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So there must be an explanation of how we can deal with the three factors

energy. making us tired and not thinking so well because we probably

have a slightl

our movements really affect the way we digest food, or breath, or how our
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in an effective way. Yes, and this begins with Alexander's discovery of how

Head Movements Govern Vertebral Co-Ordination,

y lower oxygen count in our blood. In this situation, our heart

also has to work harder to pump blood through arteries and veins that are

minerals etc. But with movement— what is there to know and analyse?

In the next article we will be exploring this, together with explaining how

you can use the Movement Principles to dance more effectively.

unnecessarily constricted due to downward compression of the head, neck

and chest.

Again, it is something very obvious once you give it a little deeper thought.

How do arms affect our kidneys? Why would slumping make us tired?

o
£

rtenin
onestly

here is a man who is sho

For example, look at the picture [picture b]

is

Instinctively we know that "posture

his spine to be in a slumped position even when standing. Do you

important, but do you really understand

how it

think that pushing hard down on your digestive track will not affec
works? If T stand on your tummy, is it going to work better? Of cou

All these little extra efforts add up. Eventually we get tired, we lose energy,

aht,

that your breathing, circulation, eyesi

we feel sometimes listless and unable to do things with enthusiasm and

rse not,
is a bit

digestion, heart rate, blood pressure, hearing

energy. Or our system responds to this situation in a different way: we feel

but when we use muscles to pull our chest down into our tummy, i

and all the many systems of your body are
profoundly influenced by the levels of tension

in your neuro-muscular system?

y and scattered thoughts,

o

frantic, can not sleep, have a lot of nervous ener

like someone standing on our ummy.

while also feeling exhausted and emotionally drained. Either way. we have

1g of having to "

a sort of feeli

what we are d
this exagger:

patterns stron

1g? Do you think your lungs can get a maximum amount

How about breathi

push” ourselves and in fact that is exactly

re squashing up your torso? We don't need a university

ning. Of course not everyone is this extreme, but by painting

of air when you a
professor to expls

Another way of saying this is: use affects

ed picture, you can understand why and how movement

al

in what is simple common sense —we can't breath as

functioning. That is, the way I co-ordinate my

ly influence our health and state of mind.

g
&

ympress our body. We will still get the breath we need,
ow breaths more often—and this uses up more of our

deeply when we ¢
but by taking shal

body will influence all the other systems of
the body. Is it really true? Can the quality of

b
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The seven Body Chance Movement Principles

>>>

naturally understand this information. The 7 Body Chance Movement
Principles are:

d

. All Moy ts are Interdep
Harmful Movements go Largely Unrecognised.

. Movements Strongly Influence our Health and State of Mind.

. Head Movements Govern Vertebral Co-ordination.

. Movements are Driven by Old Feelings, rarely New Ideas.

. Movements are Changed by Reducing Tension, not Increasing it.

. Our Sense of Movement is Internally Calibrated.

1. All Movements are Interdependent

Social dancers often have to think about specific moves of their feet,
arms, torso and head. This is a normal and necessary part of learning

23 DANCE WING 11/1 2009

social dance. However, there is also a great danger here. If you think too
specifically about making one area of your body do something, without the
understanding that this will affect your whole body's movement, changes
will happen in other areas of your movement that you are unaware of,

Sometimes, these unnoticed changes cause problems at a later time
(Movement Principle 2). These unnoticed changes can result in problems
like feeling tight or sore in one part of the body. or falling out of balance,
or always turning slightly wrong—things like that. In this case, detailed
analysis by an expert is necessary to determine what is causing the problem.
The cause is almost never what you expected it to be. Once you understand
Body Chance Principle #1, and how to apply it, you can quickly solve
movement problems. Therefore, the study of movement must always be
approached from this holistic perspective.

2. Harmful Movements Go Largely Unrecognised

This is related to the first principle above —because we do not pay attention
holistically, we fail lo notice when we adopt 4 harmful movement pattern
in another area of our body. It happens because we are concentrating too
much on one part of our body —where our feet must be placed, or how we
want our arms to move —and while we are trying to achieve this specific
movement, we simultaneously make changes in our head, spine, chest and
pelvis that go unnoticed. Once we develop harmful, habitual movements,
they stay unconscious and unrecognised. This is obvious when you
think about it. Many people get neck or lower back pain—if they truly
understood how they were causing that, wouldn't they immediately stop? In
other words, we can know that something is not working — usually because
it hurts in some way—but we don't recognise what is actually causing this
pain.

The same is true with performance difficulties. Sometimes we find our
timing is out, or we lose balance, or we keep missing a cue and we try
lots of different things to make it better, but the problem keeps persisting.
Have you, reader, had such a problem? Then from the perspective of this
principle, the reason is that you do not fully understand what you are doing
to cause the problem. If you did, obviously you would stop doing it. The
fact that you can't demonstrate that you don't have the information you
need to fix it. Again, it first requires and expert who can analyse what is
happening and teach you how to understand and correct these habits.

3. Movements Strongly Influence Our Health and State of
Mind
I don't think anyone disputes that what we eat has a strong influence on

our health and state of mind, yet the same importance is rarely accorded
to movement. Why? Because we basically know so little about movement,

>>>
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A Road Map in Your Dancing

>>2>

is a great design and, left alone, can do almost anything you know it has the
potentional for. So if you can not do something that other people can do, it
must be because you are doing something that they do not do.

The solution then? Find out whatever this extra thing is you are doing, and
stop doing it. This is what the principle means— lessen the effort, do not
increase it.

7. Our Sense of Movement is Internally Calibrated.

Here's a simple experiment that illustrates this well:

1. Close your eyes and, leaving your feet apart, align your feet so that the
inside of both feet are running parallel to each other (as people often do
when practising Tai Chi);

2. Now open your eyes and have a look—are your feet parallel? Most people
will find that they are not, that both feet are still slightly turned out.

This is natural and there is nothing wrong—but it illustrates that you
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calibrate your feelings based on an internal sense of right, not in an absolute
way. So feelings are relative, not absolute, Not everyone has the same feeling
about everything — that is obvious., We all have different feelings about the
same things externally —one person we feel good towards someone, while
other people feel uncomfortable with the same person. So the idea that
everyone has different feelings about the same thing is not new.

What is not clear, is that this same concept applies to your internal world,
not just your external one. So one person's feeling of standing straight can be
radically different from your feeling of standing straight. So what happens
in a dance class when the teacher says: "Everyone, please stand with a
straight back."

If you have 17 people in the class, you will have 17 different "straight
backs." (And your back isn't straight anyway—it has many curves!) Then
the teacher goes around trying to "correct” you, often by using their hands
(but not as an Alexander Technigue teacher would do!). However, mostly
the changes are made by increasing tension, by making more effort to "stand

straight” and all this results in is less flexibility, more rigidity. Is rigity
something you want to consciously develop in your dance?

* * *
I hope I have been able to introduce you to a new universe of understanding
about human movement. It is a life long study which will bring you great
joy, insight and a longer and healthier life. It will certainly support and
enrich any other skills you are practising at the moment. Alexander did not
discover anything new, any more than Copernicus discovered anything new
when he said the earth revolved around the sun. Alexander did only that—he
saw something that no-one had described before him. He described Nature's
plan for human movement. When you study his work, you do not study a
specific set of facts.
Lessons in the Alexander Technique are different for everybody who has
them, and difficult to describe to others. The reason for that is because the
thing you are learning about is nothing other than your very own self!
In my next articles 1 will be applying this information to the seven classic
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mistakes that people make when managing movement, pain and posture,
I plan to relate it to issues that concern dancers, and it would help if my
readers send questions to the address "overseas@studio-himawari.jp".
| can not promise to answer every question personally, but 1 will include
questions in my articles that seem to be generally asked by the readership.
So please send us some feedback — what other things do you want to know
about how you can impove the co-ordination and look of your social dance?
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The idea behind this principle may come as a real surprise to you—that
feeling dominates every movement you make. Again, we can recognise
this principle operating in relation to food. We may know (our idea) that it
is bad to eat sugar food, but we love it {our feeling!). How often, in your
experience, does feeling win over your idea?

It is no different when trying to make a new movement. First we have the
idea of trying to do something in a new way, We practise it, sometimes think
we succeeded, but then find that not much has changed. What has happened
is that we feel we have followed our new idea, but actually we did not,

We try to do the new thing, but we fail to recognise (Principle Number 2)
that we are not actually following our idea, but instead doing the same thing
over and over again. Worse. we don't even notice that this is happening
(Principle Number 2) and our teacher keeps complaining we do the same
thing all the time, even though we are always trying to do it differently.
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For example: your teacher tells you to have a "straight back"? So usually
you do what feels like a staight back. This is using feeling to make choices
about movement. However, sometimes if you look into the mirror you will
get a suprise—what you feel is standing straight does not look straight in the
mirror at all. It might be that you are leaning back more than you felt.

Basically, we let our old feelings stain the perception of any new idea
our teacher gives us. We understand through old feelings, and then use
those same old feelings to guide our new movement. The result is we
get a variation of the old movement, not something new and different.
Disappointed, we keep repeating the same mistake over and over again
without really understanding why it isn't working. Whenever you try to
correct your posture, you think you are using a new "idea” to correct it.
However, how do you implement this new idea? You use feeling. You move
yourself in a way that you feel corresponds to your new idea. So despite
the fact you seem to be using new ideas, actually you are using your old
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You're “Better!"”

feeling— they are still dominating. A way of checking if this is happening to
you is to ask if you always end up with the same kind of tension or soreness
when doing certain things, even though you keep trying to change them?

To move according to a new idea is a truly remarkable experience. What
is most shocking is that the feeling of a movement guided by a new idea
is often transformational: totally fresh, new and unexpected. It often feels
"wrong" you, even though others can see it is much, much better.

6. Movements are Changed by Lessening Tension, not

Increasing it.

You can not lose tension by making tension, This is obvious isn't it? If you
want to move in an easier way, it naturally follows that you need to use less
effort—how can using more effort ever be easier? But look around—how
many people actually do this?

From my observations, what usually happens when you want to correct your
posture or movement, you make more effort, not less. When your neck,
back or shoulders feel tight—what do you naturally want to do? You want
to stretch it: pull your shoulders back or up, bend your spine over or pull it
backwards—something to give you the feeling of getting out of the tension.
But are you really getting out of the tension when you do that? Think for a
minute: how many times can you remember this stretching getting rid of the
tension permanently? Usually in 5 minutes the same old pains are back. so
you stretch again, and so it goes on month after month, year after year.

This is a process of increasing tension to the system, not reducing it. How
can that be good?

The reasoning for this principle goes something like this: when something

is going wrong with your movement, it will be because you are doing
something to make it wrong. This idea assumes that your movement system

>>>
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Join in our WORKASFIRE!

Important Steps Begin With The Moment of Decision

DATE: MAY 7-8-9-2010

WHAT: A workshop called "WORKASFIRE", three days of total immersion in which dancers can get in touch more
with physicality, emotion and mental skill.

WHY: “WORKASFIRE" is a workshop where dancers can express the talents that they have inside. Our purpose is
to make the dancers see and experience the dance in 360 degrees. We believe strongly that every one has a potential
inside of them waiting to be discovered, so we use a number of techniques to enable them to realise their potential.
Before the dancer there is a person: If this duality is not balanced, it is difficult to become free enough to express
your ability. This is why in the WORKASFIRE workshop we spend time on a number of different topics that relate
and connect to help dancers to find their own style.

In our experience we have found that a lot of the difficulties related to dance are in the dancers self belief, and of
course this aspect will influence their behaviour and their actions.

This sometimes leaves the dancers confused and they don't know why their career has not progressed in the way
that they have had hoped it would. We believe that most of the problem starts from inside the dancers themselves.
During the WORKASFIRE workshop, people will experience many things such as fun, professionalism, passion,
quality, creativity, diversity, sharing, unity and certainty.
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WHO: The organizer of the workshop is the "DANCEASFIRE" Italian dancing schools, run bay Massimo and Alessia
Giorgianni and, for this event, with the help of their precious staff and guest teachers.

WHERE: The head office of the WORKASFIRE is in Vigevano, 30 minutes from Milan. The closest airport is Milano
Malpensa and Milano Linate. Vigevano is very famous in Italy for shoemakers and for the beautiful square designed
by Leonardo Da Vinci.

HOW: Booking is available from the webpage: www.danceasfire.com, by fax at 00390381312465 and email: info@
danceasfire.com. Payment by PAYPAL is acceptable. Accommodation such as apartments, Bed and Breakfast and
hotels are available, as well as taxis to and from the airport.
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BODY CHANCE

M 2nd in six-part series

The Seven Body Chance Movement Principles by Jeremy Chance

Are you moving in your Social Dance the way you want to?
Is everything perfect, or are there some persistent issues that
keep lingering on no matter how much you keep trying to
resolve them?

If this is true for you, then this article has some new, exciting
secrets about movement which can be applied effectively to
social dance. Anyone who knows and applies this information
is at a great advantage over someone who is ignorant of the 7
Principles that Govern Human Movement.

The 7 BodyChance Movement Principles are:
1. All Movements are Interdependent.
2. Harmful Movements go Largely Unrecognised.

Jeremy Chance

Movements Strongly Influence our Health and State of Mind.
Head Movements Govern Vertebral Co-ordination.
Movements are Driven by Old Feelings, rarely New Ideas.
Movements are Changed by Lessoning Tension, not
Increasing it.

Our Sense of Movement is Internally Calibrated.

In the previous article, we explored the meaning of the first
three principles. Those three principles cover the causes
of malposture developing. In this article we explore the
four remaining principles, which offer a road map towards
restoring nature's movement plan, and avoiding the errors
that cause pain and imbalance in your dance.

4. Head Movements Govern Vertebral Co-ordination.

Put another way, Alexander discovered that how we situate our head will
affect all our other movements—that the head organises how the rest of the
body will move This discovery is so obvious, it is hard to understand why
it is not universally understood. 1 think the main reason for this ignorance is
that you have to feel Alexander's discovery in order to know its truth. When
you meet a teacher, they will use their hands and guide you into experiencing
this effect — it feels truly wonderful, You feel this result because most people,
and T do mean most people, are using an unnecessary amount of tension
by tightening the muscles at the base of the head, resulting in a downward
pressure through the whole spine, which includes the chest and pelvis. When
you stop pushing the head down into the spine like that—and an AT teacher
is trained to help you experience this—you feel incredibly light & easy,
whilst also gaining more confidence in your dance.

( Itlust on P68 )
These 10 muscles are immediately below the head. They are among most sensitive

muscles of our body, Their primary job is to both detect and control the position of

the head, functioning in a similar way to power steering in our car—bigger muscles
do the moving of the head, but the messages are shaped by information supplied

from these 10 muscles,

We can wonder why Nature planned the head/spine relationship this way?
The first point is that this is where are vital senses are located. Our eyes,
ears, nose & taste are all situated at our head—this is "Central Command".
Because these senses are a vital part of our contact with the world, we
naturally want to lead with them to whatever smell, taste or sight attracts

us, The second point is that the head is at the front of everything. Why 15
the engine of a train at the front? Because it pulls everything from there—in
an odd way, we function in a similar fashion. However, our head guides us
while the muscles of the spine & legs give us the power to move.

One simple exercise you can do to understand this is crawling—ask a friend
to guide you by the head as you craw! around on tatamis. Then try to resist
your body following in the direction your friend is leading your head, but
without making any extra tension in your neck. You will quickly see that
unless you can control your head movement, you cannot control where your
body will go. This trick is used in the rodeo when a bull is brought to the
ground —the cowboy must first twist the bull's head around and this will
cause torso and legs to twist around so that the bull falls to the ground. But
watch out if the bull takes over his head first!

When you understand this critical principle,
and include an intention of the movement
of the head and spine in relation to any
other movement you are doing, you are in
possession of a powerful tool that can help
vou deliver much better results in the your
dance. It is a simple technique, but it needs
both experience and practise to apply.

5. Movements are mostly Driven by

Old Feelings, rarely New Ideas.
FM. Alexander

>>>
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Your Body Is Doing W hat You Tell It To Do

>>>

So the information we have about things "outside” of our Self comes to our
awareness in exactly the same way that information from "inside” our body
comes to our awareness. If you practice thinking this way, you will stop
experiencing division and instead experience unity of attention. Put your Self
at the centre of the world, then everything from your body and surroundings
comes o your awareness in one unified field of attention, This is one of the
qualities that great dancers have—we are drawn to them—and this is your
first step towards making your movement form holistic and connected. This
leads us to the second BodyChance Movement Principle:

Harmful Movements go Largely Unrecognised
The reason harmful movements go unrecognised is because we do not have

this holistic attention on how we dance. Instead we are dividing our attention
into parts, and thinking only of the dancing form. To remedy this, in the
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next few weeks, keep asking your Self: what is my whole body doing while
I am practising this dance? What is the overall quality of my movement?
Am I pushing or forcing my Self? Am I thinking of "making" my body
do something? One of my teachers once told me: "People complain that
their body will not do what they tell it to do. Actually, your body is doing
exactly what you tell it to do." The point is to notice how vou talk to your
body. Are you a bit of a bully towards your body—do you scold your Self,
get frustrated and try to push your Self to be right? This will create a harsh
quality of movement which is not attractive to audiences. Instead, work on
changing the attitude you have towards your body—be patient, kind and
generous towards your Self. This will create a (an) casier, clearer and more
graceful sense of movement which is more attractive to audiences,

Secondly, notice how you think about your dance form: is your attention
always in a narrow focus? Are you often thinking of one part, then another
part, but not of the whole in relation to the parts? The exercise suggested

above—to practice a unified field of attention—will help to remedy this
tendency. It is also useful to find means to convince your Self that this is
important—it is impossible to study what we-don't-know we don't know!
The purpose of this article is to bring your awareness (o an entirely new
way of considering dance. I want you to start the practice of bringing
your attention to how you dance, not just what you dance. If you want to
understand this further, I suggest you make a little experiment.

Make a video of your Self dancing. Once you have made this video, watch
it carefully and ask your Self this question: am I doing things that I am not
aware of? Can | see movements I am doing that [ did not consciously intend
to do? Befote you can change, it is important to understand that there is a
reason to change—that is the point of this article: to bring to your attention
to a phenomenon in dance that is largely ignored, but which results in untold
numbers of problems if left unattended. It is also the secret factor that
mikes one dance ugly and another beautiful to behold. You can improve

dramatically when you realise and practise this holistic and integrated
attention to your movement. Another technique to practice is to ask others to
comment on what they see (but remember they could be wrong!).

Please spend the next few months exploring this. Of course, lessons in the
Alexander Technique is one quick and effective way to become more aware,
but Alexander himself did not take Alexander lessons, so with a strong
intention and a clear motivation to improve your dance, you can start first
by practising a holistic awareness, then continue by noticing how you pay
attention to what you are doing.

In the next article 1 will be explaining how nature organises human
movement—the third and forth BodyChance Movement Principles (see
highlight). An understanding of these principles will further assist you in this
process of making how you think about dance of greater importance than
what form of dance you are performing.

DANGE WING 31 2010 42




S

T
R

NTNEERT—gVvENYTA EwT

<}
By LT BB T

Ry rfe o3 g T Wb

e

N e R R

O T e S e
R -
SRRV N e T IN =N

0

TEYTTES
FLoY - -Fo—7
— DHOTFRECEREPH BRI

F#%  Principles of Alexander
BE VILIi—-Fy-R
R R A AR

(Hifr4) HISEE 2006.6

-
-

el aruenl Al = | T s 2ot
B S AFEETeEE S IR

S

HFq - FrvA/BRASSS
FHMERETEE2TE21#28 |
b bELZER10E !
®iF 1 0120-844.882 |
(S{409F9 Mo~ BWE 12:00 ~18:00! |
httpe/ /www.alexandertechnique.co.jp’

K71 - FroR/ BEARTA
KA AT E T

40— TEHHE A E 420

WE 0120844882

(TR kE~HWAE 12:00 ~ 18000 |
Fax : 03-5436-5045 |

email © office@alexandertechnique.cojp |

= FEEOTHR - JHEE
overseas@studio-himawari.jp |
2TUIH,

AT T

e - R wh
[
=

AT AT ERAFS S (
e dge AT e

ErrcSy LS oEe

FSRISEHTIH oTAASKHETS

-

-

-

AFEFDEAFTINVE &S

& e A ACRTEE SRRy
FrE S (L BB ST O CTRYE

Eraw i e QMR S0 ke BT

ARG BT ERE
LGS ACERTSoE) &

UNETIN— ey

BE

(i (1c~ECr R

wr
b7

\

©

AR — | I =\ NN

.
2

- 3§
- BE

o HEEE
o HifeF i

N s =T NS

WA W~
N-$8Fe (m) mNme - Hm

m
4

UNCOUCRBIESR

—ONN -W— O -WO )

IV AINUY TR CEY
Ve ER 4 O LES

o OBEFRH S8 E B
HE F) M E—SNV S\

g
Prodp o

FFar Sy o g CHEC FHRYIET Y Sr

AREESITS BEROTH E>
AT S e Svil SRS el A WV o =

P

ACRITTHT
e 5 o I

=
1

ACRSE ] oS agsE

oA e (D B [ RS

Pt

I JSNThoars A b e il
MPE | [Py TR wE
G EE
SFeaTETuEoSMN N

FE| [ xSo
Thd e Nmpe=E
-5

SSm FEo
Aifotyr

AT

< i

R T e ]
S

~

p=i

SRS O o> ok
B )

-
i

Ead
-

I S Ry Sk N TS
AR S g
ESES

C M S ETNY MRS E ST

i

SEER O (TS BT (A
CEANGETIN Y

| a—
(X}

e ACED Swd

=
]

&
=

R ) S CEom [T

i

Y
ST BRI A T
o v CHEE A O ERVEREE

TS NAURBERDDRE N

e & B S E e ), oL
;|

e
SV ] v 0

Importance of “HOW”™

Daoes your partner or teacher often tell you things you were not aware of?
Do you keep making a similar mistakes?

Do you get especially tired or sore after dancing?

Does holding up your arms take a lot of effort? Do they sometimes get sore?
During dancing, do you slowly find stiffness or pain occurting in your body?

>>>

Syndrome). In the worst case they finally cannot write at all. Do you know
any social dancers who have suffered a similar fate? They starl pain issues
in their arms, neck or back until eventually it becomes so severe that they
have had to cut back or even give up their cherished dance. So if one person
gets many problems, while another person practising exactly the same forms
does not, there must be another factor at work that is influencing this resull.
Does that make sense? This factor is how you co-ordinate your whole Self
while you dance a Waltz,

So pain is your friend. It tells you that you are going against nature's
movement plan. When you get pain, this is the sign that you are not paying
enough attention to: how you are dancing each of the different dance forms.
However, before it gets to the point of severe pain, there are other signs to
look for. Check if you have experienced one or two of these symptoms:

Does it take you a long time to learn a new dancing sequence?

45 pance wWING @1 2010

If you are not experiencing any of these symptoms, then lucky you,
However, you don't need to have any of these symptoms lo gain an
advantage from studying how you do dance — attention to how will improve
the quality of your dance: audiences will gain more pleasure when the
beauty of your movement form improves. However, to gain that advantage,
it is necessary to understand the first two BodyChance Movement Principles:

All Movements are Interdependent

The first principle explains why it is critical to pay attention to how you
learn what you learn. When we are learning anything new, it is natural to
think about what to do with the different parts of our body, but thinking only
of the different parts—one by one—does not give us the sense of the whole
movement, No movement of one part of the body happens in isolation.
Every time you move a leg—this is affecting your head and spine; it is
affecting how your arms work. Paying attention to the whole is critical to
understanding how the parts work,

How can we be aware of the whole? First it is important that you do not
make any division between awareness of your body, and awareness of your
partner or the environment that surrounds you—this is the practise you can
start from today.
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Start with unifying your field of attention. When being aware, we have the
habit of thinking of "outside” our Self or "inside” our Self as though the two
were mutually exclusive-—we think of one or the other, but we find it hard
to combine both together. Nature does not function this way, The awareness
of things "outside” my Self is actually happening "inside” my Self. Instead
of thinking "My awareness goes out towards the things that are around me"
instead think "My awareness of the things around me is coming towards
my Self." This is actually how it works—Tlight travels to your eyes, then to
awareness centres in the brain; sound travels to your ears, then to awareness
centres in the brain; smells travel to your nose, then to awareness centres in
the brain. Bodily awareness functions exactly the same way—it travels from
sensory receptors in your body (many different kinds of propriocetors) to
awareness centres in the brain,

>>>
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M 3rd in six-part series
The Seven Body Chance Movement Principles by Jeremy Chance
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The 7 BodyChance Movement Principles are:

1.All Movements are Interdependent.

2.Harmful Movements go Largely Unrecognised.

3.Movements Strongly Influence our Health and State of
Mind.

4.Head Movements Govern Vertebral Co-ordination.

5.Movements are Driven by Old Feelings, rarely New Ideas.

6.Movements are Changed by Lessoning Tension, not
Increasing it.

7.0ur Sense of Movement is Internally Calibrated.

This is the third in a series of 6 articles that explore the 7
BodyChance Movement Principles which are based on the
discoveries of F. Matthias Alexander, aka the Alexander
Technique. In the previous two articles, we briefly discussed
their individual meaning. From these 7 Principles we can also
derive the 7 Mistakes that People Make When Managing

Pain Issues. These are related directly to the 7 BodyChance

Principles as highlighted:

1. Thinking in Parts, but not in Whole

2. Blaming Pain as the Problem — it's actually your best friend

3. Going Against Nature's Movement Plan Unconsciously

4. Not Understanding That How You Move is as Important as
What You Eat

5.Treating Your Symptoms as the Actual Cause of the
Problem

6. Doing More, But Getting Less and Less Results

7. Feeling Good, But Not Realizing You're Harming Your Body
at the Same Time

Now we will take time to look more deeply at how we can
remedy these first two errors by exploring the first two
BodyChance Movement Principles.

THE IMPORTANCE OF "HOW"

How do you learn a new amalgamation? How do you use it upon a current
dance form?

When you are learning new figures or amalgamations as you achieve a
higher level, or new ways to use your body to improve your dancing quality,
usual attention is placed on what you are doing. i.e. What are the new
moves? What are you doing with this arm or that leg etc.? This is a natural
and necessary thought process, however there is another secret process going
on at the same time that is critical to your success. What is that?

It is how you are doing what you are doing. What does this mean? Have you
ever watched a child learning to write? This is an example of what [ mean:

The child on the right is placing his attention almost entirely on to the shape
of the letters that he 1s writing, whereas the child on the left shows a wider,
easier quality of attention. They are both thinking about writing, but how
they are thinking about writing is very different. This is the secrel quality
that affects their co-ordination while writing,

No person dances 1 Waltz the same way, do they? Dancing the same basic
figures, one person looks graceful and it is a pleasure to watch, while
another person doing the exact same figures looks tense and their Waltz is
not so pleasant (o watch. This is because the two co-ordination plans are

very different. The difference is not in the actual step patterns of the dance
— those are the same of course — it is in the much subtler underlying co-
ordination that is being differently used by each dancer. Usually a Social
Dancer will be thinking about what figures or amalgamations will make
a beautiful dance, but not thinking about how they make them to make a
beautiful dance.

For the dancer who looks tense (or the child shown on the right), the co-
ordination plan involves subtle (or not so subtle) but unnecessary movements
which increase the overall tension of their body. The key point is the 2nd
BodyChance Principle: they do not recognise they are doing it. Can you
recognise if you are doing

this in your dancing?

In the child's case, we know
that they are learning to
write with many habits
of co-ordination which in
later years ¢an give them ) s

Twa children, both writing letters, but how
they do it with very different co-ordination
plans. When we dance, the same can be
true. How we co-ordinate what we are
doing is often ignored.

a stiff shoulder, a sore
neck and eventually, left
unchecked, RSI (Repetitive
Stress Syndrome) or Q0S8
(Occupation Overuse

>>>
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In your ballreom dancing—how is your co-ordinating movement affecting your
activity movements?
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Activity Movements and Co-ordinating Movements

>>2>

The true and primary movement that underlies all other movements is the
co-ordination of your head on your spine —awareness of this will create
a different quality of movement. It will help you to achieve the unity of
movement that was the subject of my last article.

Try this simple experiment to see it in action.

1.Get friends and watch them stand up from a chair.

2.Notice that every time they do it, they pull their head backwards in
space, so that there is a slight increase in the curve of the neck.

3.The movement of their head happened because of a contraction of the
muscles that attach to the rear area of their skull. Ask the person not to
tighten these muscles the next time.

4. Watch them again rise from the chair—99.9% of people are unable to
stop the head pulling back and pressing down on the spine.

NOTE: A person may appear to stop the head pulling back by increasing

37  DANCE WING 54 2010.05

the tension at the front of their neck, or by holding their muscles tightly
s0 no movement can occur. This is the opposite of what we want—this
is what happens when a ballroom dancer tries to keep their body in
a position. What needs to happen is a lessoning of tension, as those
muscles that were pulling the head back cease with this activity.

In BodyChance lessons, one of the first things you learn is how to bring
about your co-ordinating movement along the head and spine. This
primary movement will always accompany any other movement you
make.

Activity Movements

Walking is an activity movement—here your legs are actively bending
at the hips, knees and ankles so you can propel yourself along. As the
diagrams above in Japanese text demonstrate so underlying co-ordinating
movement which gives you your character; which distinguishes one

person’s walk from another.

Activity movements are steps, figures and amalgamations in Ballroom
Dancing. These are not primary movements, nol co-ordinating
movements. 5o it is essential for a ballroom dancer to study activity
movements (steps, figures and amalgamations) and co-ordinating
movements (how your head moves with your spine, while your spine co-
ordinates with your arms and legs as you learn and practise steps, figures
and amalgamations).

To experience how efficient co-ordinating movements can beneficially
affect your dancing activities means changing the way your head is
moving with your spine. A lesson with a BodyChance teacher will help
you experience and learn how to do this, however if you work on your
own remember that you are asking for a new plan of co-ordination that is
based on mentally lengthening muscles, not physically contracting them.

The factor that most affects this is the way we talk to ourselves...
In the next article 1 will explore how our human consciousness interacts

with our locomotive system and dramatically affects not only our
maovements, but our state of health.
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M 4th in six-part series

The Seven Body Chance Movement Principles
by Jeremy Chance

The 7 BodyChance Movement Principles are:

1.All Movements are Interdependent.

2.Harmful Movements go Largely Unrecognised.

3.Movements Strongly Influence our Health and State of
Mind.

4 Head Movements Govern Vertebral Co-ordination.

5.Movements are Driven by Old Feelings, rarely New Ideas.

6.Movements are Changed by Lessoning Tension, not
Increasing it.

7.0ur Sense of Movement is Internally Calibrated.

This is the fourth in a se'ries of 6 articles that explore
the 7 BodyChance Movement Principles which are
based on the discoveries of F. Matthias Alexander,
aka the Alexander Technique. In the first two articles
| briefly discussed the meaning of each principle. In
the last article | illuminated the important distinction
between thinking about what we do and how we do
it. In this article, | introduce readers to the practical
mechanism that will show us how to achieve this
quality of unity in our ballroom dancing...

Every dancer thinks about position —how to achieve the correct and
aesthetic placement of legs, arms and spine and head while moving
through a new amalgamation. In thinking about this, my previous article
pointed out the faults of thinking in parts, of dividing or narrowing your
attention and being too forceful or deliberate with only one part of your
body. 1 expressed the importance of relating every movement to the
whole: it is this attention to the unity of your movement that contributes
towards the grace and form that every ballroom dancer wishes to
accomplish.

However, you need a means whereby you can accomplish this illusive
quality. So the question for this article is: how do you achieve this unity?
How do you organise your movement as an integrated expression of your
whole self? Is there a movement principle that applies to all dance? And

the answer to this is so simple, it can be told in one sentence..,
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Head Movements Govern Vertebral Co-ordination

This is the fourth BodyChance Movement Principle, and was discovered
and explained by F. Matthias Alexander over a century ago. He
discovered it as a performer—while reciting Shakespeare on stage. Over
the course of an evening, Alexander would slowly lose his voice. The
problem was so serious, he began to wonder if he could continue to
accept reciting engagements. His whole career was in jeopardy because
of this problem.

So he ok refuge in his own intelligence. Firstly, he noted that his
hoarseness only developed when he was reciting—he didn't lose his
voice when he was only talking to others. This led him to wonder if he
was doing something with his body when he was reciting, that he was
not doing with his body when he was speaking?
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The Inner Dance of Dancing

Watching himself carefully in three mirrors set up for the purpose, he
soon saw his problem: whenever he recited, he pulled his head back
and compressed the curves of his spine— the

overall atfect was to make himself shorter! (see

diagrams). When he was able 1o move without

doing this while speaking. he no longer lost his

voice.

Coordinating Movements

This movement of your head on your spine is at ;
the core of what you think of as position—it co-

ordinates every other movement we make. The

first idea to review is the idea that “position”

is static, that it is a

posture you must  yyhen our head pulls back,our overall height is reduced and

“hold”. Thinking more strain and compression is introduced into our systerm

in this way is bound to cause your compression. It will generate
unnecessary cffort and strain during your ballroom dancing because it
runs counter to how movement happens. What is often called “holding a
position™ is itself another subtle dance. We can call it the “inner dance”.

Think about this; when do you ever stop moving? Certainly not while
you are standing, or sitting or “holding a position”. In any of these,
breathing is always moving your whole spine, in turn affecting your arms
and legs. As a result of your breath, your balance is always fluctuating,
never still. This is your inner dance, and it is always going on. If you
think in a way of “holding” you are artificially trying to stop your little
inner dance. This effort on your part interferes with the movement of
breath, 50 you often generate unnecessary tension and therefore lose the
essential flexibility and quickness of movement that comes when you see
a ballroom dancer at the peak of his or her performance.

>>>
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A scene from the workshop
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Thoratic Spine Stays Straight

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

To end this article, another insight 1 gained from you was the importance
for dancers of knowing the Ranges Of Movement (ROM) of their spine (Ref.
Illust 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 tolling forward on the right
side.

FACT: the thoracic spine—from first to [ast rib—has an extremely limited
ability to extend backwards. This diagram shows that well. It stays pretty
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and Arms Work in Front of You

BODY CHANCE §

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/L.1 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
body always tries to follow your wish, If what you ask of your movement
is impossible anatomically, 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 results 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 ease 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 is so important for people to know about their
body-map.
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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

EFFORTFUL DANCING

You know when you see effortful dancing: there
is a kind of smiling grimace on the face of the
dancer? You often see it with politicians too—
they may smile, but you can sense some kind of
conflict behind that smile. In paolitics 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 ﬁghn’ng elements \..vilhin.: cnncem. Nancy Pelosi tries to bc;
about balance, discomfort or pain, thinking of 4 smile, but we know

preparing for a difficult move that is coming. she isn't. So what is
happening?

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 sitting 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 o be tnfed off for awhile, Every muscle
comprises of both kinds, and everyone is a little different. A sprinter has
more whites, a long distance runner more reds. Not only that, we also have
the ability to 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 yourself hard, then you are telling your system that you want
the white fibres to 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—Ilike
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 areas 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.

Ist Time: Put both arms up level to the floor, and take the attitude that this
1s an easy thing to 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 you 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

aricer.

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 muscle 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 match 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 I am going to describe how you can
move 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 coordi nating movements (the "inner
dance” that I 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).

So 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 you "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 your muscles
are employed to dance. I 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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How Passionate Are You . About Your Dance?

>>>

Body Image. Dancers understand this need—which is why studios are
filled with mirrors, However, what [ have explained in previous articles
is that your primary movement system is your “inner dance”—the axial
movements described in my previous articles. It is hard for an untrained
person to “see” these movements in a mirror. They are better “seen” by
experiencing a change of them directly from Body Schema. And this,
of course, is one of they key reasons BodyChance Alexander Technique
teachers will use their hands when helping you re-educate your dancing
movements.

Alexander wrote: “What we are teaching you is a sensation.” And the
sensation is a new organisation of Body Schema, which will in turn generate
a new Body Image which, when learnt, can then organise movements in
a completely new way, a way that is more harmoniously connected to
nature’s original plan.

4. How Do | Know | Used Only The Necessary Amount Of Tension?
I have come to the end of my six articles—there is 5o much more to say,
but there is even more to experience. Alexander's frustration when he
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first began to teach his discoveries was that he found it difficult, if not
impossible, to let people know how they needed to feel. That’s why, in
sheer frustration, he began using his hands.

His hands could bypass Body Image by feeding information directly into
Body Schema. In a way, his hands became your new Body Image for a wee
while. I will explain a lesson in Alexander Technique because you can use
this plan with your self, based on the information in these 6 articles, It does
take time, discipline and perseverance.

Whether alone, or with a BodyChance Alexander Technigue teacher, this is
what yvou do:

1. You start with a wish to explore something—coming from a
deeper wish to develop your skill as a dancer. So you show your
BodyChance teacher or video your movement.

You make observations of what you are doing, based on an analysis
of the axial and apendicular components of the movement. You
investigate your intentions, and analyse what difficulties you are

experiencing.

You decide to experiment with a new Body Image. If you are
working with a BodyChance teacher, at this time they may use their
hands to assist your understanding of the new Body Image.

Then you are back to step |—this time exploring your new movement plan
from Step 3. It sounds simple and it is. My old teacher Marj used to say “This
is simple. It is your old habits that are hard.”

What makes habits hard to change is what I have been highlighting in this
article. Once you have become used to feeling a particular way, that feeling
is the reason you find it hard to change. We want to keep moving with that
feeling, but you can not. To really change you must feel something totally
different—but you don’t want to do that because your Body Image keeps
reporting “That’s not night”” Remember the adjusting the feet exercise?

That’s where the process can be speeded up if you can feel something
different through the hands of BodyChance teacher. Teachers train for
4 years to be able to communicate this change to you with their hands.

However, that is another skill—as a Social Dancer you do not need to study
as long as that. But at BodyChance we believe a person needs a year to
reset their Body Image and educate themselves in the process described
above.

However, Alexander didn't need an Alexander teacher! He taught himself,
and that is possible for you too. In my experience, the bigger the problem

and/or passion of the dancer, the easier and quicker it is for them to change.

How passionate are you about your dance? It all begins with that!

! The seminal book that outlines the thesis of the mind according to the
Geluka tradition of Tibet Buddhism is The Great Book on the Stages of
the Path or Lam Rim Chen Mo by the Tibetan Master Tsonghkapea (1357
1419 A.D.)

2 An excellent book that explores these concepts is The Body Has A Mind
Of Iis Own by Mathew and Sandra Blakeslee.
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b, BODY CHANCE

is the concluding article on the 7 BodyChance Movement Principles.

“hance Movement Principles are:
11 Movements are Interdependent.
ments go L
ements Strongly Influence
4. Head Movements Govern Vertebral Co-ordination.

ements are Driven by Olc ings, ly New Ideas.

ements are Changed by Lessoning Tension, not [ncreasing it.

7. Our Sens yvement is Internally Calibrated.

Oun

in six-part

serie

We have explored 1~4. so in this article | am going to explore the last three,

particularly the final one. For that I will int

brain that has only come to light over the last 10 y

MOVEMENT CONTROL
Any dancer that wishes to improve the quality of their movement, needs
to understand some pretty basic ideas about how your brain and muscular
sysiem operate your movements. Ask your self these questions:

1. How Does My Brain Work With My Muscles?

2. How do I know that I made the movement I intended?

3. How do I know where I am in space at any moment?

4. How do 1 know 1 used only the necessary amount of tension?
I am guessing you may not be sure how to answer these questions, yet
knowing the answers is an important part of understanding how you can
improve the quality of your movement.

1. How Does My Brain Work With My Muscles

This is a huge subject, and well beyond the scope of this article. In my last
article, 1 explained how your attitude will influence which kind of muscle
fibre will be recruited (fatigable or non-fatigable) which affects your ability
to dance with ease. Now | am going to explore the way you conceive,
perform and then calibrate the movements you make.

Our brain has two systems working together to organise our movements:
Body Schema and Body Image.

Body Schema Try this exercise: Put your arm behind your back and make
a strange shape with you hand. You can not see your hand, yet you know
precisely where it is in space. How is that possible? You know which
direction each finger tip is pointing, how far you hand is from you back, and
how the wrist is bent. In other words, you have a very vivid, clear “picture”
of you hand. Now move your hand and you will still be able to know what
the hand is doing, and where it is in relation to the space around you,

This is body schema. It involves a vast network of sensory receptors that are
continually filling your brain with information about every aspect of your
body as you read this article: your current balance, your current position,
your current movement, your current state.

When you ask a person: how many senses are there? Most people will
answer “Five.” That is wrong.
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¢ of the

There are six senses to the human body, and the sixth sense — the one that
everyone forgets — is the most important! It is sometimes called “The Lost
Sixth Sense.” While the other five senses provide information about things
in the environment, the sixth sense is providing information about you!
Pretty-important sensory information for a social dancer isn’t it?

The rich diversity of information you provide yourself is staggering. Let’s
take a quick journey and examine 3l the different kinds of senses we have
in this 6" sense. .

Sense of position — propriocetors

Sense of movement — kinaesthesis (specialized propriocetors)
Sense of balance & acceleration — vestibular system

Sense of pain — nocireceptors

Sense of temperature — thermoreceptors

Sense of pressure — mechanoreceptors

Sense of direction — magnetoreception

This begins to give you an idea of how vast this system is. There are more
that I haven’t mentioned too. Amazing isn't it?

It is interesting to note that Tibetan Buddhist teachings® talk of 6 sense
consciousness, but the 6™ is called the Sense of Mind. Also, French scientist
Alain Berthoz, in his book The Brain’s Sense of Movement, agrees with
this view: perception, cognition and action are all inter-related, but depend
on your Body Schema as the basic informational map of your universe i.e.
how you know things depends upon this 6 sense. Alexander expressed the
idea this way: “Sensory perception conditions conception, you can’t know a
thing by an instrument that is wrong.”

So what does all this have to do with social dancing?!

Have you ever noticed that you are consistently always making the same
error? It may be a position—you lean back too far, or not far enough, It may
be to do with your arms. or head or some figure in an amalgamation that is

never comes oul the way you want it too...

This is because your conception of what you want to achieve, and the actual

The Lost 6" Sense

way you do it, do not match. You have the wrong body image.

Body Image Body Image is the other important organizing system that
works with the Body Schema to produce movements. Unlike Body Schema,
Body Tmage is based on your collected memories, your predictions of the
future, your cultural conditioning, even your own idea of yourself. If you
think you are bad at something, that is part of your Body Image! Your
brain creates that for you! An arrogant person has a Body Image of that is
very different than the Body Image of a person who feels inferior to other
people—I am sure you have seen this in dancers, haven’t you?

However, there is another aspect to this too. When you watch a social
dancer take to the floor, you usually see them take a particular “pose” or
“body position™ before starting to move. This small adjustment is based on
their own Body Image as a Social Dancer. “I have to look like this before
I start” is what you think. This movement is driven by your idea: it’s the
moment when beliefs and memories get expressed as movements.

But ask yourself this question: how important is this movement to your
dance? My observation from over 30 years of observing dancers move, 1s
that on almost every occasion this small adjustment is akin your slamming
on the brakes of your car, then starting to drive! What happens? Moving
takes more effort, becomes more “forceful” and quality is not one that
brings grace and beauty to your dance! s

So here’s today’s first lesson: watch that moment just before you begin.
What do you do? Ts it necessary? Try dancing without making that extra
movement—how do you change? This is what the great dancers of the
world do—they bring their system to poise, to quiet, to readiness. This
process usually involves lessoning tension, not increasing it. It involves
tuning in to you system and asking for balance, based on the head’s
relationship with your spine, as explained in previous articles.

2. How Do | Know That | Made The Movement | Intended?
You have huge numbers of Body Images in the brain — another name they
2o by is Body Maps. You have map for your head movements, a body map
for your hands, a body map for your hips and knees, another for your foot
etc. Your maps exist in different parts of your brain, and when you conceive
of a movement, you gather together the relevant maps and construct a
cohesive concept which then drives the muscles into moving.

Body Schema reports back how this is going, and so between Body Schema
and Body Image you have a system to co-ordinate movement. So you know
you made the movement you intended if your Body Schema gives us back
the information your Body Image is expecting to receive.

Can you see the danger in this system? It relies on itself to know itself—it
is self-referential, Everything works well when you move efficiently,
according to Nature's Plan, but when you develop a distorted Body Image
(because of ideas you have about your self for example—"T am an inferior
dancer”or “T am better than her™) you seek out a Body Schema that fits with
this distorted image. Since your system does not really know how to be an
“inferior dancer” it just generates muscle tension while you think this way.
Kinda silly isn't it? But that's how it works folks.

One of my teachers used to say: “You always complain that your body
won't do what you tell it to do. Actually, your body does exactly what you
tell it to do.”

Yet your system does try to tell you something is wrong. Remember the
pain sensing nocireceptors from above? Well, when you move inefficiently,
you cause unusual changes to the chemical balance within individual cells,
50 you start getting reports of soreness, of pain, of things not feeling good
anymore. Then you start a whole new cycle of “doing” trying to “loosen
up” and feel better. But the problem is the extra tension—you can’t lose
tension by making tension, but that’s what everyone does.

It 15 very different when you seek to change by lessoning tension, rather
than increasing it—you need to allow yourself to feel odd. Let’s try a
simple example of this. It works for most people.

How Odd Are You Willing To Feel?

Stand up, put your feet a normal distance apart and close your eyes.
Keeping your eyes closed turn the feet in, so that the two insides of the foot
remain apart, but are now parallel to each other. Once you are sure they
are parallel—but not touching each other—open your eyes and look at the
position they are in. Are you surprised? Does it match your Body Image?

In most cases, people will not turn their feet in sufficiently, because the
Body Image favours the feet being turned out. Actually, this is correct—you
are designed for your feet to be turning out—but it illustrates how you
calibrate things internally, not externally.

This new discovery of Body Image driven movement, has been applied by
scientists to weight reduction. One emerging hypothesis for people who
can not seem to keep off their weight after dieting, is that they still have the
Body Image of themselves as fat. Although they have become slim, they
still move as though they were fat! Until Body Image catches up with the
new reality, you still move based on old ideas, experiences and beliefs?

If those old ideas, experiences and beliefs come from years of learning
social dance, what do you do if some of those are no longer appropriate to
your dance? The answer is—you need to get new information that is based
on Body Schema, i.e. that is based on the raw information that all those
receptors of the lost 6" sense are constantly supplying to us. At the same
time, you need to be willing to throw out your old ideas (Body Image), and
experience something new (Body Schema).

3. How Do | Know Where | Am In Space At Any Moment?

It is the marriage between Body Schema and the other 5 senses that build
your feeling of your self within space, creating your feeling of how you
are moving in the world—which forms the basis of how we understand the
world. Stanislavsky, a famous acting teacher of the early 20th century, often
told his students: *To understand is to feel.”

The good news is that there is nothing wrong with Body Schema—it
continues to be accurate and precise in the raw information it supplies to
you. The problem arises from the unreasonable expectations (Body Image)
you have about how that information should feel to you. Your Body Image
is looking for a particular feeling, and if that feeling does not match your
expectation, your Body Image will order the movement to change until
it does feel the way you want it to feel. This is the basis of BodyChance
Movement Principle number five: Movements are Driven by Old Feelings,
rarely New Ideas.

So you need to put in place some New Ideas. You need to create a new

>>>
DANCE WING 56 2010.08 32




