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and Arms Work in Front of You

straight as the person leans back.

Therefore, when you bend backwards, you are mostly bending in the neck
area, then at the junction between the last thoracic spine and the first lumbar
spine (T12/L1 junction} and below (down to L5).

If you don't know this, you might try to "lift" the ribcage, thinking you are
arching back in that part of the spine (which, again, you can not). Your
hody always tries to follow your wish. If what you ask of your movement
is impossible anatornically, then you will do something else that closely
approximates the movement. In the case of "lifting the chest” what happens
is that your entire arm structure is pulled back into the hollow of your back.
This stretches the skin and muscles on the front of the chest, so you "feel”
you are lifting the chest. You are not lifting the chest, you are pulling your
arms back.

Arms are designed to work in front of you, so as you pull them into

your back this way while you begin to dance, what resulis is a less than
wonderful quality of movement in your arms. For the dancers at the
workshop, it was necessary to think "Oh, I bend back at the base of the
chest, my arms do not have to do anything." The result? A lot more case and
freedom, a greater sense of control, and—perhaps most important of all—a
lot more satisfaction in dancing!

PS. The picture of a belly dancer in page 43 is a perfectly picture to show
the bending back in the spine. It shows so clearly the point where bending
actually occurs, and the fact that the rest of the spine remains almost
straight above it! This is what 1s so important for people to know about their
b(sd}'-map.
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Thoratic Spine Stays Straight

>>>

INSIGHTS FROM WORKSHOP

What I wrote above is the key insight from my joylful experience of
working with social dancers, What most impressed me at the workshop was
the skill and passion of everyone present. I have rarely worked with such a
group of dedicated people—who know how to have fun wo!

To end this article, another insight I gained from you was the impartance
for dancers of knowing the Ranges Of Movement (ROM) of their spine (Ref.
Ilust 2 in Japanese text) , One simple example for partners who must lean
back from the head and upper body, This diagram is an illustration showing
the ranges of movement in the spine, from upright in the middle of the
diagram, to leaning back on the left side, and rolling forward on the right
side.

FACT: the thoracic spine—from first to last rib—has an extremely limited
ability to extend backwards. This diagram shows that well, It stays preity

A scene from the workshop
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EFFORTFUL DANCING

You know when you see effortful dancing: there
is a kind of smiling grimace on the face of the
dancer? You often se¢ it with politicians too—
they may smile, but you can sense some kind of
conflict behind that smile. In politics it is often
because they are lying. In dancing you are being
truthful, but the underlying condition is still
one of conflict. As a dancer, you are obviously
dedicated and earnest in your wish to do well,
but often while fi ghu’ng elements \_vh.hin_'_ cqncern o Dol i bc
about balance. discomfort or pain, thinking of 4 smile, but we know

reparing for a difficult move that is coming. She isnl. Sowhat is
preparing ifficult £ o i

THE SCIENCE OF MUSCLE MOVEMENTS

Every muscle is comprised of muscle cells, also known as muscle fibres.
There are two kinds of fibres: white ones that tire quickly, and red ones that
don't tire, Sometimes we need to use muscles in a continuous, uninterrupted
way—such as standing for long periods of time, or sitling upright at a
computer screen all day—the red ones are best for that. They don't get tired.
However, other times we need sudden, powerful movements—the white
ones are best for that. They are able to deliver more power more quickly,
but then they get tired, they have to be trned off for awhile. Every muscle
comprises of both kinds, and everyone is a litile different, A sprinter has
more whites, a long distance runner more reds. Not only that, we also have
the ability w genetically transform white ones into red ones! Amazing isn't
it?

Now comes the interesting part—what decides which type gets recruited
into action” You do, that's who. How you think decides whether you use
more whites or more reds within each muscle. If you do ‘effortful dancing',
if you push vourself hard, then you are telling your system that you want
the white fibres 1o fire off, When that happens, you easily get tired, It
gets harder and harder to keep dancing. And then you want to collapse,
or "release” as some people mistakening call it. "Release” usually means
you turn the muscle off. When you do that, connective tissues—like
ligaments, fascia and passively stretched tendinous tissues, take over
the job of supporting the body. This creates a lot of pressure at local
points, and generally increases the wear and tear of the body. It also feels
uncomfortable and results in isolated arcas of pain,

TRY THIS EXPERIMENT

Before you start, get a stopwatch or clock with a second hand that you can
easily see. One with an alarm is even better. Set it for one minute. You are
going to hold up your arms twice for 60) seconds (or 30 seconds if that is
too long) and note differences between the first and second times.

1st Time: Put both arms up level to the fioor, and take the attitude that this
is an easy thing Lo do, Remember your arms are part of the whole support
system of your body, and be aware of the space around you, with your
arms resting in this space. Trust that every part of vou is involved in giving
support to the arms, so you can let them be where there are while you take
in information from everything that is surrounding you.

After 60/30 seconds thinking in this way, put them down, noting how they
felt and how long it felt you had them in the air.

2nd Time: Now change vour attitude. Start thinking how difficult it is to

hold your arms up. Focus narrowly into only your arms, Forget about the
room, your body — just think only of your arms and the muscles that must
work hard to keep your arms in that position. Keep thinking "I have to
make an effort to hold my arms up, I have to keep telling them not to drop
down.”

After 60/30 seconds thinking in this way, put them down, noting how they
felt and how long it felt you had them in the air,

My guess is that the Ist time was much easier than the 2nd time. Because
the first time, your attitude caused the non-fatiguable red fibres to come
into play. The second time, your attitude caused the fatiguable white fibres
to come into play. Remember — every musele has both kinds of fibre, but
the more our attitude changes, the more we start developing the red non-
fatigable fibres to give support to everything we do.

Did the second way maich anything you feel at the moment? Have you
got localised aches? Do you feel sore in certain places? Do you get tired
holding yourself "up” all the time? Do you love to crumble into a chair, and
let your whole body collapse for a while? If you answer yes to any of these
questions, then read on—because now [ am going to describe how you can
maove according to nature’s plan.

NATURE'S PLAN FOR BONES (Ref. lllust 1 in Japanse text)

We have two skeletons that operate together: the head/chest/spine—called
the Axial skeleton; and the jaw/scapular/arms/pelvis/legs—called the
Appendicular skeleton.

The head/spine skeleton is central to all movements—it is coordinating
what you do. The arm/legs skeleton is for doing things—like social dance,
where you are moving arms and legs in specific ways. So generally it is
useful to understand that you have coordinating movements (the "inner
dance” that [ wrote about in my last article) and activity movements (the
"actual dance" that everyone can see). Coordinating Movements always
involve the integration of head and spine—BodyChance's 4th Principle:
Head Movements Govern Vertebral Co-Ordination—whereas Activity
Movements could happen in the head/spine (the head thrown back in tango
for example) or in the arms/legs (the steps of a Waltz for example}.

S0 you have this kind of arrangement—a core activity, supporting a
peripheral activity. Now the core activity in social dance is being upright.
You don't dance sitting or lying down, so there is a need to have core
support as you move around with your partner, As you need core support
continuously, it would be very convenient if you could do this effortlessly.
And in nature's plan you can—providing you recruit the non-fatiguing red
fibres, But what do you think happens when vou "try" to be upright? When
you make a big "effort” to be tall, or erect or in a "good posture”. You are
telling yourself you need to work hard, so what happens in the muscles is
that the fatiguable, white muscle fibres are recruited into activity, And the
result is not pleasant, is it?

Instead of that, it is important that you change your attitude. Accept support
from your system, "trust” your axial skeleton, and the core muscles that are
situated within it, to "support” you as you move through your steps, figures
and amalgamations. Your attitude will dramatically effect how vour muscles
are employed to dance, T am sure you often hear the instruction to "trust" or
"to let the dance do itself”. These kinds of instructions and thought process
have a big effect more than you can imagine.

>>>
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BODY CHANCE

In my last article | promised to discuss
how your human consciousness
interacts with your locomotive system
to affect not only your movements, but
overall behaviour. Of course this is a
huge topic, so | can only touch upon a
few areas, and then only lightly so.

Thanks to Kammoto-san, | was able
to personally meet and explore with a
group of 18 couples, aspects of their
Social Dancing. It was a delightful
experience for me, and hopefully fruitful
for those participating. So many ideas
and practicalities emerged, that the
Editor thought it worthwhile | comment
on the results here.

For me, the quality of thought was most
interesting of all. From a wish to be
good, to be right, to do the movement
correctly —which is a beautiful and
understandable thing—a lot of "effortful”
dancing was produced. Paradoxically,
this effortful way of moving acted
against the very wish that produced it!
So to understand what is going on, let
us consider the state of mind that is
present when this 'effortful dancing' is
produced.

>>>

Jeremy Chance




