wants to be inwardly receptive, while the
somatic nervous system is being outwardly expressive - conflict between
rest and activity.

* You are in a class and have something very important to say, but
the teacher never calls on you. (or)

You go home and want to tell your parents everything about your
life, and no one isinterested in listening.

The autonomic nervous system wants to be outwardly expressive
(increased heart and breath, churning stomach), but the somatic nervous
systemis forced to be receptive, no expression - a scenario for ulcers!

* You have something to say, and you get to tell it to your

best friend. (or)

You want to celebrate, and there is a great party going on.

The autonomic nervous system is outwardly expressive, and the somatic
nervous system is outwardly expressive - ready to be active.

* You need to rest, and you choose to stay home and read a book.
(or)

You are tired and you take a vacation by the sea.

The autonomic nervous system needs to be inwardly receptive, and the
somatic nervous system is inwardly receptive - ready to take in.

We do versions of these experiences all day long. Thereis no right or
wrong way of responding, but there is a dialogue between the needs
of our body and the outer demands of the world. Observe your
interactions throughout a day. How often do you respond to your
own inner impulses, and how often do you make choices based on
the needs or demands of others? Can you imagine a dialogue
between the two?



Visualization, imagery, and imagination

20 minuteseach

Lyirg in congtructive rest, or relaxing in any position, eyes closed:

» Viadize yoursdf doing an activity efficiently and comfortably.
For exanple, running through a park, walking camly and com-
fatdy through a room of people, having a clear conversation with
smare you care about. Listen to the sounds around you; fed the
resporsss occuring in your body; smell the scentsin the air. Later,
adLdly do the same activity. Seeif the visualization had any affect

an your experience.

* ldniify imagery that is useful to you to relax different parts of

the body.

0 Identify negative images that you might have about your body.

0 Regdae a negative image with a positive picture. Notice how this

metd change affects your movement.

* Tiy an imaginative journey: Lying in constructive rest, or relaxing
in ay postion, eyesclosed:

0 Imagine yoursdlf walking towards a door that leads to a stairway
thet goes down into the ground. Get a clear picture of the door and
the area leading to it in your mind.

0 Go through the door and begin to walk down the stairs.

Continue to walk down, further and further, until you arrive at a
battom. This may take along time.

0 Imagine clearly the place where you have arrived. What or who is
there with you? Notice sounds, sensations, smells. Spend some time
ad wander around or rest.

0 Fnd an object or an experience (talking to someone, seeing
something) to bring back up with you.

O When you are ready, leave the place you have found, and begin to
dimb the stairs. Come dl the way back to the top, and go out the
door. Begin to open your eyes.

O Notice how your body fedsin relation to the journey. Areyou

rdaxed? Tired? |s there any response?
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DIGESTION

Thedigestive system is involved with taking in, integration, and
lding go. It is one continuous tract from the mouth to the anus, bringing
damats of the outer environment through the inner environment for
digesion and absorption. The tissue itself is partially composed of
contrectile fibers to aid in the digestive process and to move the food
through the tract. A series of sphincters permit passage and prohibit
revasd of ingested food. Like breathing, digestion is an exchange with
te environment; our inner-outer dialogue affects efficient functioning.

The digedtive tract begins with the mouth: lips, tongue, and teeth. The
throat is the firgt sphincter, simultaneously opening to the esophagus and
dadng the adjacent passageway to the oral cavity and the larynx/trachea.
Treesophagus isin front of the bodies of the seven cervica vertebrae and
behid the trachea, forming the central core of the neck. (Swallow to fed
this pathway.) The esophagus and trachea provide vertical support for the
nek at the organ level. The esophagus passes between the lungs and
behind the heart. "Heart burn" is a common term for indigestion
occurring in the esophagus. It then passes through a hole in the breathing
digohragm to connect to the stomach. The diaphragm divides the torso
into two cavities, upper and lower, and forms the floor for the heart and
lungs and the ceiling for the stomach and liver. The stomach has
congderable mohility, suspended by the lesser omentum, and is capable of
extending as far down as the bladder after a full meal. The primary
fundion of the stomach is to break down food for absorption. The pyloric
gphincter oversees passage of churned food from the stomach to the small
intestine. Ninety percent of the nutrients pass into the blood stream over a
period of three to five hours while the food - now called chyme - isin the
andl intestine. The remaining ten per cent of the absorption process
occurs in the stomach and large intestine. Small capillaries remove
nutrients to the liver through the hypatic portal system. The small
intestine, commonly known as our "guts," is approximately one inch in
diameter and twenty-one feet in length, and consists of the duodenum, the
jgunum, and the ileum. It intertwines in the cavity made by the frame of
the large intestine, supported by the horizontal bow! of the pelvis and the
front of the lumbar spine; fascia (common mesentery) contributes to their
tight packing, and the abdominal sheath gives muscular support on the
front surface and wraps around to the vertebrae in back. Vessels and
nerves arise on the posterior abdominal wall and pass through the tissue
to serve the organs. The large intestine continues from the small intestine:
in the lower right corner of the pelvic bowl the residual appendix
connects, the ascending colon travels up the right side of the pelvis giving

Gut Response

| was at a faculty meeting where we were
discussing curriculum. Much reference
was being made to the elimination of
"gut courses." Danceand theartsin
general areoften included in this
catagory. | spoke: "Sncethe gutisthe
placeinthebody responsiblefor
digestion and integration, perhapswe
should consider the essential value of
these courses in a healthy curriculum.
They require us to embody learning."
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Passageway

Sudents in my anatomy classes wrote of
their problems with anorexia or bulimia.
One, who was recovering fromanorexia,
worked on her own to understand the
digestive tract. First she visualized the
continuous tubefrom mouth through anus;
then sheimaged relaxing the sphincters
one by one. After a few weeks she could
imagethe processof allowing outer
material to pass through her body without
experiencing fear of being hurt or need to
grip for control. She said, "It helps to have
someidea of wherethe choicesarelocated.
| have worked with this problemfor two
yearsand never had any idea of the shape
of the digestive system. The inside of my
body just felt dark and tight. Now | can
imaginethe passageway."

Schema of digestive organs and
related structures
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vertical support at an organ level, the transverse colon travels hoizontdly

across our "belt" area, the descending colon travels down the Ieft Sde te
sharp turn is the sigmoid colon, the rectum arches back and travels cban

the front of the sacrum, and the anal cana and ana sphincters are the fird
exit from the body. The sphincters provide areas of choice or getewvays
along theway. Muscular undulations along the tract serve, with gravity, to
move food through the body. Problems can occur when there is tagon,
holding or indecision at any of the sphincters, or lack of tone in te
smooth muscles of the tract.

As we learn to trace the digestive tract, we can relax or srengthen te
sphincters and tissue through visualization techniques and exerdses
Hands-on massage can also be used in many areas, particularly the svl
and large intestines. Bulimia, anorexia, ulcers, indigestion and ham
orrhoids are a few of the illnesses concerned with the functioning of the
digestive tract. The digestive system is one area where emationd
problems manifest on a physical level and can be recognized.
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Tracing the digestive tract

25 minutes

Lying in constructive rest, with your hands on your belly:

O Bring your awareness to your mouth. Fed thejaw relax and the
mouth fal dightly open. Swallow. Fed the passage of saliva down
the esophagus, in front of the seven cervical vertebrae (behind the
trached). Image the descent through the diaphragm and into the
stomach.

O Keeping your eyes closed, place your hands on the area below
the ribs on your left side. Thisis your stomach. Gently massage
thisarea to fed its density.

O Wadk your hands across to the area below theright ribs. Thisis
your liver; it fills the entire width and depth of your ribs on the
right side.

O Bring your hands to the area below the sternum and xyphoid
process often called the solar plexus. Thisisthe area where your
pancress lies on a diagonal from the front to the back of your body.
Breathe deeply. Fed the movement of the diaphragm asiit presses
down into the organs, massaging them with each breath.

O Return your hands to the stomach, on the left side of the

body, below the ribs. Fed for a dense area near the angle of the
ribs where the stomach meets the small intesting; thisis the
pyloric sphincter.

O Move your hands around the abdomen, fedling the inter-
weaving of the small intestines. Your stomach may "gurgle" as
you stimulate the digestive tract.

O Circle your hands clockwise around the perimeter of the pelvis;
image the large intestine as it curves back towards the sacrum to
become the rectum and anus.

O Contract and relax the anal sphincters, just as you contracted
and relaxed the throat to swallow. Image the continuity of the
digestive tract as one long tube from mouth to anus.

O Note if there are any areas particularly hard to visualize or fed
in your digestive tract. Use your breathing from inside the body,
and gentle massage from outside the body to help bring these
areas into awareness.
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HUMAN REFLEXES AND
DEVELOPMENTAL
PATTERNS

Thefird year of life is a continuation of the growth process begun in
the womb. Prevertebral patterns are encoded in the body from our
evolutionary heritage. Neuromuscular reflexes facilitate survival and
undelie al movement patterning; they are gravity-related and include
paterns for head righting, balance, and spatial reaching. The human
devdopmental patterns guide the newborn through the journey from
bdly lying to standing. They provide a progressive sequence of movement
far integration of the whole body. Perception of how long something
tekes how far something is, and how much effort is needed to accomplish
atek are established at the movement level and underlie our concepts of
time, space, and energy: a baby crawls across a floor and picks up an
djet and learns about time, distance and appropriate energy use.
Relexes and developmental patterns progress in overlapping sequence.
As ore pattern is evolving, the neuromuscular coordination is preparing
far the next. The senses motivate movement and provide the intention
behind more complex patterning: smell, sound, taste, sight, touch. Early
kinetic experiences are the basis for our understanding of sdf and other;
communication is enabled through the common dimensions and
cgpadities of the human structure.

PREVERTEBRAL PATTERNS

The developmental progression of the child parallels the evolutionary
development of the species. Examples within this progression include the
asymmetry of the single cell, radial symmetry of the starfish, bilateral
symmetry of the shark, belly creeping of the salamander, four-footed
crawling of the tiger, "hunkering” or sitting on haunches of the squirrel,
"brachiation" or hand-opposite-foot tree swinging of the monkeys in
preparation for our contralateral reach in walking. Prevertebrate patterns
which are present at birth from our evolutionary heritage include:
Breething (internal/cellular and external/lung breathing), navel radiation
(navel as center of nourishment and movement), mouthing (head as
initiator of perception and movement with the body following), prespinal
(undulating movement initiated from the digestive tract - mouth through
the anus or from the brain and spinal cord within the skull and vertebral
column). Similar to the transition from ocean to land, the bones and joints
develop in strength, through the distribution of calcium, in response to
body use. Bone compression in relation to gravity stimulates cacification
centers. For example, as the baby moves from lying to sitting to crawling,
the hip sockets gradually receive more weight and cdcify in preparation
for standing. When a baby is placed on its feet without time to measure its
own way from floor to vertical or without time for sufficient skeletal and
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Progress

| tried for many yearsto sponsor
workshops in developmental patterns.
Twicel scheduled guest teachersat our
school; both times| |eft the classesbefore
theywereover. | had adream: | woke
terrified that | was being dropped from
someone'sarms. Acolleaguesaid, "If
you don't bond with gravity as a baby,
you never trust you are being supported.
You have to hold on." | thought about
support and the difficulty | had working
with the developmental patterns.
Becausethepatternsarepreverbal, it
can be hard to articulate confusion and
allow change.

g

| took a workshop with Caryn McHose.
Shehad us begin by releasing our
weight into the floor. She said, "You
have to bond with gravity before you feel
safe to push away. Onceyou release, you
arefreetostand.”

&

Thisyear, | taught the patternsfor the
first time. | began by saying, "I have
resisted this material for many years.
Itisnot aseasy asit seems. Lieon the
floor, onyour belly, and feel supported
by the earth."
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Drawing: Nél Thorne, age 6
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neuromuscular development, the results can include problems with
perception, movement, or structural support accompanied by a sense of
instability. Like taking an exam without having done the reading, you ey
know some of the answers and get by, but there is a fegling of inssourity
about the information; something has been missed that will be nesdsd
later on. Reflexes and developmental patterns can be restimulated for
adults, to provide a more solid foundation for complex movement
patterns and emotional growth.

BIRTH

The importance of the head is established at birth. The body begns
with the union of two single cells: the ovum and the sperm. Thus, te
experience of cellular asymmetry rapidly progresses to the folding of
tissue layers in the formation of the fetus. The baby develops for nine
months in the womb, shaped in a C curve around the nourishing
umbilical cord connected to the mother. The lifeflow comes through the
cord to the belly, creating radial symmetry (like a starfish) with arms, legs
head and ancient tail (the coccyx) making six appendages from the cate.
Within the eastic membrane of the uterus, the developing fetus fits into
the niches of organs and bones, pressing against the boundaries of the
womb with its own body surfaces, exposing the familiar kicks and pushes
visible and fdt through the belly of the mother. The amnictic fluid gves
constant tactile stimulation to the baby's skin and provides a gravity-free
environment for the developing tissues. The membrane and wall of the
uterus give periodic stimulation when the fetus is small, and congant
tactile stimulation when it grows bigger. In most births, the fetus hes
assumed a head down position. This allows the head to press down upon
the cervix of the uterus, the opening to the vagina or birth cana. The
pressure of the head on the cervix and pelvic floor causes the pituitary
gland to secrete more pitocin-crytocin which increases contractions. The
physical structure of the baby's head provides something for the cervix to
pull up around. The pelvic floor helps the baby's head to flex so that the
smallest diameter of the head is lowest; it also creates a funnel for heed
rotation. Thus, the push and reach pattern of the baby's head dimulates
the opening, or dilation of the cervix. As the head procedes down the birth
canal, the body is propelled by the reflexive contractions of the uterus ad
the pushing of the mother's abdominal muscles. The baby passes between
the muscles of the pelvic floor, and through the "hole" provided by the
pelvis, and the head emerges into the world. The body follows, so the
shoulders are aligned with the ovoid axis of the opening, rotating and
spiraling as it dides out the opening of the vagina propelled by the strong
contractions of the mother. Wartens jelly within the umbilical cord
expands and stops the nourishing flow when exposed to air and change of
temperature, making respiration through nose and mouth the new source
of vital oxygen. The umbilical cord is cut, separating mother and child.
The placenta, the lifegiving core of the womb, is expelled as the "dte-
birth." The birth process, known as "labor," is generally many hours; it
can be as fagt as a few hours or be prolonged over a period of days. Thisis
one description of the birthing process; there are other possibilities
including the experience of breech, feet-first, or cesarean section births,
Separation from the mother begins our transition to bilateral symmetry,



ad the change from life in a fluid, gravity-free environment, to one with
ar, gravity, inertia, friction and momentum, and the world of physics as
weexperienceit daily.

A magjority of the proprioceptors providing information about body
position in space are in the head and neck to protect and receive
gimulation from this vital area. The movements of the head begin the first
reverse curve of the spine, changing from the C curve in the womb to the
eventua S curve of the vertical stance. As the cervica vertebrae make a
forward curve to balance the weight of the skull over the ribs, the lumbar
vertebrae aso begin to realign. Eventually, through the process of lying,
rolling, flying (lying on belly extending arms, legs, head, and tail off the
floor, supporting weight on the ribs and belly, or more specificaly, on the
pancreas), sitting, and crawling, the lumbar vertebrae complete a forward
curve to balance the neck in preparation for standing. This pairing of
spind curves: cervical and lumbar (neck and lower back), thoracic and
sacrd (ribs and pelvis), creates our responsive balance in verticality. One
result of this pairing, as we have already seen, is that alignment of one
spind curve reflects the activity of its pair.

BONDING

Bonding is connecting. The newborn needs nutritional, emotional, and
tactile nourishment and protection to survive the next stages of develop-
ment; the emotional commitment of the parents to give this support and
the baby to accept this support is caled bonding. Initial bonding occurs by
accepting the new air-filled environment through breathing and the
parenting couple through nursing and touch. By extension, bonding
includes other people, objects and experiences throughout life. Positive
supporting, or bonding with gravity as part of the environment, underlies
dl movement reflexes and patterns. As we connect our center of gravity
with the gravitational center of the earth, we establish the ability to push
away and to move. A baby who for various reasons has difficulty bonding
with gravity or with a parent, may develop a rigid or hypertoned body
through resistance, or a flaccid hypotoned structure by disengagement,
rather than gradated movement. Work with issues of bonding can happen
a any timein life.

REFLEXES

Reflexes are simple patterns of movement that generally deal with
flexion and extension of the body. The baby is cradled in the arms,
continuing the C curve, but it is also placed horizontally on a bed or floor,
or suspended in the air elongating the spine and body partsin relation to
gravity. Thisbeginsthelifelong dialectic between flexion and extension of
body parts; flexion is the folding of body parts towards center or the
navel, and extension is the expanding or reaching away from center.
Efficient movement gradates evenly between flexion and extension on all
surfaces of the body. Neuromuscular reflexes for sucking and rooting
(turning head towards or away from smells and tactile stimuli) underlie
the movements for nourishment through the mouth, and neck-on-body or
head righting (the impulse to keep the head vertical in any body position)
underlies perception through head rotation and support. Some of the
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Early Mexican day fertility figure of
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other reflexes which underlie our movement patterns at birth ae
physiological flexion (drawing of whole body towards center in regoonse
to stimulation of the periphery - palms of hands or soles of fest) bdanoed
by physiological extension (reaching whole body away from center in
response to stimulation of the periphery); extensor thrust (extending limds
away from center in response to stimulation of the periphery), baanced by
flexor withdrawal (drawing of limbs towards center in response to
stimulation of the periphery), gallant reflex (small flexion on one sde of
body, letting the other side stay long), and the asymmetrical tonic nak
reflex (lying on belly, eyes initiating, one side of the body extends in the
direction of the focus, the other side flexes as the head rotates). Tidle the
bottom of your foot, and observe flexor withdrawal; this is the bess for
the "hip reflex" discussed in the chapter on the knee.

Reflexes are survival responses concerned with gravity, baance, ad
extension through space. Let's look at the progression of reflexes 1) Ros-
tive supporting is the reflex after flexor withdrawal/extensor thrugt, ad
is the foundation for al patterns of locomotion: as we connect our cater
to the center of the earth, we send energy down so that we can push anvey
and go up - to lift our head, sit, stand, and walk. Negative supporting
releases the push so we can move. 2) Righting reflexes also rdae to
gravity. They help us keep the head on vertical and maintain a continuous
head and torso relationship such as the impulse to lift our head as we
bend over or fdl; the holding of the head on vertical as we roll on the
ground. 3) Equilibrium reflexes deal with balance. In the diadectic bawean
faling and not falling, there are reflexive choices whether to widen our
base of support through protective hopping, protective stepping or
protective extension of a body part to "catch our balance;" we can
counterbalance our center of gravity with extension of a limb in the
opposite direction of our fal, or we can let the center release towards
gravity in navel yielding. 4) Spatia reflexes are more highly deveoped
responses, and use the body parts as limbs to reach into space. For
example, if we are fdling, we can use the head to pull us through soece
rather than broaden our base or yield to the earth to stop the momentum.
Then we are reaching rather than just faling or maintaining. At this levd,
every reach isafdl, is a stretch, is a balance, is afall, is a reach. Extenson
comes as a response to yielding to the earth. As we have noted, one reflex
underlies the next in overlapping progression. If we trust gravity and have
positive supporting, and lose our balance and begin to fdl, we can ue a
protective reflex; but without positive supporting as our base, without a
trust of oursdlf in relationship to gravity, the reaction is towards holding or
propping the body rather than towards movement: we might rigidify our
limbs and lock in the joints as we fal, resulting in injury or breakage of a
limb. As adults, we can also choose to override our reflexes. For example,
the reflex might be to put our arms out in protective extension to catch our
weight in a fdl; we might choose to keep our arms against the body until
the last moment for dramatic effect.

In child development, one can tell that reflexes are integrated when:
each reflex has an equal and opposite reflex; the underlying reflexes are
present; the individual has moved on to more advanced reflexes. Reflexes



ae nat logt as we become adults, they are integrated into our movement
responses and they modulate each other throughout the body. In
advanced degrees of movement, it is obvious to a trained eye when a
rdiex is missing; work can be done to restimulate reflexive patterns. An
integrated reflex is no longer dependent on a stimulus; for example, we
@ do a passe in dance, or a deep hip flexion, without tickling our foot.
Simulaion and perception are important aspects of early development.
Tre beby explores through tactile information. Without the amniotic fluid
as a source of stimulation, touch, heat and texture become important for
egtablishing body awareness. Coordinations of eye to hand, the distance
fiam the mouth to a hand or a foot, the focusing of the eye on parent or
guardian, the crossing over of the thumb in juxtaposition to the fingers for
grasping, are a few of the many devel opments which occur as you watch a
nenvoom explore their new environment and establish their sense of df
ad other. Neuromuscular coordination and strength increase in response
to moativation. Stimulation and perception motivate movement.

HUMAN DEVELOPMENTAL PATTERNS

Human developmental patterns are about integrating the whole body.
BLilt on the reflexes, they begin by connecting head to tail; then they
integrate the upper body, the lower body; then al the parts on the same
gce of the body (eye, arm, torso, leg); the opposite side; and finaly the
whde body by cross patterns through the center, in what is known as
contralateral movement. Walking, skipping and spiraling are integrative
movements based on contralateral patterning. Perception and intention
motivate developmental movement. Sight, smell, taste, sound, touch
gimulate movements towards and away from, and the impulses to reach,
to pull, and to push away. The need to establish boundaries between df
and other; and to locomote, to interact with our environment, and to
communicate literally move us through the progression to standing. The
developmenta patterns alternate between bringing us into center, and
teking us out into space, through flexion and extension. Connection with
gravity towards weight and rest and reaching into space towards lightness
and activity provide a span of dynamic range and health in the body. Six
push patterns, and six reach and pull patterns, as identified by Bonnie
Banbridge Cohen* prepare the body for vertical support and mohility.
Soina push from head to tail/tail to head, spinal reach and pull from
heed to tail/tail to head; homologous push from two hands to two feet /
fram two feet to two hands, homologous reach and pull from two hands,
two feet; homolateral push from one hand to foot of the same side/from
ore foot to hand of the same side; contralateral reach and pull from one
hand through to the opposite foot/from one foot through to the opposite
hand. The transition to standing is a combination of all the patterns,
initiated with a reach of the head and hands. Balance is a dynamic
relationship between gravity pulling us down to the center of the earth,
and antigravity pushing us away from the earth. Centripetal force pulls us
towards the ground and centrifugal force spins us out into the universe.
Bath balance and locomotion involve a constant process of fal and
recovery, supported by neuromuscular reflexes. Rest and activity are
necessary for the health of al our body systems. e

* For further information on reflexes

and developmental patterns, see

Bonnie Bainbridge Cohen's articlesin
the Contact Quarterly, Vaol. 14:2 and Val.

14:3, "The Alphabet of Movement."
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Head to tall
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Moving through the developmental
pattern sequence
30 minutes

O Head to tail push pattern: In the deep fold, C curve position on
hands and knees (use padding under knees if necessary), foreheed
on floor: Initiate the push from the tail and spine to roll forward to
the top of the head, sequentially through the vertebrae to an arched
curve, like a bridge; push against the floor with the head to move
back through spine to tail into deep fold; use relaxed, folded ams
and legs as support (as "pontoons') but not as initiation. Repeat
several times; sequence through each part of the spine. Fed the top
and back of the skull on the forward curve, as though you are
looking at your belly button. Fed the push of the skull to initiate the
backwards sequencing to the tail. Image the baby in the womb,
pushing with the top of the head.

O Head to tail reach and pull pattern: Lying on belly or back, limbs
extended: Reach and pull with the head and spine, reach and pull
from tail; this creates a rocking action from head to tail, tail to head.
Include motion from the heel or toes to increase the stimulation.

O Homologous push from the upper body: Lying on belly, legs
extended, hands by shoulders: Keeping head alert on the spine,
push down simultaneously from both hands and arms until torso
and head are lifted dff the ground; legs stay relaxed. Fed the
modulation through the joints of the arms and the support of the
chest. Let this same movement propel you backwards in space.

O Homologous push from the lower body: On belly: Find inch-
worm movement motivated from pelvis and coccyx for forward
thrust through the spine and head.

O Spiral Rall: On belly: Rall onto back initiating with head. Return
to belly, also initiating with head.

O Homologous reach and pull from the upper body: In squat
position: Propel yourself forward in space by equal reach of both
hands; land on hands (leap frog motivated from arms, chest).




O Homologousreach and pull from the lower body: From squat
position, weight on arms; Thrust backwards in space propelled by
simultaneous kick from both feet and tail, land on feet (leap frog
movement backwards in space; traveling donkey kick).

O Homoalateral push from the upper body: Lying on belly: Push
backwards in space through the hands and arms loading weight
towards, emphasizing, one body side at atime.

O Homolateral push from the lower body: On belly: Push from
are foat, extending through the body and out the arm on the same
dde Alternate sides, (salamander)

O Contralateral reach and pull from the upper body:

Bdly on the floor: Move to hands and knees by crawling forward
initiating with one hand, opposite knee coming forward for support.
Alternate sides.

O Contralateral reach and pull from the lower body:

Crawling backwards. Reach with one foot, opposite arm comes
beck for support.

O To gand: From squat position: Reach with the head, reach with
the tail; alternate energy pulls until you come to vertical.

O Towalk: From vertical alignment, fed postural sway; initiate
movement by reaching with one hand. Fed homolateral (same-
sided) walking. Example: right foot and right hand swing forward
smultaneoudy. Fed contralateral (opposite-sided) walking.
Example: right hand and left foot swing forward simultaneously
with rotation at the waist.

0 Identify which patterns are easiest for you, which seem awkward
or unclear. Spend time moving through the progression; work with
individua patterns. Be patient. Work with developmental patterns
returns you to a "baby" state of mind. Becauseit is preverbal, it can
samirrationally frustrating; it can also be a source of freshness
and fun.

O Write, draw, talk to explore the work further. Be sure you fed
supported and safe in your environment.

Homolateral push from lower body
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Bonding with gravity
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Exploring underlying patterns
30 minutes

Lying belly down on the floor in an X: Release your entire body
surface into the earth. Image your center of gravity. Connect it to
the center of the earth. Experience bonding with gravity.

O With your awareness on your center of gravity, fed navel
radiation. Roll over, leading with ahand or afoot, in a cross
pattern, returning to the X.

O Continue rolling, leading with the head and eyes; experience
neck-on-body reflex and head righting. Play with various
movements initiating with the head. Initiate with the body and
observe the response of the head. Surprise yourself.

O Bring your awareness to the mouth. Work eyes closed at fird.
Fed the impulses for sucking by opening and closing your jaw.
Follow the movement of the mouth. Fed your lips. Let the body
respond.

O Explore mouthing by feding the impulse for sucking. Gently
brush your lips against the floor for stimulation. Open and close the
jaw. Follow the movement of the mouth; let the body respond. Be
aware of smell and taste as you work.

O Begin pushing; use any appendage: head, hand, foot, tail.
Explore pushing.

O Change your motivation to reaching; reach with each body part.
See how this affects your movement.

O Let your reaching lead to stretching, lead to balance, lead to
falling. Let this move you through the room.

O Explore fdling. Begin with navel yielding, alowing your center
to yield to the floor; soften your joints and roll out of the fdl to
stand. Fal again, by yielding your center; then roll, stand.

O Walking or running slowly through space, alternate ways of
falling with your locomotion. Explore the dialectic between up and
down. Try using body parts as limbs to extend you into space as
you fdl.

O Explore spirals. See how they &ffect your movement.




Modulating opposites

5minuteseach

O Hexion and Extension. BegininaC curvelying onyour side;
Fad dl the body parts towards center: head, toes, legs, arms, spine.
Intigting with your feet, move into extension through all the joints
ssquattidly. Rall to the other side and repeat flexion. Beginning
with the feet, sequence through extension and back to flexion. Be
awere of the modulations between full flexion and full extension.
O Down and Up. Beginlying on thefloor eyes closed: Cometo
danding. Teke aslong as you need. When you are standing, begin
yidding to the earth. Again, take as long as you need. Add motiva-
tions far coming to standing, for going to the floor. Be aware of the
modulations between release into gravity and standing in vertical.
OReaching and Pushing. In a comfortable position: Begin by
reeching towards something or someone; when you accomplish
yaur intention, begin pushing away. Explore the modulations
betwean reaching and pushing.

O Opening and closing. In acomfortable position: Begin to close
the body; bring the body to a state of openness; return slowly to a
dosd position; explore. Fed the modulation between opening
addosng.

O Togethea and apart. Moving in space: Come together with some-
are or something; leave and go apart. Be aware that you can be
goat when you are together; you can be together when you are
aooss the room. Explore this dialectic of coming and going, meeting
ad leaving with various objects or people. Fed the modulation
baween being together and being apart.

O Wiite, talk, draw to articulate your experience.
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SEXUALITY

Sexudity invites union with sdf and with another. Sensuality, as we
have seen, involves the sense organs for sight, sound, smell, taste, and
touch activated through the nervous system. These senses, sometimes
refered to as the five "sense doors,” inform sexuality by providing
awareness of the constantly changing relationship of the body to itsdlf and
to its environment. Sexuality involves the reproductive organs of the
body. The functioning of these organs is intertwined with sensual
dimulaion and is activated by release of hormones from the endocrine
sygem. The potential for reproduction and for nurturing is inherent in our
physcd being and affects our experience of sdf and our interaction with
others.

Respect for our physical selves supports sexual responsiveness. The more
comfart and trust we have in our bodies, the more choice we have about our
sxud actions and interactions. As we explore the territory between the
"yes' or "no" of opening and closing, we can establish healthy boundaries
far communication and expression. Respect for others is based largely on
this respect of sdf. Perhaps nowhere more than in intimate communication
with another do we need to know our bodies are with us, supporting our
ne=ds and reecting what is not needed or appropriate.

Sexudity returns us to childhood. Because responses to erotic stimulation
ae basd in infant experiences of oral, anal, and tactile stimulation, they
connect to powerful emotiona needs which may or may not have been met
as children. Sensual delight is generally alive and well at birth, and
gradudly becomes socialized within what hopefully are healthy restraints
and boundaries. Thus, sexuality remains charged with issues of childhood
aswadl as with an emerging sense of sdf and other as adults. Fedlings about
dependence and independence, abandonment and the need for control are a
fawv of the possible concerns which afect sexua behavior.

The modulation of flow between being closed and being open is the
pulsng life of healthy sexuality. There is no reason to be open al of the
time or to remain closed. The body receives subtle information from its
environment and may know more than we can consciously understand
about what is safe and what is threatening. As we trust the wisdom of the
body to close when it is appropriate and to open when it is ready, we
develop a different understanding of experiences such as "frigidity" or
"impotence” as well as of "orgasm." To love, we need our whole sdf
present. This adaptability gives us our responsiveness, and allows us to
trust that our bodies will and can protect us if we listen to the signals.

Voyage

In my years of studying dance, | was
alwaystold that ballet isthe epitome of
femininity. The youthful sylph; the
spiritual essence. In my own experience,
ballet was the closest | could get to
experiencing myself asa malein the
world. Therigorous training, the con-
centration and competitive drive, the
physicality and sweat gave me in-
dependence and distance fromtradi-
tional girl responsibilities. | watched my
father, asawatercolor painter, at his
desk, focused for hourson hiswork. |
went to ballet classdaily after school
and was required to focus equally as
hard; school never provided that
challenge. | was away from my small
community, in the city, in the world
alone, dealing with the challenges of
mastering the body. And the occasional
experience when the music and the
dancing flowed together moving the
body by forces | never knew existed, felt
like religion to me. Obvioudly, it wasan
escapeaswell asagoal. My image was
not to be a dancer, not to be feminine, it
wasto befree.
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Thefirst day | taught Experiential
Anatomy and Kinesiology, | had the
students draw their skeletons. Of
eighteen students, two included a holein
the pelvisfor the baby's entrance to the
world. Thisproportionremained true
through my semester s of teaching.

*,
B

Over the process of two years, | madea
solo performing tour which took me to
Japan, China, Hong Kong, New Zealand,
the American southwest, Italy and
Greece. When | was returning by ferry
from Santorini, a volcanic island in the
Aegean which marked the outer most
reaches of my journey in Greece, | knew |
was heading home. | remembered reading
The Odyssey as a freshman in college.
As | moved through the blue sea, sun
and wind in myface, 1 thought: my
compulsion to travel sofar, solong,
alone, has been to prove to myself that

| amnot Penelope; that asawoman, |
would not sit home spinning while
Odysseus journeyed the world. And |
laughed aloud, thinking how we consider
books and reading to be so important, yet
arecompl etely shocked when werealize
that they have motivated our lives.

| watched a young male baby, exploring
its body fully, tactilely. | felt the joy of
observing open sexuality, the oneness of
outer movements to inner experience and
my own pleasurein the body.

Reproductive organs:
male and female, lateral views
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Sexual characteristics differ between female and male. The &
determination of the embryo occurs genetically. The primary reproductive
organs begin in the devel oping embryo as the same structures, the goneds
By about the eighth week, they clearly differentiate into the ovaries in the
female and the testes in the male. The ovaries remain inside the adomind
cavity, suspended by ligaments. The testes descend into the scrotum,
outside of the body cavity, just prior to birth and are stimulated by the
male hormone testosterone. The primary structures of the fernde
reproductive system include two ovaries, the uterus, the Falopian tubes
the vagina, the external structures of the labia, clitoris, and mons pubis,
and the mammary glands (breasts). The primary organs of the mde
reproductive system are the testes within a sac of skin caled the scrotum,
the penis and other supporting structures, plus ducts and glands such as
the vas deferens and the prostate glands. Principle endocrine secretions
affecting sexual characteristics and functioning include the hormones
estrogen and progesterone secreted by the ovaries, and testosterone,
secreted by the testes. Comparing the female and male characterigtics, the
femae has breasts, a higher percentage of body fat, a monthly ovulaion
cycle or "period,” awider pelvis, and a higher voice pitch. The mde hesa
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larger percentage of muscle than fat, a heavier bone structure, increased
body hair, wider shoulders and narrower hips, and an enlarged thyroid
cartilage of the larynx producing a deeper voice. The physical char-
acteristics are further defined by cultural patterns and traditional views of
male and female activities, which affect body image and physical
development.

Sexua union in the human species involves personal interaction. In
relation to our evolutionary past, face to face, front surface to front surface
copulation enhances intimacy and the need for communication. As one of
the many possibilities for making love, eye to eye, belly to belly



comedion brings us into a direct and vulnerable relationship with our
patra. Dimensiond thought invites reflection on past, present and future
expaiences and acknowledges concerns and options about birth contral.
Assxud union expands its role from reproduction to pleasure and re-
aedion, it becomes a vehicle for physical dialogue with the potential of
garitud union (whole sdif to whole sdf).* Because of its connection to the
endoaire system, sexuality is highly interactive with our emotional lives.
Sed experience can include the many subtle aspects of sexual exchange
whd we experience each day, based on energies awakened in ourselves
asxd beings. For example, the warmth felt seeing a friend laugh, the
fedings stirred hearing a poem read aloud, or the empathy felt watching
an ahlete or a memorable performance, can involve our sexua energies.
Aswe embrace our potential as sexual beings, we can begin to recognize
the wide range of possibilities for stimulation and response which we
encounter every day. Our sexuality is with us for our lifetime, affected by
our choices concerning childbearing and parenting and living a
dmendord life. Thus we can enlarge our view of sexuality to include our
ful sensud and sexual selves.

Although it is not within the parameters of this text to attempt to
ddire or illuminate the nature of "sexual energy,” it is helpful | think to
acknomedge its presence. As we contemplate the effects of energy on the
body, we can enjoy the choices we have for channeling this energy
towards useful ends. Often, the tendency to flip from being "in control” to
being "out of control” of our bodies, is based on a lack of awareness of the
enargy spectrum within each human being. The energies which arise
within a body are of the same root, and we are the ones who choose their
direction for release or transformation. The focused energies used to write
this book, win an Olympic race, create a work of art, rise to the top of the
corporate ladder or negotiate a peace treaty come from the same source as
the drive to beat a child, initiate a war, or hurt a friend. One of the
chdlenges of our species is to be responsible for the use of our energy.
Ard to be responsible, we must know our potentials. The highs possible
within the natural makeup of the body are extraordinary and available to
evay person. So are the depths. Whether our energy source is labeled
"sxud energy," or "emotional energy," or "competitive drive," or "love,"
we can become familiar with its characteristics and manifestations, and
increese our capacity for ethical use. This awareness is different than the
dedre to "control" the body and the resultant need to get "out of control”
by abusive use of sexuality, as well as stimulants and depressants. Instead
of control, we seek a dialogue with our bodies, and a healthy respect for
the vastness of our own nature. Then we can learn from ourselves. ¢

* Some cultures and spiritual practices developed techniques to channel sexual
energies towards heightened awareness, connecting sensuality and spirituality.
Studies in Kundalini yoga, shamanism, tantric buddhism, meditation, sufi
spinning, as wel as drumming, chanting and dancing are but a few of the many
transformational traditions which explore the possibilities inherent in our nature.

Chinese talisman to vitalize the
kidneys (symbolizing the female sex
organs) - shapes suggest a pair of
female dancers with "yin" receptacles.
Attributed to Ling-pao, 12th Century.
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Plumb line with energy up the spine
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Relating to self

15 minuteseach

* Lying in constructive rest: Do a body scan. Claim your whole
body, part by part. Continue with body painting and a proprio-
ceptive warm-up. Stimulate each body part through touch and
movement.

* Lying in constructive rest: Lift the pelvis to a diagonal position
between your knees and your shoulders, like agiant slide. Allow
the organs to release towards your thorax in relation to gravity.
Lower the spine sequentialy, yielding each vertebrato the ground.

* Image the pelvis as divided into four quadrants like a pie.

Lift it one inch off the floor and circle it dowly to the lower right
guadrant, then circle to the top left quadrant, then to the upper
right, then to the lower left making a figure 8. Place the pelvison
the floor. Reverse.

* Begin small undulations from the tail to the head. Fed the energy
moving up and down the spine. Rall to your side and come to
seated position, legs crossed. Fed your breath. Image the energy
channel along the front surface of your spine, from tail to the top of
your head. Wak up the front of your spine in your mind's eye,
opening any doors to places which fed closed.



Relating to others

15 minuteseach

* Locate the center of your body; locate the periphery. Fed the
dialogue between your core and your ability to reach out through
the body to others. Establish your ability to say "no" to energies
which fed invasive. Find a movement or a position or speak the
word to clearly establish this boundary.

 Explore your ability to say "yes' and open your boundary to
energies which fed good, useful. Do both simultaneously, taking
what fedls good, while filtering what feds negative.

* Practice being direct with your needs. Use language to help.
Speak exactly what you are fedling right now. For example, "The
noise drives me crazy." Then insert the words "in me" in the core of
your sentence. "The noise in me drives me crazy." See how this
affects your ability to respond to the situation. What do you do
when there is too much noise inside yourself? What are your
choices?

* Practice claiming your own experience. Again, use language to
help. In Authentic Movement, after we watch someone move, the
watcher speaks in response to the comments of the mover. Once the
mover has spoken, the watcher says, "In my experience, | fet sad
when you touched your head. In my experience, | was afraid when
you stomped your foot." Thisis away of claiming that every
experience is your own perception. You can't know what another
person feds. You can only know what you fed, stimulated by the
other person. It would be very different to tell the mover: "You were
angry when you stomped your foot." You are taking the experience
away from the person who had it. The responsibility is to claim your
own feelings. Then the person has a choice how to respond to your
comment.

Raked sand and rocks in the South
Garden of the Hojo, Tofuki-ji Temple,
Kyoto, Japan
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Painting: Robert Ferris
"Tom Bailey"



EMOTIONS

Emotions motivate and integrate the body. Often associated with "gut
responses” emotions are part of our daily body functioning. The limbic
sydem of the brain is involved with the emotional aspects of behavior
related to survival, including pleasure, pain, anger, rage, fear, sorrow,
passvity and aggression, and sexual fedlings* Experientialy, we may fed
uch signals as heat flashes or sweating palms, tense muscles or cold fet.
Unexpressed emotions are stored in the body. Each of us has places where
our emotional tensions are held: the shoulders, the stomach, the lower
badk, and the jaw are common areas. As we move the body, we can release
stored emotions, opening the mind to new possibilities. As we give
expresson to emotions, we can initiate the release of tension in the body,
expanding our potential for health and movement. We have choice about
emotion. Within the cerebral cortex, along with the sensory and motor
aress, are "association areas' which are concerned with emotional and
intellectual processes including memory, emotions, will, reasoning,
judgment, personality traits, and intelligence. In the timing between
sensory stimulation and reaction, the association areas inform our
response. Emotions are often given extreme consideration: exaggerated in
importance or overlooked altogether. Because emotions manifest as
physicd sensationsin the body, we can use experiential work as a guide to
emotiona awareness. As we fed sensations register in our body, we can
decide our response. Emotions are part of our human experience; without
dominating our choices they can enliven our lives.

For some individuals, emotiona feeling and expression is the clearest
form of communication. Some of my friends distrust their bodies, but they
are absolutely clear in their emotional responses. They trust their feelings
over any other form of judgment. Others intuit what is happening long
before they can pin it down in words or feelings. Some of us perceive
physcdly. I learn most efficiently by translating al experience through the
body. Thoughts and emotions register as movement. And | know other
friends who would prefer to read about something first, get everything
organized, and then enter the experience. My sister tells me she doesn't
believe she has experienced something until she has read it in a book.
Growth comes as we expand our possibilities for awareness. We are al
different, and yet each person has the potential for the entire range of
human experience. °

*Gerard Tortora and Nicholas Anagnostakos, Principles of Anatomy and Physiology,
pp. 319-320.

29

Support

In college, | made a painting of a geranium.
It was late at night, and no oneelsewasin
the studio. | got transported amidst the
twisting angular stems, the brightness of
the blossoms, the dar kness of the window
behind. Hours passed. The next morning |
looked at my work; it wasthefirst timel
had used emotion to motivate the motion of
painting. It was alive.

<

A young woman in our dance company
wasinacar hit by adrunkdriver. Wewere
told shewould die. Shewasa very
beautiful dancer, and extremely bright.
When | first heard by telephone,! said,
"No!" Later in the emergency waiting
room, | saw the man who had hit her, arms
flying and words pouring out about how
someone had gotten in his way; how they
weregoing to get it. | went up directly to
hisface, furious, and told him to stop
lying; he'd perhapsjust killed someone.
And then | cried and cried, throughout the
night as the various surgerieswere
performed. It was my first experience with
moaning, calling out, bonding with others
in sorrow and hope. Thiswastheclassic
progression | amtold: denial, anger, then
feeling. Shelived, and can now walk again
after eight yearsof work. Brain damage
affects memory and vision, so shecan't
read, can't dance. She says shedoesnot
want to bealive. Sheisveryangry; the
driver wasfined $25.00 and rel eased.

&

I wasin New Zealand. | stomped for miles
along abeach beforel realized that my feet
ached so much | could barely stand. | felt
hurt. It took physical pain to recognize |
was in emotional pain.
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A Kachina doll (Cloud) representing
one of 350 supernatural beings,
emphasi zes the masks worn by
Hopi dancers.
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Finding the motion in emotion

O Standing, eyes open: Begin by running or moving quickly in the
room. Raise your heart rate; fed your blood pulsing. Continue your
movement and include push-ups, aerobics, jumping-jacks, contact
with the floors or the walls or other people, wiping your sweat,
playing energetically; be direct with your movement. Make sounds
if you want; cal out to someone, laugh, talk, sing. Fed the easy
release of emotion through motion.

| mage work: masks
30 minutes

Relaxing in constructive rest, eyes closed:

* Imagine that you are putting on a mask of beauty. Let the mask be
any image which represents beauty to you. Fed how beauty affects
your whole body as you continue to lie in constructive rest. Breathe
deeply. Remove the mask.

* Imagine that you are putting on a mask of rage. Create a mask
that represents rage to you. Fed rage affecting your whole body in
your imagination. Breathe deeply. Remove the mask.

* Imagine that you are putting on a mask of fear. Make a mask for
yoursdlf which represents fear. Fed the mask affect your whole
body as you breathe deeply. Remove the mask.

* Imagine that you are putting on a mask of joy. Design a mask for
yoursdlf that represents joy. Observe your body as it experiences joy.
Remove the mask.

* Imagine that you are putting on a mask that is funny, that
represents humor. Let yourself experience what it feds like to be
funny. Breathe deeply. Remove the mask.

* Imagine that you are putting on a mask of sadness. Create a mask
for yoursdlf that is very sad. Fed the sadness in your body. Breathe
deeply. Remove the mask.

* Imagine that you are putting on a mask of ugliness. Create a mask
for yoursdlf that represents ugliness. Fed ugliness in your body.
Breathe deeply. Remove the mask.

* Imagine a mask of any emotion of your choice. Create the mask
very specificaly. Fed the emotion in your body. Remove the mask.
* Fed the mask that is your own face. Imagine following the
features of your face to paint a mask that enhances who you are.
Breathe deeply. Remove the mask.

* Imagine a mask growing out of your face that is an exaggeration
of what you are fedling right now. Fed that exaggeration in your
whole body. Breathe deeply. Remove the mask.

* Finish. Rall to your side, come to seated. Draw, write, or talk
about your experience. Consider that al the masks are different
aspects of yoursdlf.

* Repeat this same exercise, but alow your body to move. Image
each mask, one at a time, and follow the movement of your body.



Moving contrasts
10 minuteseach

Beginning in any position which is comfortable to you:

» Move from the contrast between beauty and depression.

» Move from the contrast between fear and rage.

» Move from the contrast between joy and humor.

Be aware of the physical sensations caused by each experience. If
you are working in a group, repeat; split into two halves and watch
each other work. Change the contrasting pairings; for example,
combine depression and joy.

Creativeresponse
20 minuteseach

» Sdect two pictures by thumbing through a painting or pho-
tography book. Look for images that reflect or evoke differing
emotions. Write or move from your response to the images. Allow
the contrast between the pictures to inform your expression. Say or
move whatever comes to you. If you fed ready, read or show your
work to someone else.

» Sdect two passages from writings that reflect contrasting
emotions. Read them aloud. Move, write or draw whatever emerges
for you from hearing the words.

» Sdect two newspaper articles or television broadcasts which
reflect the world around you. Use the stimuli as motivation for
writing, moving, or drawing your emational response.
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SOUND AND
MOVEMENT

Sound gives expression to the body. The vocal folds (mucosa lined
ligaments or "cords") run paralel to each other, from the front to the back in
the larynx (from the thyroid cartilages, to the arytenoid cartilages). Thus,
they are horizontal to the ground. We can touch this areain the front of the
neck, and fed the vibrations as we make sound. The vocal cords are
abducted (pulled apart), or adducted (drawn together) by movement of the
arytenoid cartilages. In breathing, the vocd folds are abducted allowing the
eesdful passage of air; in phonation, or sounding, they are pulled taught
(adducted), creating a thin space for the air to pass through while vibrating
the cords. To add sound to the process of breathing, alow the air to pass
fram the lungs to the trachea, vibrate adducted cords in the larynx, and hear
and fed the sound emerge. When you have a cold, excess mucus irritates
the cords, thickening them so they vibrate dower. This creates the familiar
low voice. The muscles of the neck, throat, and belly need to be relaxed to
dlow effident use of the vocal mechanisms.

Three components affect pitch: the size of the space between the cords,
the tension of the cords, and the amount of air pressure as it passes
through the cords. The arytenoid cartilages reflexively adjust both the size
of the space between the cords and the tension of the cords as we intend to
sing or speak a particular pitch. Too much tension in the muscles of the
neck and throat can prevent this reflexive adjustment from occurring
efidently. The diaphragm controls the amount of air pressure as it passes
through the cords. Maintaining an expansive sense of relaxed tone in the
bdly and back helps the diaphragm create just the right amount of air
pressure needed for the sound we intend.

Volume and timbre of sound are created by the various resonators in
the body. Different body tissues have different resonant characteristics. In
genera, high pitches need small resonating chambers to amplify them
because they have short wavelengths, and low pitches need larger
resonating chambers because they have longer wavelengths. With that in
mind, you may find it easier to resonate high pitches in your sinuses and
lower pitches in your belly. Human sounds are composed of fundamental
(main) pitch and overtones (higher "partial” pitches). Overtones give the
pitch its timbre or tonal color. For instance, speak "ee." Then speak "oh."
Natice that you fed more resonance in your sinuses as you say "ee" and
more resonance in your belly when you say "oh." At an early age we learn
to amplify higher overtones in a sound to produce "ee," and lower
overtones to produce "oh." We change from one vowel to another by
changing the timbre of the tone.

DAY

30

Silence

My way of perceiving the world was silent.
As children, we would pile out of the car on
vacations, lineup on arock and stare
scenically and silently into the distance.
My father was a painter, my mother afirst
gradeteacher. Somehow sight dominated
sound in my early experiences. We have
many such photos in our family album.

@

When | was teaching in Vermont, | would
get raging sorethroatstwo or threetimesa
year which would turn into coughs, colds
and go away after a few weeks of misery.
Although 1 fedl articulate in movement and
writing, speaking feelings directly was
difficult for me; the strain registered in my
throat. During one such bout, | was
walking in afieldfilled with crows. | was
frustrated, and their cawing was relentless.
| began cawing back, imitating their sound
and enjoying the feeling it created in my
body. My sore throat went away. After this,
when | started my sore throat routine, |
would, timidly at first, reply with my crow
caws. Perhaps thevibrationsloosen the
tissues, or the unexpressed feelings get
released by the sound; whatever the cause,
my sore throats have gone.
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In my progression asan artist, | began as
a painter. This was the first medium
where 1 expressed my emotional life. |
started painting bodies, and | felt limited
by the two dimensions of the canvas and
the distance between myself and my
work. | moved on to graduate work in
dance and twenty years of performing.
Therel wasrequired to embody emotions
in motion, to expresswhat | felt. There
camea point when the silent language

of movement felt restricting. My solo
dances began to use vocal sound, words.
They emerged sparsely, but were
essential to the expression. Now | write.
Words become their own medium. They
seem to return me to the beginning. To
add sound into the photographs, and
speech tovision.

>

My favorite music accompanist is a sixty
year old drummer, a self-proclaimed
"street musician.” He walks into the
studio, always on time, 100% ready to
go, and insists by his clarity that | am
equally present. Recently we met for a
master classafter several yearsof
absence. We worked for two hours
straight, playing and improvising in both
music and dance. The bodiesin the room
were rolling, exploring, contorting,
sounding. At the end, he turned to me
and said, "l believein thisstuff."

Sagittal section
showing vocal mechanisms
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We increase or decrease the volume of a tone we sing or speak by
adding or subtracting resonators. Take a normal breath and say "Hi!"
lightly in your nasal sinuses. Say "Hi!" again allowing the sound to
expand and to resonate in your cheeks as well as in your sinuses. Agan
with a normal breath, easily, say "Hi!" resonating in your sinuses, cheeks,
and upper chest. Then, without adding any more effort, add the belly asa
resonator. Notice how the volume of your "Hi!" changes as you include
more of your body's resonant chambers.*

As children, we imitate styles of speaking and learn patterns of language
and sound. Like the hands and feet, our voice provides refined connection
for communicating and for manipulating our environment for survival ad
interaction. As adults, we have choice about how we use our voice. We can
afect what our voice sounds like and how clearly it reflects our thoughts
and fedings. how we speak and what we choose to say. Use of language
and use of tone of voice have tremendous effect. As we are free to relax and
breathe deeply, the tones that emerge will reflect who we are.

Sound gives expression to the body. Every molecule in the universeis
vibrating. When we produce sound in the body, we are making vibration
audible. As we have seen, we use the force of our breath to vibrate the
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vocd cords with higher frequencies resonating in the small chambers such
asthe sinuses in the skull and the lower frequencies in areas such as the
pevis and belly. Sound literally vibrates the body. Different tissues
reypond according to their density and easticity. By producing sounds
with our body: singing, humming, chanting, toning, and playing in-
sruments, we are vibrating ourselves as well as others. As we change our
pitch, we give ourself an inner massage.

Snging clears the pathways in the body. We al know how much better
we fed when we sing. (Why did we stop?) By vibrating the tissues,
mudes rdax, fluids flow, nerves cam. Try this in your own body: find a
tense areq, such as the neck muscles. Place your hands on the area to focus
your attention (on the body part) and your intention (on vibration). Make
a sound that vibrates into your hand through the neck tissues. Fed the
musde tension dissolve. Bring your awareness to any tension in your
<kull. Place your hands on the cranial bones. make a high tone and fed the
vibration with your fingers through the bones of the skull. This brings
awareness to the area and helps you to fed the change. If your lower back
hurts, or you have difficulty with the digestive organs, place your hands
on the particular area of the belly or back. Use a low tone to vibrate the
tissues. Breathe deeply and naturally as you work. No need to judge the
qudlity of the sound, just fed its vibration. Observe what happens.

Sound carries emotion. We have al experienced love songs stimulating
our hearts, a cry freezing us in terror, a tone of voice bringing tears to our
gyes. Emotions ride on sound and can be released, transformed, or com-
municated. Sometimes we close our throats to try to hold back emotion,
the familiar lump in the throat or tightness in a voice. By listening to our
sounds, we can come to know our feglings. Sound moves us. Music and
speaking have been used for centuries to heal, to entice, to calm, to
dimulate. Each tone, each instrument, plays the body in a different way.
Rhythms, melodies, instrumentation, words and intonations al have
varying effects. Both sound and silence affect our body functioning.

Sound exists outside the boundaries of known forms such as music and
language. Aswe allow unmonitored sounds to emerge from the body and
hear their qualities, we become familiar with new spectrums of
experience. Free sound is unpredictable, and we have no idea where it
comes from or will go; it creates its own form, and we get to follow. Aswe
ligten to music from other cultures, we open our awareness. Eskimo throat
singing, Tibetan chanting, the Chinese erhu offer new possibilities. As we
extend our work with Authentic Movement to include sound, we find a
rich way to listen to the body and to hear ourselves.

*Description by Susan Borg, a bodyworker and Resonant Kinesiologist in
Burlington, Vermont.

Y acalecuhtli, the masked god of
commerce, showing the scrall-like
symbol for singing. From amural at
Teotihuacan, Mexico.
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Kokopdlli, the ancient Anasazi god of
fertility, carried seeds and played his
flute to warm their germination. Heis
often shown as a humpback, wearing
antennae or with exaggerated genitals
in hieroglyphic drawings on diff walls
found throughout the Southwest U.S.
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WORKING WITH SOUND

As we explore sound and movement we can "play" our bodies by
producing sounds with our voices. We can tone our organs, and vibrae
into tight muscles for increased circulation and release. Clapping ad
stomping of feet activate the blood and stimulate circulation. We can "be
played" by music on radios, a concerts, and sounds on the street. We can
allow sounds to emerge which are not permitted in daily activity, but
which the body has stored and needs to express. We can also take time to
listen to the sound within silence.

Spontaneous sound is a way of devel oping a dialogue between
what we make happen and what we allow to happen.
There is plenty going on inside of us if we choose to listen.
Sounds, pulses and rhythms connect us fluidly

to the rest of the world.



Moving with sound
20 minutes

Lying on the floor in constructive rest:

O Observe your breathing. Allow your jaw to relax open.

O Begin following any impulse in your body for movement. It
might be a leg, it might be an arm; any body part that wants to
move. Whatever feds good is what you want to do.

O Seeif thereis any sound that wants to come with your
movement. A sigh, ayawn, agrowl, atone. If words or sounds
come, let them accompany your movement, but keep your focus on
the sensations in the body. Continue moving, inviting sound.

O Continue for ten minutes. Bring your work to a close. Rall to
seated and open your eyes.

Vibrating the body, constructive rest

15 minutes

Lying in constructive rest, your hands on your ribs:

O Fed your breathing.

O Make an open sound, like an "ah" that vibrates your ribs.

O Continue to sound into this area easily on the out breaths.

O Move your hands to your belly. Find atone that vibrates your
belly. Fed the vibrations in your hands.

O Pace your hands on your solar plexus, below the ribs.

Find atone that vibrates the solar plexus.

O Pace your hands on your sternum. Tone into your sternum.
Fed the vibration in your hands as well as your sternum.

O Place your hands on your neck. Vibrate sound in your neck
and hands.

O Place your hands on your TMJ joint of the jaw. Tone into

your jaw.

O Place your hands on your forehead. Sound into your forehead.
Continue until the whole skull vibrates.

O Place your hands on the top of the skull. Vibrate the top of the
skull with sound.

O Reverse, from head to pelvis. See how low a sound you can make
to vibrate in the pelvis and hip sockets.

O Rall to your side and come to standing.
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Vibrating the body with sound, standing*

5minutes

Standing: Hang forward from your waist, head and arms relaxed,
knees bent:

O Make aslow an "ah" sound as you can, vibrating in your feet and
pelvis. Bounce your legs a few times to help drop the sound down
through the body. Image a ball bouncing on the pelvic floor with
each sound, like on a trampoline.

O Begin rolling your sound up the front of your spine from your
lowest tone up sequentially through your highest tone. As you do
this, roll up to plumb line. Jump in the air as you bounce the high
tone of of the top of the skull. Let the arms fly up as you jump.

O Repeat the high sound and the jumping a few times to fed the
vibration. Image it going right out the ceiling, like an elevator

going up.

O Reverse. Standing in plumb line, send a tone into the skull with a
high sound. Part by part, relax the body weights back down to the
earth as the sound descends. Image an elevator going down into the
basement. Release the neck and jaw as you tone. Bounce a few
times, bringing the sound as low as you can.

O Repeat several times. Observe how you fed.

*Krigtin Linklater has many useful exercises for sound and movement
in her book, Freeing the Natural Voice.



PERSONAL PROJECT

There are many ways of looking at the body. What catches your EndingsasBeginnings
interest is yours tp foI_Iow. Re‘l_ect on your bodystory, and !dentlfy an area Teaching the creative process, | often
of your body which is of particular interest to you. It might be an area  geakof itscyclic nature: oncethe
which has been injured, or which you ignore. It could be a body part creativeimpulseisacknowledged, we

) . ) . . . . find a mediumf ession, identify it
which you particularly like, or which stimulates images or ideas. A body ggm";‘xt ang”&?;??;;%?;;?' >

scan might help you select. transform, and then, quite often, afin-
ished formemergesalmost identical to

. . .. . . theinitial impulse. But theentire process
Information: Identify the bones and joints involved in the area of your  isnecessarytoarriveat theend, whichis

choice. Research other aspects which draw your attention: muscles, likethebeginning. It reminds me of one
. . . . e of my favorite linesin Edward Albee's
connective tissue, nerves, fluids, organs, endocrines. Be specific. Z00 Story: "Sometimes it is necessary
to go avery long distance out of your
Movement: From all the exercises that we have studied, sdlect what you g?;gg@c_’.@ba‘:kagm”d'aame
want to do to afect change or bring awareness to this area of your body. Be

consistent with the work over a period of time. .

As | was completing this book, my

Stories Write stories about your selected body area. storiesof endingscameforward. The
process had begun many yearsbefore. |

. . . gavethedrafttoreaders, atall stack of

Give yoursdf two weeks to work on your project. Follow your interest. pages organized by two silver rings. One
response, "Theringsare important. Asl
turned the pages, the back becamethe
front. When | arrived at theend, 1 was
at the beginning. That seemed right.
Learning about the body isan ongoing
process. How do you keep that present in
book form?"

-

/ talked to afriend about endings. She
said that after thedeath of her husband
she put together everyjigsaw puzzein
the house. When shewasdone, the pieces
werein placeto begin again. Another
friend said that each time we begin we
start fromour base. If we start in the
middle, we can only do what we know.

If we start from the beginning, our
possihilitiesareendless.

Photograph: Bill Arnold
" Studio: Theatre School, Amsterdam"
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Drawing: Hally Sheely (age 4)

Following your movement

Lying in constructive rest, eyes closed:

O Do afull body scan.

O Then bring your awareness to your particular body area. Follow
any movement that feels good. You may be drawn to an image, a
sensation, an idea, an emotion.

O Ligten to whatever comes. Allow yourself to move and let your
body be your guide.

Teach-a-friend

O Work with someone for three days, a minimum of 30 - 45 minute
sessions. Sdect "To do" exercises from the text which were
particularly useful and clear to you.

O Work in a neutral, private environment. Minimize talk time -
focus on hands-on work.

Note: Sometimesit is useful to repeat part of an exercise from one
day before introducing new work. For example, on the second day,
begin by "Holding the head," and then continue to "Tracing the
ribs," or repeat "Hip circles' before going on to "Foot massage."
Ask your friend for feedback at the end of the three sessions. What
did they fed? What was most useful to them? Do they have any
suggestions or questions?

Teach-a-friend paper

O Ask your friend to write a brief description of her/his
experience - hand written.

O Write a three-five page paper describing in detail your own
experience: Which exercises you used, the length of time for each,
what kind of space you worked in, the types of touch which were
most useful and what you learned.

O Evauate your experience.

O Read your friend's comments.



EPILOGUE:
WRITING OUR
STORIES

Storytelling is an integrative process. The experience of writing, telling,
and hearing stories enhances our connection to the body. Recreation in the
fom of storytelling is part of re-membering, assembling pieces to create a
whole. A good story engages the limbic system of the brain, the area which
registers interest, responds to feelings, and connects to memory and
persona involvement. It's the part of the mind that keeps one turning the
page when reading a book. Storytelling brings us to the moment not as
observer, but as participant.

When we write, we draw on al the experiences we have known -
experiences of family, of birth and death, of intimacy and place. And it dso
invites experiences we have never known, tapping our collective
imagination. In the process of writing, we engage a willingness to be
recreated as we create; if we already know what we will say before we
write, why begin? Part of the discipline of creative work is the practice of
becoming comfortable with not knowing. As we alow our curiosity to
guide our experience, writing becomes a process of discovery.

EPILOGUE

Voices

My grandmother always wore white,

| am told, even in the Midwest, even in
winter. They say | took my first steps on
her deathbed. Her hushand, my grand-
father, wouldn't come to visit her in the
hospital; hedidn 't want to see her in pain.

My other grandmother wrote horoscopes
for thelocal paper, romance novelsin the
afternoon. Her husband left her with five
childrenand lotsof bills. Yearslater she
wrote, "No wonder hehad to go, | never
really loved him."

B3

When my mother became pregnant with
her first child, her mother said, "That's too
bad, now you'll never leave him." After a
miscarriage, Mother asked my father's
mother to comeand help her.
My grandmother said she was busy.
My mother said she was lazy.

B
These grandmothers come to visit me
often, telling stories | do not want to hear.
We sit at opposite ends of the dining room
table and do not speak. Once an author
said, "When | write, | must kill my
grandmother again and again. Shesitson
my shoulder and says, 'Hush. Don't say
that. Begood '."

Photograph: Bill Arnold
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When | was to be married, my stepson
asked hisfather, "Doesthat mean | will
have two grandmothers?" "Yes," he
replied, "maybethree, maybefour.”
"Good," heresponded, "then my cheeks
will be wet on both sides from getting
kissed so much."”

Asa child, | would hear voicesin the trees.
My Sunday school teacher told me, "It's
just thewind in the branches.” But | knew
he was wrong. It was the sound of my own
voice, callingmehome.
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Writing our body stories allows us to go part by part through our
structure, noting the memories and associations which emerge. Our history
is stored in our tissues, and memory can be triggered by a smell, a sound, or
aword. As we listen to our bodies, we recognize that each person has
stories to write and to tell.

Creative writing exercises can invite exploration.* Here are a few basc
rules to guide our experience:

1. Write from the whole body; try to keep your pen moving; maintain a
supportive, non-judgmental attitude; resist editing or censoring your words.
The task is to let your body write you - i.e, to become a vehicle through
which your own stories emerge. A friend refers to this process as one of
"alowing your ego sf to hear the voices of your larger f."

2. Read dl of your writing aloud - include every word. When you reed,
both hear and fed your language. Often the experience of reading is very
different from that of writing. Cultivate a supportive, non-judgmental
writer and listener within yoursdlf. If emotions come, allow yoursdf to
continue reading with the fedings. We need our whole sdf present in our
words.

3. When giving feedback to others in a group, comment on what stands
out to you, what moves you. Maintain your non-judgmental but discerning
awareness as listener. Each person's stories emerge as they are met by
receptive ears. ¢

*Natalie Goldberg offers useful suggestions for creative writing in her
book, Writing Down the Bones.



Timed Writings

45 minutes

O Write about a body part. Follow any images or associations which
emerge. Keep your pen moving! (3 minutes)

O Write a story from your childhood. A story generally has a
beginning, middle, and an end. It might be an anecdote you have
told before, or something you reflect on for the first time.

(5 minutes)

O Write about a place. Use as many specific details as you can. It
might be a place you have lived and loved, or somewhere you have
visited. Thereis no right or wrong; notice what comes to you asyou
reflect on place. (5 minutes)

O Write about your ancestors. You might begin with your
immediate family. Then, who came before them? Where did they
live? What stories have you heard about your ancestors? (5 minutes)

O Choose something which interests you in your writing so far and
continue for 20 minutes.

Read everything aloud, beginning with the first exercise. Keep a
non-judgmental attitude about your own writing. Enjoy your stories
and those you hear if you are working in a group. Notice what stays
with you when you are finished.

TO DO
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Body Tracing

10 minutes to draw; 10 minutesto write

(Materids: alarge roll of white paper, crayons, colored pencils or
markers, awriting journal)

» Working with partners, one person lying down on a large piece
of white paper, eyes closed: Trace around the outside of the body in
one continous line, making an outline. Reverse roles.

» When both tracings are complete, draw inside your body outline.
Include what you know and what you fed. You can touch your
body to remember what's under the skin; use different colors to
show moods, sensations, emotions. You might find images, words,
or memoriesin different parts. There is no right or wrong. Draw
until you fed finished. Sign your name.

» When both partners are done, hang the drawings on the wall or
look at them on the floor. Notice what catches your attention in the
body portraits.

* Write about your experience. (10 minutes)

» Read your writing aoud to your partner. Keep a sense of humor
asyou read and listen!
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