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Co-ord

The factor that most affects this is the way we talk to ourselves..,

person’s walk from another.

In the next article [ will explore how our human consciousness interacts
with our locomotive system and dramatically affects not only our

movements, but our state of health,

Activity movements are steps, figures and amalgamations in Ballroom
Dancing. These are not primary movements, not co-ordinating

movements. So 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 activitics 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 remermber that you are asking for a new plan of co-ordination that is

based on mentally lengthening muscles, not physically contracting them.
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In your ballroom dancing—how is your co-ordinating movement affecting your
activity movements?
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Activity Movements and

>>2>

The true and primary movement that underlies all other movements is the
co-ordination of your head on your spinc—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,

|.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,Wartch them again tise 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
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the tension at the front of their neck. or by holding their muscles tightly
50 no movement can oceur. 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



BODY CHANCE

513 B K TwIdIdboTTEFEARE WWHELMEIEDH A
Z B 2 LB H B EADOIE RV EAD T
L BT FrdZhwTk -yt zd FTHHRD DK
ko i gUed2alicaEsadtk Zea¥yrryrzil 7
B , g3 hr®ENYL F h 5 v F 3 b
WoFEE A BEHELEFT LV ¥y £l T EF 2 HAHFH LT
T M FTT ‘2w Ashl#l ®vekEZ1 V4
B oH B D [t/ TV 5 Rt ) B =l || AR LE RN
kb m R . N S = O = G Pl - (= S CH T L B HE -]
%w‘a&*l_,%mni}‘t“dskvﬁre&@ EE WL RN E Y
T & E A ﬁ‘#':-;t-:é)fr*}ﬂ;zi?é 2N = L A
T T TE®ERYIITrE L MO RRKE W A
THZE bREpl TEx T RIzF Al T x5 0N
TEDY X CRDAZTLATRVRE X Lzm3 &R B A
R b A SR EOE T FR R P T [T G A
2 a7 D EREANEBHE A ) THD LTI Rl - S O |

L 7 & DAzl e "LEWE E A FHICDH B Y

T B & é‘_éii{fzﬁk—t'tﬁ rAaE O h g oA

w T BN A XE S T h P HWIF T

_ L UpEYTTES HFq - FrLR/ERRETA

PLOYLE—-5F9=—F FEHEERTERZTEZI 528 |

— DEROFUBELREREPHE I L RELXERI0R !

35 0120-844-882
(S5 JoE~HKEA 12:00 ~18:00)
hittp:/ S www.alexanderiechnigue_co.jp/

KRF«  FHoR/BWERAE VT

AR A R AL XS ET

4 3—FEHHIEHE A Y 420

#iEE : 0120-844-882

(BFIEEM M~ HEER 12:00 ~ 18:00)
Fax : 03-5436-5045

email : office@alexandertechnigue.co.jp

E#&% . Principlas of Alexander TR RE - ZRE

fﬂ?ﬁ' Z'.HFE]L;.;?.;L: j};;]{ overseas@studic-himawari.jp
AL % ETESTL,
Ui4TA) misER 2006.6

The Inner Dance of Dancing

Watching himself carefully in three mirrors set up for the purpose, he in this way is bound to cause your compression. It will generate
soon saw his problem: whenever he recited, he pulled his head back unnecessary effort 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™.

and compressed the curves of his spine— the
averall affect was to make himself shorter! (see
diggrams). When he was able to move without
doing this while speaking, he no longer lost his 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 1t is always going on. If you
think in a way of “holding” you are artificially trying to stop vour little
inner dance, This effort on your part interferes with the movement of
breath, w0 you often generate unnecessary tension and therefore lose the
essential fexibility and guickness of movement that comes when you see
a ballroom dancer at the peak of his or her performance

vioiIce.

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”
15 static, that it is a
posture you must

1 When our head pulls back,our overall beight 15 reduced and
“hold”. Thinking more strain and compression is introduced into our system,
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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:

1.4l Movements are Interdependent.

2.Harmful Movements go Largely Unrecognised.

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

4. Head Mavements Govern Vertebral Co-ordination.

5.Moyements are Driven by Old Feelings, rarely New ldeas.

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

7.0ur Sense of Movemnent is Internally Calibrated,

This is the fourth 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 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
agsthetic 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. | 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
quahty. 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. .

39  pance

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 il 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,

S0 he took 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. Thiz 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?




