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ric Franklin's books should be in the hands of all dance students, teachers, 
and performers from the beginning of their study. Conditioning for Dance is no 

..... exception. lt is an eye-opening tour of the conditioning topography. both a Baedker 
and a Berlitz course addressed specifically to the needs of dancers. Franldin reinvents 
the traditional how-to book in this field, integrating his extensive scientific knowledge 
with the principles of major somatic systems (especially ldeoldnesis). Thus, he ls able 
to merge these approaches In his system of tralnlng for dancers and to offer readers 
a comprehensive experience in the exercise sequences and concepts he presents. He 
does this, moreover, with the eye and sensibility of one who has a wide background as 
a dancer and visual artist. It is a landmark in our field . 

FrankHn fuUy integrates tradltlonal components of strength, flexibility, and cardiore
spiratory fitness with somatic perspectives. He emphaslzes the Importance of alignment 
in all movement sequences exercises and dance steps describing the biomechanics 
of alignment (a more mobile term than "placement) and explaining its effect on the 
execution of dance sequences. The importance of mental presence, concentration, 
awareness. mental imagery and practice are addressed. and Franklin discusses the role 
that cognitive as well as neuromuscular patterns play in the development of a dancer's 
perforanance. 

Throughout my reading of this book, I found myseH nodding in affirmation of Franklin's 
thoughts: .. Exercise is an ongoing dialogue between mind and body ... "Training is not an 
end In Itself: it cannot stand alone, without feeUng and expression.'" Such reminders that 
dance Is an art , not just a pleasant form of exercise should resound through every dance 
studio. These words are not free-floating sentiments. The author brings you full-circle 
back to the anatomy and physiology that grounds them; this information supports and 
prepares you for the experiential sequences that follow. The eye ls Informed as well as 
the body-mind by his witty, inspiring drawings. I found myself trying the exercises as 
I read them, enjoying a kind of interactive experience. 

Insights, information., and wisdom pop up throughout the book, such as the reminder 
that wFiexibiUty and strength must be entrained with presence of mind and body to create 
an inspiring performer." Mindless grippers of the barre, and llfters of weights beware! 
Read on and you will find innovative interventions for particular technical problems: 
simple readjustments in preparing for a plie, a pirouette or a jump. There is a special 
emphasis on new ways to amplify Thera-Band exercise with breath and images. All of 
these will allow the dancer more ease, grace, and joy (that underused word in training) 
in moving and dancing. 

Having spent a large portion of my professional life studying dance science and 
soma tics. and through teaching at the American Dance Festival (ADF) and Connecticut 
College, pioneering their acceptance in dance training, I am thrilled to see this book 
In print. Franklin has been on the ADF faculty (a t4pled-piper" teacher if ever there was 
one). and his originality was evident as an early participant In my Choreolab there. He 
presents his ideas with just the right touch, rhythmt aestheticst clarity of mind. and 
imagery that he espouses in his classes and his training system. Conditioning for Dance 
is a .. good read" in the bargain, something we don't usually expect of such volumes. lt's 
a helpful companion to keep by your side as you traJn and dance . 
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ears ago when l was training to be a dancer, I noticed someone working out before 
a class. He was struggling with what looked like an old bicycle tire. It turned out 
that I was not mistaken; the dancer was using the Ure to strengthen certain muscles 

that he felt were not sufficiently trained by the class itself. Later 1 encountered an age-old 
German inventiont the .. Deuser -Band"' which was basically a refined bicycle tire, thin and 
very resistant; you could hardly pull it apart. Dancers were wrapping these bands around 
their legs to help them improve turn-out by forcing the inner thigh muscles to stretch, 
assuming a supine position with the legs split apart. This position was quite painful but 
many dancers feJt the results were more important than comfort, or even safety. 

I thought that there must be a better way to achieve more turnout, but I had not yet 
seen what I was looking for: a portable resistance method to increase my strength as 
a dancer. I began to search for something broad and more e1astic that I could stretch 
around my feet to practice pointing them against resistance; the tire simply would not 
stretch enough. A friend of mine pointed a out store in the center of Zurich that sold 
plastic products. The man there cut a piece of what looked like an oversized rubber 
band, and suddenly I had my own complete home resistance exerciser. I started devising 
many different exercise routines using the band to strengthen my legs. The band was 
adaptable in length and elasticity, and it could be attached to the body, so my exercises 
simulated fami1ar dance movements. Along with the resistance bands, I started using a 
variety of bans to roll around on and balance on. The balls provided a means of releasing 
tension and increasing flexibility without constantly forcing my body into akward posi
tions. l started to notice that my lack of flexibility was related to knotty. tense muscles. 
If I exercised with the balls before my rubber band workout, I felt more limber and was 
able to increase my range of movement. Moreover I noticed an Immediate increase In 
my strength when dancing. 

When l started teaching at the American Dance Festival (ADF) in 1991, I had already 
established an exercise routine using the elastic bands and small, 4-inch balls. The exer
cises were received with great enthusiasm by my students at ADF. and the newly available 
Thera-Bands and the rollLng balls became very popular wtth them. As the years passed 
and I learned more about conditioning and resistance training, I was able to develop 
more sophisticated exercises. Based on the principles of dance medicine and science, 
exercises were added or altered to engage a more complete range of muscles and to meet 
the specific needs of dancers.) adapted the exercises to the age, training level, and dance 
styles of the parUdpants and included Imagery to ensure the correct alignment and move-
ment initiation for every exercise. I taught my condiUoning routines to dancers at such 
diverse places as the Guangdong Modern Dance Company in China and the Royal Ballet 
School in London. My students kept asking me to write about the exercises, so I started 
co1lecting the exerdses in a notebook, which planted the seed for this book. 

The result of years of practical experience combined with scientific and anatomi
cal analysis, thls book emphasizes practical exercises, mind-body relationships1 and 
conditioning routines. The aim is to provide immediate benefits to dancers as well as 
to offer them the chance to create a focused buildup of strength and flexibUity. Many 
of the exercises are also suited for non-dancers who are simply interested in improving 
their overan fitness . The approach is learning by doing, experiencing, and 1magln.g and 
through personal insight. A key focus is to help the dancer become kinesthetically 
aware o.f how he can create great dance technique in his own body. Instead of forcing 
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technique on the dancer, technique ls buUt from the inside out to create an injury-free 
and artlsUcally successfuJ career. 

The first part of the book buUds the foundation for the exercises you will find later 
in the book that are specific to dance technlque. Chapter 1 describes the basic prin
ciples of resistance training and dance conditioning. Chapter 2 focuses on imagery, the 
mind-body connection, and how to apply those principles to resistance training. You'll 
use thls information throughout the rest of the book as most exercises use imagery to 
fine-tune coordination and increase awareness of the body's movements. Chapter 3 then 
shows you how to improve balance by improving body coordination and doing playful 
exercises with baJis. Chapter 4 focuses on how to Improve flexlbUity through imagery, 
touch. movement awareness, and stretching. And chapter 5 works on condiUonlng 
alignment and the pelvic floor, important areas of focus for dance technique. 

Chapters 6. 7, and 8 then introduce key muscles to target for strengthening and bal
ancing the core muscles, the arms, and the legs, respectively. In chapter 9, I address 
three of the main concerns of dancers~ turns, jumps, and turn-out; and I show how to 
improve these three skills using kinesthetic awareness and conditioning techniques. 
The book culminates in a 20-minute Thera-Band workout that combines the principles 
cov·ered throughout the book into a full body workout. 

All the chapters contain insights lnto how to create lifelong dancing skills that give 
you power without hurtlng your body. These methods Ulustrate how much more you 
can achieve if you allow your body's inteUigence to help you. 

Throughout the book I have often used ballet terms because they provide the most 
standard description of many basic dance positions; how-ever, readers who are not 
coming from a ballet background may need some of these terms defined. Many exer
clses start in a ballet first third, or fifth posltlon. In the first position, the heels touch 
and the feet are turned out.ln the third position, the feet are together and one heells 
in front of the other. In the fifth position, one f·oot is in front of the other. and the heel 
of the front foot is at the base of the big toe of the back foot. In a perf.ect fifth position1 
the feet touch the inner border of the back foot to the outer border of the front foot. 
Fifth position is not part or the modern dance repertoire. 

Battement (from French) means .. to hit.,. ln the battement the leg Initially slides along 
the floor to the front, side, or back and then extends out in the chosen direction. The Jeg 
then reverses direction and returns to the original position. There are different types 
of battement such as battement tendu (often shortened to tendu). In batte:ment tendu 
the tip of the foot does not leave the floor after foot is stretched out. In the battement 
tendu degage (often shortened to banementdegage, or degage), the tip of the foot does 
leave the Roor. A modern dance brush ls usually similar In outward form to a battement 
degage. starting from the first or a parallel position1 though there may be differences 
in the quality and timing between a brush and a battemeot d~gag~. 

In the battement fondu both knees are bent and the gesture foot points in front of the 
supporting leg's ankle. ln the battement fondu developpe both the supportLng and gesture 
leg are extended to the front1 side, or back. In the battement jete and grand battement 
the gesture leg is rapidly swung forward (or to the side or back) to at least 90 degrees 
elevation. Again there are great qualitative and rhythmic dilferences in these high leg 
gestures among ballet, modern, and jazz dance styles. 

The grand battementdeveloppe, ordeveloppe, is also known as the dancer's extension. 
This is performed from fifth position in baiJet by slowly lifting the turned out gesture 
leg. the pointed foot moving up the front of the supporting leg. The gesture foot moves 
through the pass~ position with the pointed gesture foot directed at the knee of the 
supporting leg. The gesture leg then extends to the front at a leYel of 90 degrees or 
higher. The gesture leg then returns along the same path to fifth position. In modern 
dance and other styles this movement is also performed in paraUel to the front. 
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few years ago whil-e teaching at the Ballet School of the Zurich Opera, I was hel~ 
ing an experienced dancer with her pirouettes. She could perform three to four 

•v.&· them quite predictably, but her head slightly tilted to the side and her pelvis 
tended to drop forward toward the end of the turns. [pointed out these obs·ervatlons 
to her and she tried again, but her pirouettes did not improve. These misalignments 
were hardwired into her movement patternst so merely being aware of them was not 
going to help her turn perf·ect pirouette-S. She asked me what she should do to turn 
better pirouettes. I told her that she required some additional force but that it would 
do her Uttle good within the movement pattern that she was currently exhibiting. How· 
ever. she could go bey.ond her current level if she were ready to relearn the alignment 
for her pirouettes. Because muscles are strengthened within the coordination that you 
use them, we first needed to discover better coordination before we strengthened her 
pirouettes. 

To help this dancer to experience the connection between her strength and coordina
tion, I asked her to first perform a simpler movement. I provided her with imagery and 
initiation skills to improve the coordination of her arabesque, and, after a few exercises, 
she felt it was stronger-the leg was able to go higher. Lifting the leg higher was a result 
of better coordination. but keeping the leg in the same position in the context of a dif
ficult dance step would require conditioning. 

Another dancer became very interested in what we were doing after seeing the first 
dancer's increase in leg elevation. She asked that I coordinate her arabesque as well. As 
I worked with her on the arabesque, I also helped to release tension in her shoulders. 
Her leg went higher, but she noted that the position felt unusual. She had been practicing 
crooked arabesques with her shoulders tensed, so her muscles had become stronger 
to support crooked arabesques with tense shoulders. For her, exhibiting better align
ment and less tension made the movement feel weak because she had become used 
to compensating for misalignment and tension with strength. In the stress of class or 
performance a dancer often reverts to a dance position that feels cornlortable even 
when it is an inefficient way of perfornling the movement. 

I 
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If a dancer can't perform a step, he is sometimes told that he simply is not strong 
enough to dolt. What looks Uke a lack of strength Ln Lndlvidual muscles may actually be 
inefficient technique such as poor alignment, imbalance, lack of flexibiUty, or improper 
movement inltlatlon. The point is, if you Increase the strength of individual muscles With
out considering your whole body coordination, you cannot achieve better technique. So 
if you increase strength in a misaligned body. you will strengthen the mJsaiJgnment. 

Conditionlng the dancer as an athlete and as an artist is a mind- body exerclse-e
strength. balance, flexibility, alignment. and imagery training need to come together as 
a balanced whole. If the dancer is able to break the cycle of misaligned movements and 
strengthen proper ones, he can not only become more skiUed but also reduce his risk 
f.or injury. To reap the greatest benefits from and create a clear focus for the exercises, 
follow these general conditioning tjps that are emphasized throughout this book: 

• Get used to practicing better ways of doing familiar movements. Train your 
sensest inform your body about correct alignment and movement Initiation, and 
constantly find ways to Improve technique. Don •t waste your time practicing old 
habits that will take great effort to unlearn. 

• Become skilled in using imagery and mental practice. Visualize and feel in your 
body a new idea-a new image during training. Contemplate an image before 
you go to sleep-a flowing psoas muscle, a floating first rib so that when you 
sleep your brain will keep working on the Idea and wlll build the information into 
your next day's training. 

• Seek he1p from an experienced teacher in dance or somatics somebody who not 
only knows how to dance but how to help your body to dance with more ease. 

• Observe your thought patterns and think positively. Are your thoughts support1ng 
your goals as a dancer? Don't dwell on your fears and anxieties; such thoughts 
are a recipe for faUure. Rather, use Images and sensations of where you want to be 
and how you want to dance$ combined with positive expectations and emotions. 
Seek out the teachers that help you on this track. Don•t suppress problems; dweU 
on solutions. Put your best mental and physical energy at the service of your best 
Image as a dancer. and watch yourself progress in leaps and bounds. 

• increase your flexibility in a balanced fashion. Discover new ways other than 
stretching to improve your fle.xibjlity. If you do stretch. make sure you are sup
porting balanced muscle acUon and are proceeding carefuiJy. 

• Perform strength training routines that are well structured and that engage 
your muscles In balanced movements that apply specifically to dance. Think of 
strength training as part of dance training; perform the exercises as if they were 
a dance. 

• Learn how to improve your alignment without increasing tension. Alignment and 
flexibility skills go hand in hand. Discover how improving your alignment allows 
you to use your fuU flexibility and balance potential. 

FlexibiUty and strength alone do not make you an artist. Dancers may insist that 
their technjcal di'fficultles wlth a particular movement come from a lack of strength 
and that the r1ght strengthening routine Is all they need. But then, two minutes and 
a little coaching later, they find they are able to perform the once--difficult step easily 
and expressively. To improve a movement, a dancer may only need lnformaUon on 
how to coordinate joints and musdes along with a new awareness, a new image, and a 
clear physical sensation. Emphasizlng physical skills at the expense of becoming aware 
of space, rhythmt phrasing, and the best way to create good coordination with your 
body's specific structure can distract a dancer from artistic expression. Technique is 
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not an end in itself; it cannot stand alone, without feeling and expression. Flexibility 
and strength training are just a part of performance skill; such training should be done 
with presence of mind and body to create an lnspiring perform.er who can master all 
the steps efficiently and with ease. 

Many peopl.e who condition their bodies separate sensation from training. If you 
go to any gym where people are watching television screens or reading books while 
exercising, you'll notice that they don't show much interest in perceiving the body's 
processes and its reaction to exercise or in bulldlng a new awareness within the body 
while exercislng. ln such a case, the mental and physical processes are on two different 
tracks, so the mind and body are increasingly separated. Anyone benefits if the mind 
is present with the body while exercising. For a dancer, this connection Is an absolute 
.must. A dancer needs to experience each exercise she does as having an effect on the 
whole body, not just on the muscle or body area she is training .. By actually noticing 
and feeUng the changes an exercJse has on the whole body, you can make training more 
enective. 

Whole-Body Conditioning for the Artist 
If you look at the variety of classes confronting the dancer, you'11 notice that there is no 
consensus about what total conditioning for dance entails. Exercises are often based 
on habit rather than on what is really useful for the individual dancer and his skill 
leveL Recently I was surprised to see a group of young dancers pour into a new style of 
dance class (I had never heard of the style before) and perform exercises that closely 
resembled those of a jazz warm-up from the 1980s. The style of clothing had changedt 
but the exercises stayed the same. 

Nevertheless, in most classes dancers get very strong, mostly because they are 
talented and they fine-tune their bodies to a level that is unheard of in most other 
movement disciplines .. ln addition, many dance teachers have intuitively recognized 
the need for more balanced training and have updated their classes by combining 
traditional exercises with current conditioning trends. They recognize that a dancer·s 
specific conditioning needs are not covered by flexibility and strength training alone. 
Dance conditioning also needs to achieve a highly developed sense of balance, timing, 
rhythm, and orientation in space as wen as a measure of cardiovascular fitness. The 
exercises throughout thls book develop each of these areas. 

Bursts of intense exercise performed in less than one minute are caiJed anaerobic. 
Running, swimming, or any continuous exercise that jncreases heart and lung ( cardio
respiratory) activity for several minutes or more is termed aerobic exercise. Dance 
training is mostly anaerobic in nature made up of shorter bursts of movement and, 
by itseJf, usually does not have the cardi-orespiratory benefits of aerobic training. It 
is therefore advisable to build some aerobic exercises into your conditioning rouun,e 
and wann~p if you do not cross-train (more on warmjng up and cross .. tralnlng follow). 
Being aerobically conditioned gives you more mental and physical stamina during a 
performance or a long rehearsal. 

Jean-Pierre Egger, a trainer of several world champion athletes, once pointed out to 
me that dancers tend to jump higher than his track and field athletes who are much 
more muscular than dancers .... The extra muscle does not help my athletes jump higher 
than the dancers; they [the dancers] must be doing something right," he said. This 
something involves presence and awareness in training and a constant preoccupation 
with how to dance with greater subtlety and ease. 

A growing number of fitness instructors are recognizing the importance of the 
mind-body connection. Ever since the publlcatJon of Deepak Chopra's Ageless Body, 
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Timeless Mind (1993) and BiU Moyers' Healing and the Mind ( 1993), interest in the 
relationship of the mind and body has been growing rapidly. Even so, most of the 
mind-body approaches are focused on the mental aspect of the equation. It is often 
not clearly demonstrated how to access the lnteJUgence of the body and enter into a 
true dialogue with equal emphasis on the pathways from mind to body and from body 
to mind. Surprisingly, as early as 1937, Mabel Elsworth Todd was expounding this bal
anced approach in her book The Thinking Body. 

So what does it mean to incorporate mind-body principles into training? Following 
are some ways that hoUstic principles allowing the mind to connect with the body's 
movements and conditioning-can make your training more effective. 

• Every exercise will affect the whole body, not just the muscJe or part you are 
training. When you notice and feel the changes an exercise has on the whole body. 
your training becomes more effective. 

• All elements of conditioning-alignment, balance, flexibility, strengthening, and 
cardiorespiratory endurance are interrelated. Change one element and It affects 
all the others. just as change in one joint influences all the other joints. 

• Your state of mind influences the effect of an exercise while you train. The same 
exercise performed with a different awareness a different mental image- has a 
dtUerent effect on the body. If, whlle you are doing stretching exercises, you are 
worried about an upcoming audition, for example. It will be difficult for you to 
relax enough to make the stretch effective. Calm breathing is a key to effective 
stretching. and a relaxed state of mind creates calm breathing. 

• Mental presence and concentration are the solid foundation of mind-body training. 
Being present in movement means experiencing the moment-to-mom·ent changes 
in shape and dynamics in every part of the body during the whole exercise. Your 
desire to be present in the movement helps you to create a more efficient move-
ment, because you improve your concentration and focus, thus increasing the 
awareness of the sensory feedback mechanisms of the nervous system and leading 
to greater motor control. 

• Your thought patterns are Influenced by the physl·cal structures you are Identified 
with. Stress. for example, is Identified with a certain state of (over-) alertness in 
the nervous and endocrine systems. Similarly. every thought that crosses your 
mind during exercise becomes a part of the overall mix of your mental training. 
So your every thought can influence the result of your exercise. Exercising is an 
ongoing dialogue between mind and body. This communication can manifest itself 
through sensation, f·eeling, or imagery. 

Conditioning (onc~pts 
Before we delve into specific dance conditioning exercises, It is useful to cover some 
basic conditioning concepts and terminology. Some of these principles are more relevant 
than others for dancers, but all are good to keep tucked in your mental dance bag as 
you improv·e your mind- body conditioning. 

Prindple of Specificity 
In condltlonlng, the principle of specificity states that the adaptation of the body to 
training depends on the type of training you undertake. In other words. If you stretch, 
you are specifically working on enhancing flexibility. If you lift a heavy barbell eight 
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Urnes to exhaustion, you are maximizing your strength. If you lift a lighter barbell 30 
times until you feel tired, you are gaining muscular endurance. 

When applying the specificity principle to strengthening for dance training, you 
need to use strengthening movements that are similar to or the same as those of the 
dance steps you intend to perform. The Thera-Band® (www.thera·band.com) is ideal 
for dance-specific strength training (see chapters 8, 9. and 10) because you can use it 
to apply resistance to a variety of dance movements. But when you strength train using 
free wejghts or machine weights, you are most often not perfomaing dance-specific 
exercises (though training in the w·eight room can make a dancer feel stronger, and 
thus It may have psychological benefits). 

To benefit most from any conditioning, you must choose exercises that target the 
muscles you would Uke to strengthen, moving in as close to the coordination as will be 
required to perform them with increased strength. For example. to increase strength 
for a grand battement (a fast, high leg kick), you must consider three specificitles: 

1. A speed specificity: The movement should be fast . 

2. A musde group specificity: The movement should work the hip flexors as well as 
stabilize musculature. 

3. A muscle action specificity: The muscle action needs to be concentric and eccen
tric and performed with the correct alignment. 

So performing an Lsometric (nonmoving) resistance exercise for the hip flexors will 
not improve your grand battement, but performing a grand battement using a Thera
Band for resistance will. 

The following chapters include some exercises that work on strengthening the 
abdominal musc1es in a position that may not seem specific to dance. These condi .. 
tioning exercises balance muscles, increase awareness of the body, or release tension 
and improve overaU alignment. They also may have a therapeutic effect and address 
previously neglected aspects of your dance training. A good example of this type of -conditioning is the exercise series for the iliopsoas muscles in chapter 6 (pages 124 J 

to 139), which are aimed at releasing the lower back and hip joint and aligning the . ...~ ~'''r? ..... 
pelvis. As you'll learn throughout this book, such a conditioning routine Js crucial , ... --
for Improving performance in all styles of dance. Many exercises and conditioning V 
routines are most appropriate for certain styles of dance, depending on your indl- \ 
vtdual goals. The following are three basic chaUenges facing any muscle: \ 

I . The need for a brief spurt of maximal activation (e.g., lifting a partner over 
your head). This action requires maximal strength, usually defined .,.
as the maximum force that a muscle can exert in a single, all..aut . 
e~rt. \ 

--~-- "----,. 

2. The need to be able to endure the same type of repeated exertion / 
for a Jong period, as when running, cycling, or performing the same .... /, _ 
dance step again and again during a rehearsal. The type of strength ~l 
required in this instance is called strength endurance or muscular endur- > ''r 
ance. 'I J 

3. The need to be able to perform an action with great speed. as when jumping 
Into the air for a double turn. This kind of effort is defined as the muscle's power, 
or speed strength. 

As a dancer. you usually do not need the maximal strength of a weightJifter, just 
as you don't need the muscular endurance specific to a n1arathon runner. However, 
including an aerobic workout three times a week can be beneficial, especlaUy If you 
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pay attention to alignment and use imagery to move with sound biomechanics. (fhis 
recommendation is for adults only; training for young children should emphasize 
improving coordination and flexibility and having fun.) Aerobic training is also a good 
way to balance musde strength. Swimming, cycling, or any sport activity that does 
not stress joints or is non-weight bearing is advisable. Other good cardiorespiratory 
training methods are jogging, running, fast walking, cross-country skiing, and hiking. 
Experiment to discover the most suitable exercise for you. 

Adapt your conditioning routine to exercise and strengthen the movements that are 
common in the specific form of dance you pedorm, such as modern dance contractions. 
high leg kicks in jazz dance. or petit allegro in ballet. If you perform a variety of dance 
styles and you don't have time to include specific trainjng for every style, perform a 
general conditioning routine with a specific warm-up adapted to the style of the day. 
If you are unclear about your needs, consult an exercise expert. GeneraUy speaJdng, 
developing all the previously mentioned elements of strength with particular emphasis 
on muscular endurance and power, Is advisable for most dancers and ls duscussed in 
detail in chapters 9 and 10.. 

Prindp:le of Progressive Overload 
Begin conditioning gradually and build slowly, focusing on listening to your body. Easing 
into a condtUonlng routine smartly saves you time and aggravation, because you avold 
injuries that occur from jumping into conditioning programs that your body is not pre
pared for. Listen to your body; if an exercise feels wrong or painfut don't do it. 

Any conditioning program should start sJowly, but it does need to eventually increase 
in intensity. It you do not graduaJly increase the stress on the musculature through~ 
out your conditioning program, your strength level wlll reach a plateau. You need to 
increase the resistance over time to match the strength and conditioning gains of the 
muscle. This concept is called the progressive overload principJe, and without it there 
is no training effect. To train for a marathon, you need to progressively increase the 
distance you run. Jn dance, this principle Is mostly applied ln the sense of neuromuscu
lar control. strengthening, and the performance and mastering of increasingly dlfficult 
dance steps. 

There are many ways to progress. You may increase the load on the muscle by 
increasing the intensity, volume, and the frequency of the exerclse. 

IDtenslty. You can Increase the intensity of strengthening work simply by using 
resistance from a partner1 heavier dumbbells, or higher-resistance Thera· 
Bands. To increase your cardiovascular conditioning you need exercise that 
maintains 60 to 77 percent of your maximal heart rate (HRmax) for at least 
15 minutes. You can calculate your HRmax by multiplying your age by . 7 and 
subtracting that number from 208 (HRmax : 208- [.7 x your age]). 

Another way to increase the intensity specific for dance is to increase the chal
lenges to your coordination by trying new, more difficult exercises or steps. 
The next chapter includes some balancing exercises that require standing 
on balls; those exercises exemplify such a challenge. Any kind of exercise 
that increases the activity of a muscle in a systematic way will improve the 
muscle's performance. 
Volume. You can also increase the amount or volume of work by increasing 
the number of repetitions and sets of an exercise. Generally the higher the 
resistance (intensity). the fewer the repetitions (volume) you can perform. 
The more repetitl.ons you require. the lower the resistance. If your aim is to 
increase maximaJ strength. perform fewer repetitions with greater res.istance; 
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if your aim is to improve muscular endurancel perform more repetitions with 
less resistance. Once you have performed several repetitions of an exercise, 
you have completed one sel Research has shown that it is sufficient to per
form one well-executed set of an exercise to gain strength. AddUional sets do 
Httle toward galnlng more strength (Westcott 1996, p . 34). You may, however 
increase the number of sets, up to three, If desired. The advanced dancer 
couJd perform a maximum strength set in the morning and a muscular endur
ance set in the evening. 

Usually the quality of execution is reduced if resistance is too hJgh. And in 
dance training quaUty is key. The exercises in this book emphasize more rep
etitions with less resistance, and they us~ imagery to increase the muscular 
endurance and qualitative movement gains of each exercise. 

Frequency. A dancer must train at regular intervals to benefit fuJJy from his 
training. Exercise frequency of three times a week is sufficient to increase 
strength and maintain fitness. Dancers often train more frequently than that, 
because the main focus of dance training is on being able to perform the 
complex movements required by choreographers .. These movements cross 
an genres from semi-acrobatic to ballet. jazz, improvisaUon~ and modem. In 
most cases dancers are not able to try all genres within one class, so they 
have to participate in several classes of different styles. Quite often the only 
class that teaches them the right style is the one taught by the choreogra
pher whose company they aspire to be ln. Many young dancers try to learn 
as many dance styles as possible. which leads to overtraining and burnout, 
but their more experienced co11eagues have found their niche and focus on it. 
Many dancers would do better and have longer careers if they wouJd follow 
these principles of frequency~ 

• Umlt time spent ln dance dasses to three hours a day. 

• Use more imagery and other somatic disciplines to hone technique. 

• Practice a conditioning routine three times a week. 

Neuroqentc Versus Hyogmic C~anqe 
The effect of overload ls an increased effort by the nervous system to organize the 
muscJe to overcome the resistance. Strength training helps to 1m prove the coordination 
within and among the muscles. So the experience of increased power after moving your 
leg against the resistance of a Thera-Band does not necessarily have to do with building 
more muscle; it has more to do with the way the nervous system controls the mov·ement. 
This type of change is caned neurogenic. Strength training1 at least initially, is the result 
of an improvement in the way the nervous system controls muscles. The actJvation of 
the individual fibers within the muscle is orchestrated with greater precision, and the 
individual muscles and joints learn how to coordinate in a more efficient fashion . 

If you perform resistance training over a long period, especialJy at intensities near 
your maxlmum strength, you can also create myogenic change in the muscle. ln this 
type ol change. the protein structure of the muscle actua11y changes., so you build 
muscle mass. 

Sometimes dancers are worried that strength training will make them 1ook more bulky. 
However, the exercises In this book are not designed to create a significant locrease in 
muscle mass. In fact, the opposite is more likely to happen- the muscles may become 
thinner and longer. Muscles make this adaptation to speed up the delivery of nutr1ents 
to them. a task that is easier when muscles are thinner. So your body will most Jikely 
look leaner, stronger, and more toned once you have completed the first few weeks of 
training. 

7 
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Balancing £ccmtric and Concentric Actions 
Many dancers. despite trainlng for many years. lack strength in certain muscle groups 
while their other muscle groups have been overloaded. For example. because point-
"' ing the foot is practically a. nonstop action in dance, the muscles that perform it 

;~, 1~ are strong1 whereas the opposing muscJes are often neglected and relatively 
):_ w-eak. Even though inversion and eversion of the foot (moving the ankle to 
. . the inside and outside when standing) are frequent movements in dance, 
~'-.... ,_ .{ the muscles responsible for these movements are usua1ty not trained in 

~ .___ _..... a dance class. and they remain dangerously weak for the required tasks. 
Often dancers become acquainted with certain steps and can perform them 

with minimal effort. If a dancer feels overconfident about her strength based on her 
mastery of a learned repertoire of steps. she may get injured when a choreographer intro-
duces new, unexpected steps that require the use of muscles that are weak for her. 

You can enh.ance training effects wtth a mixture of eccentric (lengthening) and con
centric (shortening) training. A muscJe is able to produce more force in an eccentric 
contraction, so for dancers. it may be beneficial to emphasize eccentric training because 
of the RexibiUty gains it achieves (Hather et aL 1991). This is especially true when the 
eccentric action is performed slowly, as in the iliopsoas exercises in the following cha~r 
ters. But it is not a good idea to perform too many eccentric contractions consecutively. 
Anyone who has hiked down a mountain can teU you why: Your quadriceps feel sore 
because they are required to work eccentrically hundreds of times in a row. One of the 
best ways to emphasize eccentric work while achieving a good balance of concentric 
action is to take more time for the lengthening phase than for the shortening phase of 
an exercise. For example, when performing an arm curl with a dumbbeU. use 4 counts 
to lower the weight and 2 counts to lift it. 

Principle of Periodization 
One of the best ways to ensure a progressJon In conditioning Js to build the program 
around a three-phase system that allows for the gradual progression of overload mixed 
with periods of rest so that the body is able to regenerate both physically and mentally 
from the s tresses of training. This principle is commonly called periodizatlon. 

I. Start with a preparatory phase in which you do low~resistance exercise and only 
light stretches. This phase can last between two and four weeks.lt js an exce11ent 
time to tune In to the body and Improve alignm.ent and mental strength according 
to individual technique and fitness goals. Returning to a fun rehearsal schedule 
or class load on the first day after a break or a vacation is not healthful for the 
dancer's body. It is understandable to want to get in shape as fast as possible, 
but a crash course will not speed up· condiUonlng. 

2. During the three- to five-week build-up phase you gradually increase the resistance 
and the number of repetitions you perform for each exercise. 

3. During the maintenance phase. continue to condition to keep what you have 
gained. Although this phase takes much less work than building strength and 
flexibilityt the duration depends on your activity as a dancer. If you are a profes
sional dancer in a company, the maintenance phase should last as long as your 
performing season. lf you are in a dance school or college, it should last as long 
as your semester. 

Each of these three phases includes periods of rest. If you do not allow time for 
rest. the benefits of training wiU be diminished or even reversed because the body will 
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become overtrained. To ful1y recuperate your body I recommend a twcr to three-week 
break twice or even three times a year. This tlme is not wasted, often you come back 
to training with new insights into your dancing technique. 

Just as you build up to your dancing season, you shouJd allow a decondltlonlng phase 
when you wi1l be taking a break or a vacat1on. During thls resting phase you may not 
take class or rehearset but you may continue some conditioning exercises. The ban 
balance exercises in chapter 3, the sitting Thera-Band exercise series in chapter 8, and 
the Thera-Band center barre exercises jn chapter 10 are all portabl·e exercises. In 20 to 
30 minutes a day you can maintain a significant level of fitness that in turn wm reduce 
the duration of the preparatory phase when you return to dancing. 

Intensive classt rehearsal, and performance schedules can cause overtraining, exhaus. 
tion. and even depressi.on 1f you don't balance them with proper rest and adequate sleep. 
Once you become overtrained, lt takes longer to rebuild strength and stamina than 
when recuperation and rest periods are a regular part of your routine. During rest , you 
may feel as If you are not making progress. But II you do not rest, you wiJJ not benefit 
much from your conditioning routine, dance class, or rehearsal. because the nervous 
system wiU not be able to deal with new informatJon. 

You can greatly enhance improvements in technique by taking one or two days off 
each week between any regular dance classes or by doing a completely diff.erent physi· 
cal activity, such as swimming, to rest dance-specific muscles. Alternating dance with 
another activi.ty, or cross.training, helps the body to adapt and make progress because 
it gives the nervous system a rest from the usual activity patterns. A dancer•s perfor· 
mance year should also Include a few weeks of complete rest. 

Constructive rest~ as described in pages 234-242 of Dance Imagery for Technique and 
Performance (Franklin 1996), during midday or In the evening is also an excellent way to 
recuperate while reorganizing the body for improved dance technique. In constructive 
rest you use imagery to relax the breath, release tension. and reorganize the muscles, 
heJping you expend less energy during class, rehearsals, and performances. (fhere will 
be more discussion of this topic in chapter 4). Many of the exercises in chapters 4 and 
7 can serv·e as miniature break periods for rest and regeneration. 

Warming Up 
Start a class, rehearsal, or conditioning session gradually so that the body systems have 
time to adapt. During a warm-up, the heart rate changes, breathing accelerates, and 
muscJe temperature rises. A warm-up should include some mildly aerobic, large-body 
movements such as the Thera·Band workout detailed in chapter 7. the Thera-Band 
Centre described ln chapter 10, or the combined baH and band exercises in chapter 3. 
BeneficlaJ warm-up exercises are ones that raise the pulse rate gradually and warm up 
and lubricate the joints to make them more fluid. 

I remember being surprised at the nature of my first warm-up with a professional 
dance company ln New York. Expecting the usual straight-into-a~hamstring·stretch-on
the-ftoor routine, we were instead told to jog in a circle and do jumping jacks. This was 
a straJghUorward way to accelerate the breathing, increase blood flow, raise tissue 
temperatures, and simply wake up and become aJert. However. if a warm~up does not 
include movements simHar to those used in the class, the dancer will probably not be 
properly warnled up for the class. 

U the dance steps in a dass, rehearsal. or performance require one side of the body 
to be v·ery active while the other is stabilized. the warm-up should include at least some 
movements of this nature. ll the steps emphasize a diagonal action through the body, 
the warm-up should Include diagonal movement patterns. U a dance includes many 
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turns or spiraJs, the warm-up should include similar movements. Some dances require 
balancing on the hands. The war~up for these dances should include preparation for 
putting weight on your hands, such as handstands. Jf the warm-up closely matches the 
dance steps, the dancer will feel the dance movements more quickly. 

VoHanltls and colleagues (2001) suggest that in sport, you should divide the warm-up 
into three phases: ~Getting the body ready (physiological), getting a feel (psychophysi
ological) and getting the mind ready (psychological) .. (page 78). 

One way to ••get a feel, is to become aware of your body each day. GeneraUy. dancers 
tune in to the changes in the body from day to day and even hour to hour. An experi
enced dancer should be skilled in using thjs awareness and adapting to it accordingly. 
For example. if the hip joints feel tighter today than they did yesterday, you know you 
should spend more time warming up the hlp area today. 

• 

' \. 

lt may be helpful to begin the mental part of your warm-up on the way to 
dance class by tuning tn to the body and scanning for tense areas that 

could use some coordination or extra attention. Use a favorite imagery 
to cue your body to function optimally. lmaglng will also increase your 
mental alertness. U you are an experienced imager, you can realign your 
pelvis while just walking down the street. Imagine the movement of the 
pelvic bones or the lengthening of the hlp flexors as the leg swings back 

and helps to lift the front of the pelvis. Just dontt forget to pay attention 
to the street. 

\ 

' '~ 

When I started dance training. stretching was still advocated as the 
main part of the warm-up. More recent evidence points to the lact 

\ 
that most .flexibility is gained by combining mild stretches with 

activity that raises the temperature of the body (Volianitis et alt 

\ 

' 

2001, page 75). 
Most of the Thera .. Band exercises described in the following 

chapters both warm up and stretch the muscles of the body. 
Ideally, you should use a low-resistance band (red or 

· .. 
green) for warming up and a higher-resistance band 

(blue or gray) for conditioning. The standjng-on-ball 
exerc1se series in chapter 3 and the exercises ln 

chapters 7 through 10 include many warm-up options 
using Thera-Bands. You may also choose to do some 

iliopsoas and pelvic floor exercises (see chapter 5) as part 
of your warm .. up. 

-\ 

Young children require a warm-up before a dance class, even though they may be 
excited about getting into the dance immedJateJy. Finally getting a chance to move 
after sitting In a classroom ror hours, they wUl practice difficult steps the minute 
they walk into the dance space. Quite often this causes them to overstretch muscles. 
Sometimes children do not report muscle discomfort to their teachers, but if they are 
educated to be sensitive to something being '"off ... they will Ukely have fewer injuries 
later in their careers. 

In Dance and the Specific Image Daniel Nagrln emphasizes the following warm·up 
points (Nagrln 1994): 

• Early stretches are for waking up muscles, not for increasing flexibility. 

• Progress warm~up exercises from slow to fast and from simple to complex. 

• Umit the number of grand plies., and keep them well controJJed when performing 
them. 

• Introduce jumps late In the exercise sequence, and do little jumps before big 
ones. 
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Consider eliminating grand pLies from a warm-up, because they are not specific to 
most dance styles and they place great strain on the knees. Eliminating them from a 
class warm-up may raise a few eyebrows, but it will also lengthen some dancers· careers 
by discouraging a movement that can lead to injury. 

Cooling Down 
Just as it is not a good idea to start exercise suddenly, it is dangerous to stop exercise 
abruptly. I have observed exercise and dance class participants as well as rehearsing 
and performing dancers back on the train home less than 15 minutes after a class is 
over. This abrupt switch from exercise to a sitting position causes blood to pool in the 
lower limbs, and the heart and aU body systems to slow down too rapidly. Also, waste 
products accumulated by the muscles during exercise are not as easily removed from 
the tissue U there is no cook:lown phase. The result is sore and tired musdes, achy 
joints, and Jess overall stamina the following day. 

A proper cool-down may consist of recapitulating some of the movements that were 
taught in class, but in a more leisurely manner, winding down for at least five minutes. 
Once the body has slowed down, it is also good to do mild stretching, focusing on the 
main muscle groups that were used during the exercise sequence. class, or rehearsal. 
Dancers should not ignore their intuitive sense of what muscles need to be stretched 
after cJass, but they should be well informed about the most important stretches for 
their individual body build. Chapter 4 illustrates stretches that are essential to cooling 
down but are often missed. 

I do not advise any deep stretchlng after class because the musc1e.s need time to 
recover from the previous exertion. Postpone deep stretching for at least an hour after 
class has ended. Waiting an hour may be inconvenient, but it is llkely to cause less 
muscJe soreness the next day. As an alternative I suggest doing low-resistance Thera
Band exercises after class. They can be perform,ed with great specUkJty, and they can 
improve flexibUity as wen as stretchlng does. 

I particularly recommend using cooJ...down time to anchor some of the new positive 
feelings and technical insJghts gained during a class. The cool-down period offers a 
chance to get dancers to tap Into the long-term memory loop. If no technical or artistic 
Insights were gained from dass or a conditioning routine, dancers should use this time 
to imagine having them in the future. Expectation Is a powerful part of mental training. 
The more time you take to notice the positive changes in the body, the more positive 
changes will happen because the mental focus is reinforced. 

Use the final part of the cool-down time for a brief constructive rest session (see 
pages 234-242 of Dance Imagery for Technique and Performance). Because the nervous 
system is alert after training, constructive rest works particularly w·elJ at this time. 

There may be times during a rehearsal when a dancer has nothing to do but sit 
or lie on the floor. This may be problematic, because she needs to remain physically 
ready to dance, and this readiness is lost after a short period of inactivity. During 
these Urnes, the dancer should stay mildly active with active stretches or nonstrenu
ous conditioning exercises. The tired dancer may prefer to rest, but suddenly starting 
and stopping activity causes more stress on the nervous and cardiovascular systems 
than when the dancer maintains a certain level of preparedness with som,e peaks of 
activity. 

II 
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Using Thera-Bands for Conditioning 
The Thera-Band is an approximately 6-inch·wide eJasti·c band of various lengths ·Cre
ated for exercise purpos·es such as training strength, flexibility,. and relaxation. When 
you move your arm against the res.lstance of a Thera-Band for several repetitions, you 
will notice that lt is much easier to Ult your arm after the band is removed. This is the 
effect of reciprocal Innervation. 

When you train with a Thera-Band you need to elther hold it in your hands, atta.ch it 
to a part of the body such as under the foot, or attach it to an external fixture such as a 
secure baiJet barre. 'There are three basic ways in which you can apply the resistance 
of the Thera-Band to the body: 

c 

l. Attach t ht:: bc:md at a right ;1ngle {perpendicular) to the tnoving 
limb (figure l.la). This creates a great resistance to movement 
tlnd is optimal for gainin~:e slrt!ngth be ·ause the force of the band 
can be fully exploi ted to reate resistance. 

2. The band may be positioned parallel to the limb and pulled lnw:lro 
( figllft! l.ib). In U tis c~tst: resistance to movement is minimal but 
this kind or pull increases a limb's muscle tone by stimulating 
pressure receptors in the )ol1Hs. lt is most ofttn used in exercises 
for Improving alignm nt and in cases of hypermnbllity (excess 
nexibllity) . Figure 1.1 c shO\\'S an xample of the band heing used 
to increase tone for the upper body whH ·de •penfng the plie and 
increa.c;ing stability using balJs. 

3. The band may be aligned on the same axis as the limb while pull
ing away from the body (hgure l.ld). lf done with relaxed breath
ing and a slight shaking motion of the limb, this application can 
release tension in muscles and joints. 

d 

figure 1.1 The re are scvaral ways to u~e .a The ra-Band efieoctiveJy or trengt~ tra•ning: f;~) attach~ng it at a right angle to the moving 
limb; (b 4lnd c) t'lttacning it· paral lel to •he limb; or (dl a ligning it on the same axis as the limb. 
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Choosing the Proper Lengt~ 
When you are exercising, the angle of the Thera-Band relative to the moving limb changes 
constantly and you rarely have the clear-cut situations just described. The limbs do not 
move linearly through space~ they move in a curved path. Arms and legs are attached 
to the trunk by Joints that create an ardng movement of the peripheral joints Hke the 
circling of planets around the sun. 

Muscles can shorten to about half their l.ength. lt h~ unwise to perform an ·exercise 
that offers a lot of resistance when muscles have reached their maximal shortening 
capacity, because at that point they have little strength. Most muscles have maximum 
str-ength when they are slightJy longer than the1r m~edJum length. 1dea11y, this is the 
point at which you should give musdes the most resistance. You can come clos·e to 
this polnt by organtzlng the length of the band during an exercise. Use a Thera-Band to 
try the followtn,g exercise for the deltoid muscle: 

1. Place the foot firmly on one end of the band and hold the ·other end with the arm 
stretched to the side (figure l .2a). 

2. Adjust the length of the band so that It has no slack and is not overly tight. 

3. Llft the arm (figure 1.2b). You wUJ most likely feel quite a bit of r-eslstance when 
the arm ls fac1ng diagonaJJy upward. 

4. Notice how the deltoid (the muscle of the uppe-r ·ches.t) feels. rt has to work hard 
whi1e it ls aJready shortened considerably. This kind of training tends to cause 
the musde to cramp ln an effort to create maximum for·ce when it is aJready 
shortened. 

5. Try the movement again, but start with the arm pointing down at an angle of 45 
degrees. 

6. As you pull upward and the band begins to stretch, you wm (eel signjficant resis
tance by the time your arm is horizontal to the ground. This position ls much 
better training for the muscle. 
The earlier resistance msuJts 
from the f.act that the l ~ength 
of the band you are usiog is 
shorter to begin with. 

For most of the exercises in this 
book we use a Thera-Band that is 
about 3.5 yMds Jong. You can find 
the ideal Jength for you by placing 
the band o·ver your head and having 
the ends of the band touch the floor 
on both sides of you. You can aJso do 
some of the ·exercises with a shorter, 
Ughter-resistance band (1 .5 yards ln 
length) , especlaJiy when ·exercising 
your feet and toes, as shown in 
chapter 7. Ideally, have two bands 
for daily use: one that is shorter 
(1.5 yards) for shorter and lighter 
res.istance movem·ents, and ooe that 
is 1onger with stronger resistance for .a _ _ ~ . 
the whole-body exercises F•gt~re 1.2 a and b You can easily determme the appropnate length of the Them· 

· Band for a partkular ·exercise by adjusting it during the exercise. 
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Choosing the Proper R~sistan(e· 
In addiUon to the length of the band you•u want to choose the proper resistance for 
speclfic exercises. Several factors influence the resistance of the Thera-Band. The 
longer the band. the less resjstance It has because there is more elastic material that 
can stretch and adapt to the movements of the body. Thera-Bands differ ln resistance 
according to their color. 

Yellow = light resistance 

Red = medium resistance 

Green ~ heavy resistance 

Blue = extra heavy resistance 

Black ::r special heavy resistance 

Gray = maximum resistance 

There is also a gold Thera .. Band, but it Is so tough that 1 have not applied it In dance 
classes. This gradation of bands is an excellent way to gauge the optimal intensity for 
progressing in strength training. Start with a red or green band on any giv·en workout 
and build to a blue or black band. After two to three months keep using a blue or black 
band for the warm~up and cool-down1 and use a gray band for conditioning, but do not 
start by using a gray band if it f.eels uncomfortable. The black band is sufficient for 
maintaining the level of conditioning. Notice that if you try a blue band after working 
with a gray one for a whUe, you will feel little resistance1 reflecting that the muscles are 
responding to the effects of overload training. 

Choosing the Volume of a Wor~out 
It you are using bands, you have two options for varying the repetitions and sets to 
achieve the desired type of workout. For the strength set. perform fewer repetitions using 
a shorte r band (a Ughter hold) to increase resistance, and for the muscular endurance 
set. perform more repetitions with a longer band (or a looser hold). You can also vary 
the sets by using the same length of band but two different resistances a maximum~ 
reslstance gray Thera-Band for the maximum strength s·et and a medium-reslstance red 
Thera-Band for the muscular endurance set. 

Increase the nutnber of sets i1 you are using the band for long .. term conditioning. The 
Thera-Band exercise series in chapters 7, 8. and 10 are specifically suited for complete 
exercise sets. The exercises outlined in those chapters can also be performed as a cir
cuit without any s1gnlficant break between the lndlvldual exercises except perhaps to 
adjust the position of the band. Circuit training is specific for dance training because 
one movement flows into the next, similar to performing a dance combination. The 
Thera-Band centre workout in chapter 10 and the torso and arms series in chapter 8 
are excellent circuit p.rograms. 

bfneral Thera-Band lips 
Because many exercises in t his book us~ Th.era.Bands, I have included guidelines on 
applying them for the greatest effect. 1n conditioning cJasses, using a combination of 
small (3 to 4 inches in diameter) physioballs and Thera-Bands is quite effective for per· 
forming hundreds of exercises that train every muscle in the body. The whole exercise 
··machine" (baUs and band) can fit neatly into a backpack and weighs only one poundl 
You are not limited by the movements of a machine. With the balls and band you can 
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perform very creative, even choreographed movement that simulates your style of 
dance and provides the proper resistance. 

• Before you start exercising, check your Thera--Band for cuts, broken edges, and 
holes. You don•t want your band to snap apart while you exercise. Th1s can be 
painful, not to mention dangerous for the eyes. 

• Maintain the width of the band throughout the exercise. Keeping it straight can 
depend on how you tie the knot and how you loop the band around your body. lf 
the band rolls up, it slides on your body and may feel as if it is pressing into the 
muscles. 

• U you have hair on your legs, wear long pants and socks for most exercises so 
that hair does not become entangled. 

• Attach the band in such a way that it does not constrict blood flow. 

• U you attach the band to an external object such as a pipe or a barre, make sure 
that the structure cannot move. Never attach the band to a heater of any type, 
because the heat wm weaken it. 

• Don't get the band w·et. It wiU be sticky and useless unless thoroughly dried . 

• 

Crtating the Power to Move 
How do you create more power for movement? How do you increase this power effi
ciently, without Increasing your risk of injury? Power is a combination of coordination 
and strength. A dancer's coordination depends on alignment1 sense of balance1 spatial 
orientation, and ability to initiate movement efficiently. These factors are controlled 
by the nervous system. Without an increase in the efficiency with which the nervous 
system directs movement, muscular strength wm not do much good. Misguided mus .. 
cular strength can actually cause in}ury. 

The exerctses in this book w1U help to create an organJzed nervous system that sup
ports good coordination, the basis of the power to move. The brain adapts to support 
what you do, listening to your every thought and recording your every move. The way 
you think about your dancing sets up the pattern for the development of your skHls. If 
movements are uncoordinated, with a lot of tension. fear of reprimand from a teacher. 
and scorn from an audience1 all of these elements combine to c.reate a global gestalt 
in the brain that guides your overall image as a dancer. The inteiUg·ent dancer needs 
to become aware of the power of his every act. mental and physical. So many dancers 
are unaware of how Uttle they use their available power for the desired movement. For 
example, many dancers strain upward, distorting the ja.w and face and tightening the 
shoulders when they jump, even though the power is better directed into the floor. like 
rocket propulsion. Much of thelr power is lost to tension and distortion. 

Once you start working with increased resistance from bands or weights, your coor
dination becomes even more important. Increased resistance calls on the nervous 
system to create powerful solutions to the movement at hand. If you are moving with 
faulty alignment and too much tension, the nervous system records it. In this case your 
training actually decreases your coordination as the strength is buUt into an undesir· 
able mo·vement pattern. The result is that you either do not have great power to move, 
or the power you have will hurt the body. 

There is, ho.wever1 a thin line between a s.ense of power and tension. A key to success 
is learning to distinguish the efficient movement path from one that is uncoordinated. 
We start this process by deciding never to train without focusing on making the move
mentmore efficient. 

IS 
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ave you ever had a thought that made you feel physical changes? Do you notice 
how much better you dance on a day when you are fuJJ of inspired thinking? U so, 
you have had a first glimpse of what the mind-body connection can do for you. 

Down to the smaUest cell of the body, every mental act reverberates In your physical 
being, and every chemical and biomechanical process Jn your body helps weave the 
patterns of your thinking. If you are able to understand this interaction, you are re-ady 
to reach the highest peaks of your dancing skills. 

As a dancer, how can you connect to the body's wisdom'? Become attentive to the 
way you think about dancing, and you will be able to eliminate harmful thought pat
terns and replace them with positive reinforcement, which in turn will lead to better 
technique and expressivity. Learn how to sense the influence of your body image in 
the movements and actlons of the muscles and joints. Any dance step or conditioning 
routine that you can do wtth presence of mind and body as well as a dear understand
ing of how the body works allows you to gain strength and flexibiUty much faster than 
mindless repetition of movement Conditioning exercises will become more Interesting, 
even pleasurable, because you more fuJJy experience the muscles, joints, and organs 
and their optimal support of your movement. 

Consdousn~ss and Control 
As every dancer has experienced, certain steps seem to flow more naturally some 
days than on other days. Often dancers try to master a step by relying entirely on con
trol-that is, they remember what they did yesterday and try to control the movement 
today based on that memory. Thls method can be very frustrating, because often it 
does not work. The body and mlnd experience subtle changes and adjustments every 
day. Yesterday's strategy simply may not be suitable for today's body and mind. U you 
traveled on an airplane or had a long, exhausting rehearsal; your alignment may be 
different than it would be if you had taken a good dance class the previous day. Even 
nutrition influences the mind and body states. If you did not drink enough water the 
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previous day, you may f,eel tired and achy. If you did not stretch or perform flexibility 
exercises the previous day, you may have certain resttictions to deal with. You may be 
in a new relationship that makes you very happy. This alone can completely change 
the way you experience your body. The reasons for change are infinite. 

Zvl Gothelner, choreographer and ballet teacher, suggests, "'Replace control by 
consciousness. Without being aware of what needs to be done in a new way every 
day, without being able to elicit fresh solutions, It is hard to develop technically." 
These daily soluUons can only be found with an awareness of the body from moment 
to moment, notidng its responses to the images and thoughts in the mind and findjng 
the subtle shifts and changes that are necessary to master the steps. By habitually 
putting consciousness before control, you make controlling the bodis movement more 
flexible and aliv,e, ready to respond to the realities of the moment. One of the aims 
of training is to automate movement. No one has to tell an experienced ballet dancer 
how to do a pas de bourree. But if he does the step as an automaton, he certainly is 
not dancing. H your only resource is control, then you will dance through tension and 
habU. The more tension you develop, the less you feel the flow and rhythm, and the 
dance ends there. 

Another way dancers try to galn control of movement Js by building strength; thinking 
that stronger muscles will allow them to control the unruly parts of the body. Although 
strength training gives dancers stronger musdes, it does not necessarUy give them better 
control of movement. Unless strength ls built into a more efficient movement pattern, 
.it can even do more harm than good lor controlling movement. Rather, consciousness 
and specificity (as discussed in chapter 1) are the keys to successful strength tralning 
in dance. ThJs is not to say that strengthening the abdominal musdes is not helpful 
for dance. Many dancers train the abdominal muscles for aesthetic reasons and to 
feel stronger and more confident about thelr appearance. These are viable reasons, 
but unJess speclficlty and consciousness are also involved, incorrect application of 
abdominal strength may hamper techni.que. I have yet to see the dancer with tight 
shoulders and neck muscles reduce his tension level through doing s.it-ups. He has 
problems turning because the neck is ••Jacked ," not because the abdominal muscles 
don't look llke washboards. 

Strength training to enhance control as a means to solve technical problems is 
popular. because it provides a targ·eted solution that seems to have tangible, visible 
results. Furthermore, usJng the mJnd- body connection as a resource for gaining con
scious control or learning how to use imagery for this purpose takes more time and 
commitment than a typical strength training program. If the dancer trains the muscles 
consciously, he wm achieve his technical and aesthetic goals and he will make long-tenn 
changes, creating more efficient movement patterns that will also reduce the chance 
of injury. No permanent changes take place until the brain actually records a more effi
cient movement pattern. To ensure a permanent change, the dancer must be actively 
involved and experience the changes in the body as they occur during his training and 
conditioning routine. 

Dr. RodoUo LUnas, chief of physiology and neuroscience at New York University 
School of Medlcine, is one of the leaders or modern neuroscience and has spent over 
40 years studying brain cells. Uinas does not believe that neurons are neutral actors 
that simply relay messages; he sees nerve cells as complex entities with their own 
point of view. This point of view is the perfect description of the body's experience 
with movement. By knowing the body's daily point of view, a dancer can dance much 
better. You can't dance with yesterday's body. Every step needs to be reexperienced 
with the viewpoint of the day, even if it has been performed a thousand times. Accord
ing to ancient Greek philosophers, life's one certainty is pantlw rei everything flows, 
everything is always changing. 

11 
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Tht Powtr of lmagrry 
Mental Imagery may be defined as the '"the cognitive rehearsal of an action without 
overt performance of the physicaJ movements involved" (Moran 1996, page 203) or the 
"symbolic rehearsal of a physical activity in the absence of any gross muscular move-
ments" (Moran 1996, 203). 

Many kinds of imagery applications are used effectively to improve dance technique: 
ideokinetic imagery, programmed imagery, intuitive imagery, and mental simulation of 
movement They are discussed in detail In the following sections. 

ld~ok:inetic Imagery 
Ideokinetic imagery, or ideokinesis, was developed by movement educators Mabel 
Todd, Lulu Sweigard, Barbara Clark, aod Andre Bernard with the aim of using certain 
images to create improved neuromuscuJar coordination. JdeoklneUc lmagery dLffers 
from the imagery used in mental rehearsal. In sport mental rehearsal you imagine the 
actual movement that you intend to perform, accompanied by a realistJc .representation 
of the environment- what you wm be seeing and hearing. In ideokinesis you visuaUze 
the desired changes in the aUgnment and tension gradients in your body, most often 
using metaphors. An1oog many other applications. ldeokinesls helps the dancer improve 
alignment and balance the action of muscles around joints. This type of imagery is 
usually practiced in the hook-lying position. also called the constructive rest positlon: 
lying supine on the Ooor with the knees at right angles and the feet resting on the floorT 
(For a detailed discussion of the position see Franklin's Dynamic Alignment Through 
Imagery, pages 59-61). 

ldeoklnesis is well known for the nine lines of action within the bodyt proposed by 

I 

Lulu Sweigard (figure 2.1). VlsuaiJzing these lines 
brings the body Into an improved postural pat

tern (closer to the person's Ideal alignment). 
The imagery can be roughly categorized into 

activating and releasing imagery for each 
line of action. The image serves either 
to create an increased tone or activity 
in certain muscles or musde groups, 
or to release tension in certain muscle 
groups. For example, i·f you Imagine the 
extensor muscles of the spine that run 
along both sides of the spine on the back 

of the body (erector spinae) sliding down
ward like many puffs of foamy bubbJe bath, 
you are using a tension-releasing Lmage. If 
you imagine the line of acUon between the 
center front of the pelvis (pubic symphysis) 
and the middle of the spine (12th thoracic ver-

tebrae) and think of a tightening rubber band 
between those two points, you are using an 
acUvatlng. tone-Increasing image. In the latter 
case you are increaslng the stabilizing tone of 
the psoas muscle. 

By developing the use of imagery beyond the 
figure 2.1 The nine lines of action in the body. original scope of ideokinesis and the nine lines 
~~. by Jl'!flffi~~\ h«~• L£ s~ . ul. 197-4, flllftldrl #oiuwttlt'tlf 1\JuooW/ tNI.'W 'lbrl.: liMpet & !Ww~ 
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of action, you may also learn to work with skeletal musculature or organ musculature, 
because they can both be reached through imagery. For example. when visualizing the 
head resting on top of the spine (the atlas) or the nerves re.sting in their soft protec
tive coverings (myenn sheaths). you use the image and sensation of weight to create 
change. 

The rationale for lying down while using ideokinetic imagery is simple and eflective: 
Because you are trying to develop new postural patterns. you do not want to engage 
old patterns. So when Jying down (as opposed to standing, walking. or dancing), the 
body is relaxed and free from postural needs. lf you stand, walk, or dance while trying 
to establish new postural patterns, you will caus·e conflicting m·essages in the nervous 
system, slowing the process of change. Sadly, this may be one of the reasons some 
people are turned off from Imagery at an early stage the teacher uses too much per
sonal metaphoric imagery that the student can't embody Ln a movement. But once a 
dancer is skilled in using imagery while lying down, she can begin to use the imagery 
whiJe moving. 

Intuitive I mag~ry 
Much of the imagery described ln Dance fm.agery for Tedmique and Perfonnance (Franklin 
1996) actually occurred to me Intuitively during dance training. The mind of the body 
provides information on how to improve movement .. This is similar to the premise of 
Mabel Todd's aptly named The Thinking Body (fodd 1937). 

Another proponent of this concept of the body•s mind states is Bonnie Bainbridge 
Cohen, founder of Body- Mind Centering® (BMCTM), a technique that reeducates the 
body?s movement patterns through imagery, touch; and movement. Some of the exer
cises in this book are based on her ideas. 

When a choreographer presents an image to you and you use it, as ls the case in 
ideokinetic imagery. you use Imagery that comes from an external source and then 
try to experience it physl.cally. With continued use of imagery, you wiJl soon begin to 
spontaneously discover your personal, intuitive imagery, the Images that are tailored 
to you. 

Dance teachers can encourage a dancer's development of intuitive imagery. When 
teaching dance technique I often ask each dancer how he experiences the movement 
we are working to improve. Most often the dancer descr1bes his exper1ence as an image. 
This .image is his personal starting point for change. his momentary experience of his 
dancing self. J then continue to work with him on this Image, making suggestions about 
movement initiation, phrasing, or a new anatomical awareness, or I use touch to help 
him experience a more efficient or expressive way of performing the movement. I ask 
again about his experience with the movement, and most often the dancer's imagery 
has changed. Jt now supports his new embodiment of the movem·ent. As a teacher I can 
then use thls tai]or·made image throughout the class or rehearsal to he1p the dancer 
reinforce his new, improved movement pattern. 

Guiding students to create their own imagery has the advantage of authenticity. 
Through such guidance, the dancer eventually becomes his own coach1 and imagery 
that improves his movement spontaneously arises when he needs it This skiJJ is a boon 
to the professional dan·cer, who may have to go for long periods without any external 
input. Sadly, failures are pointed out to dancers more often than successes are, poten
tially leading to stagnaUon or even a downward spiral In technique. 

Candace Pert, cell bi.ologist and discoverer of the endorphin receptor. sees the mind 
as located in every cell of the body. At a lecture I attended, she pointed out that every 
cell contributes to what we caU the mind. Her studies have been published in many 
renowned scientific journals, and her fascinating story of discovery can be found in 

- ... 
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The Molecules of Emotion (Pert 1999). When you develop your intuitive imagery. you 
have a dialogue with the cells of the body. Through detailed attention to the body, the 
mind of the cells becomes a felt reality, and the inteJUgent support system behind every 
tissue and movement becomes available to you. You can fully use the inner resources 
of the body to improve techni·que. 

r have coined the t·erm seed imagery to describe the starter images that teachers can supply to students to 
help them develop their own intuitive images as training proceeds. To work effectively, a seed 1image needs 
to be accessible to a dancer. For example, to help with leg extension I may suggest to a dancer, '' ~magi:ne 
the pelvic half on the gesture side as a wheel rotating backward to lift the leg. Think of the bat I of the femur 
(upper leg bone} resting in the socket." As a teacher I know that both these images help the dancer release 
(estrictions and lengthen muscles. I may support the imagery by touch ing the hip joint, outlining the imaged 
movement of the pelvic half, or resting my hand on the sacrum to ensure that the dancer does not tuck in 
the pelvi·s. These seed images .then drop away as the dancer comes to experience the leg extension in her 
own way. 

Unfortunately, society has not been very helpful in fostering the spontaneous imagery process; we mostly 
speak about our bodies when we experience a negative sensation such as pain or discomfort. People are 
not too surpdsed to hear you say that you feel a bit stiff and tired or that your knee hurts. But to state that 
your spine feels like a glittering string of pearls or that you feel energy shooting up the center of your body 
seems comie<tl to all but the most experienced imagers. Reinforcing the imagery process is key to help
ing any dancer develop her imagery skill s. Outside of dance class there may not be much opportunity to 
practice imaging. 

~Mental Simulation of Mov~m~nt 
It you Imagine yourself performing a dance step. you are using lmagery to simulate the 
actual movement situation. Dave Collins. professor of sport psychology at Edinburgh 
University, calls this imagery mental simulation of movement (MSM). 

For MSM to work best, you should create vivid imagery that includes the physicality of 
the movement (how it feels to move), the environment (what the surroundings are like), 
task orientation (which steps are required), and emotion. For example, using MSM for a 
performance. you should feel yourself moving in a realistic wayt see the surroundings. 
hear the people watching you, and notice your reactions and interpretations of all of 
these sensations to create a realistic image of the event. You may feel the alr brushing 
against your body, hear the sound of your take-off and landing, and even imagine your 
breathJng pattern. In most classes I have observed that dancers do not us·e the Ume 
between performing their steps to Image them. They simply walt at the side or practice 
the actual movement, lf space allows. A dancer can vastly accelerate his technique 
improvement and memorize his steps if he uses this time for imaging through MSM. 

When practicing MSM, try to reflect the movement you are trying to image on a physi
cal level. The ideokinetic constructive rest position is not ideal for mental rehearsal 
aimed at improving a vigorous dance step. While lying on the floor, your state of arousal, 
breathing, and heartbeat do not relate to the movement you are imaging. Constructive 
rest Imaging is aimed at Inner body reorganization, whereas MSM Is best for rehearsing 
the movement you want to perform. 
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Applying lmag~ry [ff~rtiv~ly 
There are many approaches to learning dance. and no one method works best for every
one. But certain activities can improve the speed of any dancer's progress and reduce 
the chance of injury. These activitJes include performing solid overall conditioning; 
properly warming up before each session; taklng rest periods within and between ses
sions; and being in a supportive environment in which teachers. mentors. and parents 
provide educated coaching both on the technical and psychologi·callevel and nurture 
the dancer's skill and seJf-esteem. 

A dancer also needs sufficiently varied movement instruction. He must be shown 
how a movement should look, hear the movem·eot described with words and imagery, 
and be he1ped to feel and visua1ize the movement he ls to perform. Margaret Skrinar 
(Shelll986) notes that kinesthetic and visual instructions are not used sufficiently in 
dance dass. She points out that '"teachlng m·ethods combining all types of cues are 
more effective than using only one type" (page 190). 

Throughout thJs book I emphasize the changes in how you feel during a movement 
that result from an exercise. Awareness of these changes trains your kinesthetic sense 
and makes it a more accurate tool for guiding you to Improved body coordination. 
Some of the exercises use touch to enhance the effect and to deepen the experience. 
I suggest also uslng brief exercises interspersed during dance classes or conditioning 
routines to improve the kinesthetic experience. Having fresh insight based on the felt 
sense leads to an understanding that replaces a thousand words. There is evidence 
that this inner perspective greatly enhances the effect of imagery (Holmes and Collins 
2001. page 88). 

Jf a dancer can visuaJtze what he actually looks like on the inside, anatomically, he 
can better relate what he feels to this structure and function. Some dancers spend 
years repeating deleterious movement patterns without knowing it. Within minutes 
of receiving some anatomical inJormation and kinesthetic cues, they are able to self· 
correct years of improper movement with the help of their newfound awareness. I do 
not propose that anatomical visualization skills solve all of a dancer's problems, but 
they can empower any dancer by giving her a greater range of chol·ces when working 
on problems of technique, performance, and choreography. 

Also, anatomical visualization skills make it easier for a dancer to pick up movement 
instructions be<:ause he can match the words of a teacher or choreographer w1th an 
accurate anatomical image. Visualizing the muscle group that Is being trained d uring 
conditioning makes the exercise more effective because the timing,. speed,. and range of 
the motion can be done with increased precision. Recent research shows that strength 
can be increased through visualization techniques., even without any movement at aJI. 
Still, technical training, conditioning, and anatomical knowledge will not in themselves 
make a dancer. To fuUy benefit from the exercises in this book, consider them as part 
of contlnuousJy fine-tuning the body. No amount of anatomical knowledge or number 
of conditioning exercises can compensate for a simple lack of inspiration. 

To avoid the pltfalJs of using Lmagery and to apply it specifi.cally and effectively for 
dance? students and teachers should do the foUowing: 

Keep tbe imager y dynamic; the desired result in itself may not be the best 
image. For examplet I've often heard teachers or choreographers say, "'pull 
up," meaning "lengthen" or "lift." A dancer certainly does not want to slouch. 
but to achieve a natural sense of length in the body she needs to be shown 
how }o1nts and body structures interrelate to create lift without tension. 
Saying "'pull up" often results in the opposite eff.ect and the dancer tenses 
the muscles rather than lengthens them. 
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Use simple, undel1JtaDdabJe and avoid burying them with too many 
instructions. Using too many images is overwhelming and can make any 
dancer think he is incapable of using imagery. 

State imagery In tbe posldve. Lmages always lead you to what you are imaging. 
A teacher of mine once directed the class to divide into three groups so that 
we would have ··more space to fall over. tt After hearing that description. I saw 
myself and everyone in my group falling as we moved. The teacher actually 
intended to have us divide so we would have plenty of space to dance. 
Translate the Imagery lato movement. Don•t separate yourself from the 
image you are trying to create. Try, as much as possible, to become what 
you are imaging on all levels of the experience. The teacher should embody 
the imagery he is teaching. making it easier for the student to experience 
it. Even if the teacher does not fully demonstrate the step. he should aim 
at being as musical and expressive as possible. The more a dancer is sur
rounded by the ,Qualities that make a good dancer. the sooner he will mirror 
it in his own body. 

Focus oo movement enjoyment. rve heard a teacher teaching pirouettes 
remark, ... Don't think of pirouettes; dance up into the turn ... This is a good 
strategy. lnstead of focusing on the anxiety and apprehension that may sur
round the word pirouette, focus squarely on the inner physical experience. 
You could say, "'Dance the balance" for any other step that is surrounded 
with anxiety. Using this language helps you to focus on the malo reason you 
are here for the joy of dancing. It ls also an excellent way to create an inner 
physical image of a difficult step before you actually perform it. 

Use rhytlun. Rhythm holds a key place in imagery for dance. 1 remember 
being completely confused by the arrhythml.c demonstration of steps by 
some dance teachers. I simply could not form an image or an inner feeling of 

the dance until the teacher demonstrated the movement with music. 
Other teachers made it so easy to learn the step by demonstrating 
rhythm. not just shape and position. If the imaged dance step Involves 
music or rhythm, keep it at a realistic speed and vividly image its 
musicality and phrasing. 

Maintain a calm center and couclous control. In an effort to make 
fast progress. dancers can become tense. It becomes difficult to use 
the power of the mind when you are not centered within yourself. 

When practicing MSM. for example, maintain a realistic level of alert~ 
ness. Think of dancing as unfolding on two leveJs within your being: 

Find a still center, and then let the dance unfold around it with virtuosity. 
Stay grounded and keep a calm center. even in the fastest and most complex 
steps. Developing a calm center is chaUenglng. but with practice it can be 
done. and the payoff is in your improved technique. 
Be prepared to move from visual to physical. Just as rhythm is Important 
in imaging and learning steps. so is the ability to switch from outer to inner 
focus. One of the keys of l.earnlng a step rapidly is developing an inner f.eel
ing of the outer shapes you are seeing. Tum the outer visual impression into 
your own physical experience. The next tinle you learn a step. emphasize 
your inner experience; don•t just stay outside with what you are seeing. Not 
only will you learn laster. but you will also perform the step with increased 
physicality. Once you have learned the step, take a moment to review it in 
real time, with the inner feeling and rhythm including your perspective (what 
you see) when you are dancing. 
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A teacher must develop the opposite skill as wen~ moving from physical to 
visual. She must convey to her student the steps she is feeling in her own body. 
By observing the student, the teacher then notices whether the student's 
movement corresponds to the feeling she is trying to convey. Use imagery to 
make the inner feeling more real. Most dance teachers do this intuitively, but 
using a systematic approach can benefit the students. The teacher may ask 
herself, What physical feelings am I trying to convey with the steps I am showing? 
Is the movement smooth and silky, or is it hard-edged and sharp? Even though 
it may seem apparent to the teacher. it may not be so to the student. 
Focus on goals, not problems.. Instead of trying to fix something that is wrong 
with a movement, emphasize the sensation for which you are striving. Focus-
ing on the problem is one of the biggest stumbling blocks in using imagery. 
Rarely do I experience dance cJasses where the teacher provides the dancer 
with pertinent information on what he needs to do and the most important 
aspect on which to focus at the moment. Yet, in most cases it is not helpful 
to inform a dancer what he is do.ing wrong. Jnstead, dancers need to hear 
in a supportive way what to do to get better. Without a feeling of safety and 
belonging, the dancer will tighten up and lose his ability to improve. If the 
dancer loses his spontaneous curiosity about how to improve his technique, 
the learning process wiU be endangered. If a student 1s criticized in front of 
the whole class, he may feel Inadequate and uncomfortable; such feeUngs 
are most hannlul to progress. Students learn best when they know they are 
accepted with all of their momentary challenges. Without making mistakes, 
how can anyone learn? 
Apply Imagery with aufftdent intensity, clarity, and power, and it wiJI work 
better. Beware of strong negative emotions such as fear, anxiety, and anger 
because these emotions are powerful image enhancers. For example, if you 
are scared of something, you usually imagine the feared event with much 
clarity. You visualize what you don't want to occur, and you hear what you 
fear hearing. If you use the same intensity, clarity, and power in a positive 
sense, your imagery will work fabulously. Try saying to yourself, I already 
know how to dance; I just need to allow it to happen from within. 
Be sincere about wanting to change deleterious movement patterns and thus 
ready to face the problems you may encounter .in the process. This is the bask 
message Mabel Toddt author of The Til inking Body (1937), conveys in her writ
ings. We can change if only we are willing to do so. This sounds much easier 
than it ls, because our behavior, no matter how harmful, may feel natural to 
us. Tell a dancer to lmagJne relaxed shoulders while dancing and the reaction 
may be, "But ill do that I don't f·eel Uke I am dancing powerfuJJy."' 
If the dancer associates shoulder tension with the inltlatlon of powerful leg 
movements, she will feel something is missing or lacking once the shoulders 
are relaxed. Getting through the phase of bodily reorganization takes cour
age. If the dancer persists, she will find that she will ultimately develop more 
power In her leg movements If the shoulders are relaxed. 
Remember, choose safety fro111lnjury over aesthetics. Jt is interesting that 
even the knowledge of hannful patterns often does not lead to their rejection.lf 
the dancer ts creating a large portion of her turn-out by twisting the knees and 
feet, this will damage the joints. If you help a dancer to find safer alignment. 
you may also reduce turn-out, as seen from the perspective of the foot. This 
reduction may be onJy momentary untiJ safer options of increasing turn-out 
have been explored. Some dancers nevertheless keep turning out excessively 
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to maintain the momentary aesthetic1 regardless of the consequences to their 
joints .. Consequences are in the future, and the emotional reward of having 
good turtK>ut in the present may be too powerful a temptation. Teachers play 
a role in helping dancers realize that they can achieve their goals faster and 
maintain their career longer if they use a healthy dance technique. 

Remain receptive. While you use imagery, create a sense of openness to the 
change the image brings. Predetermining the result of the Image hinders Its 
free now. Using imagery without being open to change and ready to adapt 
and accept a new way of perceiving yourself and the way you mov,e prevents 
the benefits from taking hold in the body. Allow the new image and its accom
panying feelings to sink in. 

Be coDslstent. Imagery works best If It is used conslstently. It may take weeks 
and months of repeated pract1ce to most efficiently Image the coordJnation 
of the pelvis and legs in a plie, especially if you were previously using tension 
and excess force. Train with a sense of limitless time. The constant fee1ing 
of competition and speed exh austs body and mind. Use at least one image 
In every dance dass. and see how it affects your technique. Even seemingly 
simple images such as shoulders melting or toes sensing the space can revo
lutionize your technique if applied consistently. 

D~eloping Your Personal Imagery 
As suggested earlier in this chapter. personal imagery is the most powerful imagery. 
No image suggested from another person is as tailored to your needs as the imagery 
you discover through personal experience. With practice you wHl find that you have 
an inner teacher, ready to guide you on the path to better technique. The path you 
ultimately choose is unique. and it may vary from day to day and from situation to 
situation. The powerful images happen to you. You do not make them; they arise when 
your whole mind- body system has prepared the groundwork for them and you are 
ready to receive them. The following section provides some ldeas for developing your 
personal imagery. All the ideas I describe are simply starting points .• seed imagery, for 
your own personal exploration. 

fo<us SelectivPty 
To experience the body, you need to calm the inquisitive mind. If the mental chatter is 
too loud. it is diffi.cult to sense what is going on within the body. The sensory nerves 
constantly provide the spinal cord and brain with a barra.ge of information on the status 
of muscles., joints, and organs. Little of this information is brought to your conscious 
awareness; most problems are solved at an unconscious level. Most of the information 
is suppressed by the nervous system to avoid mental overload. Just imagine what it 
would be Uke if you notJced everything going on In your muscle fibers, organs, glands, 
and vessels at all times. Jt would be distracting, and even lmmoblllzJng. 

Nevertheless. to move the body in a precise way, you need to learn how to become 
selectively conscious of these sensations. Metaphorically speaking, you must have the 
choice of placJng yourself in the middle of the incoming Oow of sensory inlormation and 
change your movement habits based on that Information. It is as if you are stepping 
into the mJddJe of a ray of light at will instead of being at the side of it and receiving 
only peripheral and random illumination. 

Let's say you want to know more about the jo1nt that connects the base of the sp.ine 
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(the sacrum) to the pelvic bones (the inominates) at the back of the pelvis- the ilia
sacral joint~ This joint pJays a central rote In body coordination, as it is the interface 
between the lower and upper body. You may have a visual picture. or a feeling about 
its location, but you do not perceive enough in this area to receive precise information. . . "' 

' . I 

By focusing intently on the joint and remaining there wnh your concentration, you may ; •! 
suddenly have a clear experience of its exact spatial orientation, the length and width 't·~ . . J / t~ 
of the joint surfaces, and the relative level of the left and right iliosacral joints, j I'~ ~ 
You may notice that in perfonning a pirouette the joints are not --......__ --~.,.~:~~ _,., / 
on the same level. Now that you can experience them, you can ;;.----.....__ -
correct thJs misalignment and feel surprise at how your baJance -......._~-.\ 
~~~. ' 

-I 
' \ 

"' .... 

\ 

How is it possible that you did not have this sense before? The answer Is s1mple: It 
takes time and practice to create a detailed awareness of the body's inner geography. 
You can use selective focus to make certain areas or relationships in the body clearer, 
thereby enabling you to correct imba1ances. If the same imbalance is corrected 
manually by a teacher positioning you, the result may not be permanent. Unless 
your nervous system can record the change in the joint. the effect of the manipula· 
tion will be short-lived. Touch is very valuable, but it needs to bring out the same 
kind of clarity in the body as does your own concentrated focus. The person being 
touched needs to have a sufficiently trained sensory system that can visuaJize and 
sense minute changes in the body that are brought out by touch. To create permanent --i 
change, he must repeat those minute changes once the touch is not there. 

Following is an exercise to help you step into the body's stream of information. 
You can do it in a resting position or during a familiar and nonchallenglng dance . \ 

1 movement. · . l 
~ 

\.l 
/ 

r --.. .. "' 
1 

Choose an area of the body you would Uke to know something about. and focus on It ~--1 , 

without straining to visualize it. Just be there in a meditative way and wait for something ~ 
to happen. Imagine that you are at the center of the sensory information coming from 
this area. Bathe yourself in this information. Jt is as if you have opened a book with :.r: 
blank pages and you are waJtJng for this part of your body to write some Information 
into that book. If the book is already full of writing. there is no place for new Informa-
tion. Eventually (and this may take a long or a short time, depending on your capacity 
to be focused and calmly receptive) you will receive an image, an Idea, or a sensation. 
The key here ls patience. 

You could, for example, focus on your feet as you plie. Do your feet feel adaptable and 
elastic, or stuck and rigid? What are the changes that happen when you move down and 
up ln a pli~? Do the feet feel the same in the downward and in the upward movement? 
How is the weight falling through your feet? Do you feeJ any bones, joints, or muscles 
adjusting? What is the Jmage you have of your feet? Do the bon,es feel heavy or Ught? 
You could then move to another part of the body: How does the neck feel when you 
perform a plle? Does it also adjust? Does it feel supple and relaxed? Are there tension 
spots? Do you feel musdes changing length or do they stay the same? Watch the top of 
the neck just under the skull. Do any of the sensations here relate to what Ls happening 
in your feet as you perform a pile? Try to be as detailed as posslbJe in your sensing. 

If you practice this exercise resolutely, you wiU discover that the body provides 
you regularly with an area to focus on and shows you places that are out of balance 
or need a change in quality. lt is as if a screen is suddenly turned on in the mind, and 
something is brought to your attention: The spine could lengthen like this, the heels 
could release like that, the shoulders are imbalanced like that. You can then either 
enjoy and pursue the new perception, or you could correct the misaJignment. These 
events that allow you to correct your alignment are a key in conditioning. As soon as 
you do any of the exerclses for increased strength provided in thJs book, you wm also 
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reinf·orce the sensory signals to the central nervous system. lf strong slgnaJs arise from 
an imbalanced body structure,. they wUl be reinforced in the nervous system, causing 
an increased imbalance in strength. 

Start With an Image or Phrase 
If your own imagery is the best, how do you avoid getting stuck in your own standard 
set of images? Use other people's imagery as a starter, or use anatomical imagery you 
find in a book to enrich your repertoire of inner sensations and movement qualities. I 
prov1de several images In the foUowtng chapters (as well as in my four other books) to 
help. Another way to develop images is to look at a drawing or a picture of the anatomi
cal structure you want to experience. Try to feel it in your body and visualize it with 
the mind's eye. Kinesthetl.cally move about the structure, trying to sense its size and 
dimensions. What is above it , below it, behind it, beneath it? What does the surface 
feel like? What is its weight and color? Is it moving in any way? How is it changing as 
you watch it? What happens if you place the mind's eye within thls structure? lmaglne 
that you are absorbing the sensation of this specific place into your whole body, as if 
you were a sponge absorbing water. Record your sensations and any images that may 
emerge In a journal so that these can be starting polnts for continued discovery. 

You can perform this exercise with a sentence or a phrase. Find a situation that you 
would like to improve in your body. For example. you want tension-free shoulders. Find 
a phrase that gives you the feeling of moving in the direction of this goal, such as My 
shoulders are flowing away from my neck. Repeat this phrase often in the mind's voice. 
Feel that you are moving into the center of the experience of tension-free shouJders. 
Suddenly you may notice that you don't have to repeat the phrase any more, because 
the shoulders are releasing by themselves. 

Use Touch 
Touch can greatly enhance the effectiveness o·f your conditioning routine. You can use 
touch on yourself while exercising or just before you execute an exerdse. or you can 
ask a partner to help you. Touch can help your training in the foJJowing ways: 

• It can heJp you clarify the exact locatlon, origin, and attachment of a muscle or 
muscle group on which you are focusing. 

• It can relax tired or tense muscles after a workout. 
• It can Increase the effectiveness of a stretchJng exerclse. 
• It can increase the circulation to a muscle or muscle group. 

• It can increase the rate at which the muscle warms up. 

Use touch to help enhance your experience. First decide on the area you want to 
experience. Try to delineate the outlines of its structure through touch. For example. 
if it is a bone, trace it with a finger. How does light touch or a stronger touch affect the 
experience? What kind of touch relates best to this area of the body? Do you use the 
same kind of touch to feel an organ as you use to feel a bone? Use touch to help the area 
move and to support its movement. Use touch to Jlggle the area. enliven it, or resist its 
movement. Project your sense of touch into the very cells of the tissue. 

I provide information on how to use touch during specific exercises throughout this 
book. But I suggest trying the foUowing experim.ent with a partner first to get a feel 
for how touch can help. Hold a one- to five-pound weight in each hand. The w·eight 
should be equal on both sides. U you don?t have any weights, use two books of equal 
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weight Let your partner put his hands on the front and back of your right arm. Flex 
and extend your arms and notice which arm gets tired first Most likely the arm that is 
being touched will have more endurance and will feel more flexible and less fatigued 
after the ex:erclse. 

You can experience another interesting touch experiment with abdominal strength 
and endurance: Place the hands on the abdominal muscles while performing abdomi-
nal curls. You wiU notice that the exercise feels less strenuous and that you have more 
muscular endurance than when you do not place the hands on the muscles. 

Use Movfm~nt 
You can aJso use movement to enhance your imagery experience. Try this experiment: 
Begin by deciding on a part of the body to experience. Imagine this area initiating 
movement. To initiate movement does not mean that the rest of the body does not 
move; it means that the first inkling, the causative agent for movement. resides within 
this place. Choose an easy place from which to move, such as the elbow. Then try 
somethtng unusual. For example, try initiating movement from an organ such as the 
right kidney. What Is the difference In sensation? Finally. practice initiating move- ~ ....,_ 
ment at dlUerent speeds. r \ 

Another way to enhance personal imagery through movement is to take an 
experiential walk. Go for a walk with the sole purpose of noticing. As you walk, ~ 
notice which areas of the body you are drawn to with your perceptions. Stay 
with one area until your attention is drawn to another place ln the body. Notice 
the images that arise and how they affect your walking. Are there any places that 
feel resistant to movement? Which areas feel free and flowing? 

You may find that you are automatically attracted to an area of the body where 
a sensation or an image arises. You may noUce that you can move differently, 
with a new quality or with less effort. This change may occur sev·eral times 
during the course of a day, or even during a dance class or a conditioning 

1
/ 

routlne. This spontaneous dialogue between the mind and the body tells 
you that the self-correcting mechanisms of the body are coming alive. \ r 

Us~ th~ Br~at~ 
Use the breath to find a place in the body that you would like to explore. 
Be ln that place with the breath only, while the mind remains quiet and 
receptive. Notice how breathing affects this area. Does it create move
ment there? Does it change the sense of space you have in this area? 
Breathe into the right arm for a few minutes .. Jmagine that you can fiU the 

\ 
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right arm with the breath. Watch the breath flow In and out. Compare the sensation 
between the right and left arms. Do they feel the same? Go to another place in the body 
and fill it with breath. Try guiding the breath to exotic places such as the space under 
the kneecap, or the sutures (firm jolnts) of the skull. 

S(ript th~ [xperience 
Scrlptlng1 or interviewlng1 Is a process used to create accurate me ntal simulation of 
movement. The Interview is an excellent tool for developing realistic, personal imagery 
wlth the help of another person. 

Consider this scenario: A teacher wants to help a dancer with a performance by 
giving her the most realistic image·ry experience of what will actually happe n so she 
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will not be surprised by any aspect of the performance and wHl go through it with ease. 
The teacher sits down with the dancer and interviews her about all the aspects of the 
event: the environment: what she sees1 hears, and feels; her reactions to these sensa
tions; and the meaning thes·e sensations have for her at the moment they unfold. The 
teacher writes down all of this infonnation. 

Once the script is complete1 the teacher narrates the script back to the dancer so 
that she can experience the actual event as realistically as possible. When you try this 
exercise, if the actual performance stage is nearby, by all means explore the sound, 
the look1 and even the smell of the stage to make the situation feel real. Keep worldng 
on the script unt1l the dancer feels that what she Is imaging ls her true experience. 
If appropriate. add some performance amblence In the form of audience coughing, 
applause, and latecomers opening the theater door, as well as the dancer's reaction to 
these types of disruptions. 

Use Self-Talk and Positive fxp~ctation 
The thoughts in your mind have a great inftuence on your performance. Peak perform
ers have learned to keep thls stream of thought in the positive1 se1f..motivating range. 
Some dancers get worried when confronted with this idea, because they are so tuned 
in to the self-perfection and the self-critique that goes with it. There is nothing wrong 
with trying to achieve perfection and analyzing your technique, but there is something 
wrong with an ongo.ing inner monologue of self-<:riUcism. I have observed dancers 
whose faces have a constant apologetic look on them and whose body language reveals 
their dissatisfaction with their moment-to-moment performance. I have heard dancers 
react to a demonstration of difficult steps with "that's hard,tl "'no way.1t or "I can•t do 
it." Interviewing these dancers confirmed that the mind was supplying them with a 
constant barrage of negativity. 

When dancers begin to turn the negative self·talk into positive self-talk, they can 
experience a turnaround in their dancing. Some dancers start thinking positive and 
sel·f-encouraglng thoughts., and their technique improves instantly. They jump higher 
the minute they let go of self<riticism. Their muscles have become more e lastic and 
resilient. because they are not bracing for the next negative comment. Their new motto 
is What I can 't do today, I will master tomorrow; or I am up to any challenge. 

The last image you have in mind, the last thought you have before you perform a 
movement, is very important for a successful performance. If you think, Easy, balanced 
head on spine, not necessariJy in words, but as a feeling image that takes a spJit second 
to move through your body, you wiJJ most likeJy have a better result than if you think, 
My neck is so sore today. Notice what happens when you seleet a thought that works 
lor you and let it flash through your mind just before you start a movement. lt could be 
the feeling of being grounded1 being aligned, being relaxed, or breathing. 

Don't fa1l into the trap of trying positive ideas for a few minutes and then, if you don't 
experience instant results, faUing back into negative thinking. If you have been a negative 
self-talker, you may think this reversal is strange or even a lie. But if recognizing your 
improvements and others' positive reactions to your dancing is a lie, then why bother 
dancing at all? It ls better to be overly poslUve than to be ov·erly negative. Surround 
yours·e1f with the perfume of your positive thoughts, create a cushion of positively rein
forced ideas (not illusions) that surrounds you at all tlmes, and you wlll start notlclng 
a difference. Keep In mind that no matter where you stand now, improvement Is always 
possible and easier if supported by your strong intention and imagination. 
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alance Is one of the most important dance skills, yet it eludes so many dancers. 
The body balances ingeniously in a variety of positions with every step we take. 
When you are in centered alignment, with the bones well stacked and the muscles 

weU coordinated, you actually need less overall muscle activity to stay that way than 
when you are misaligned. So if you are a dancer currently attemptlng to lmprove your 
balance by simply engaging more muscles, you are doing the opposite of what occurs 
during aligned balancing. A1igned balance feels like l·ess effort. 

To improve baJance, you first need an awareness of what you are doing while trying 
to balance. You achJeve this awareness through observing yourself and becom.ing 
increasingly tn tune with your habitual way of performing a movement, leading you to 
reach your goa1 of effortless balance in all situations. 

Let's look at an example of what movement patterns mean for balance. If you are 
trying to releve 1n an attitude position and you are falling over or you cannot maintain 
the position, you may be moving your body in parts as opposed to one complete. well~ 
aligned unit. To releve and move up onto demi-pointe or pointe position, you need to 
first plie the supporting 1eg.lf the right shoulder moves more than the left shoulder and 
the spine twists, the body uses tension in some body parts to compensate for a lack of 
balance in that leg. As you releve, this tension makes it difficult to feel the whole body 
moving uniformly upward; one side of the back and one arm move up faster than the 
other, and again you have to compensate to· stay balanced. Compensation is complex 
and much more difficult than experiencing the whole body as one. Moreover, as you 
fan off balance1 you are already pondering what went wrong this time. making you even 
more worried and tense the next time you have to balance. 

You cannot improve balance through condltionlng alone; but through Increased 
conscious awareness of your strength, you can perforn1 a balanced movement with 
mlotmal effort. The fear of not being ab1e to balance when required is ironically one of 
the reasons dancers struggle with balance. In several exercises in this chapter you wm 
perf·orm dance movements while balancing on small balls (sometimes with your eyes 
dosed). ChaJlenging your balance in such extreme ways improves your overall balance 
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and makes balancing easier. These exercises wiU build your confidence as you learn 
how easy it can be to balance. The key to success will be to transf·er your experience 
from the exercises to an actual dancing situation, getting as close as possible to the 
reaJity of being on stage with lights glaring in your face and a large black space in front 
of you where the audience is awaiting a grand performance. 

RfHfXfS and Righting Rfactions 
Primitive reflexes are the underpinning of aU mov·ement. They are movement responses 
to stimuli that are very much in the foreground when, as children. we learn to move 
and walk. Brush a feather over a baby's foot, and he bends hls toes and retracts his leg; 
Uckle the side of hls back, and he bends toward that side. 

Righting reflexes or reactions are what bring the head into alignment with the spine or 
the whole body axis into alignment with gravity. These reflexes reorient us toward our 
center so that we know where we are ln relation to our axis and can respond to other 
stimuli efficiently. Righting reactions are controiJed by the numerous sensory organs in 
the neck muscles (musde spindles) and the balance organs of the Inner ear (vestibulum) 
and the eyes {optical righting). Try to sel.ectively eliminate the optical righting reflex 
by dosing your eyes whUe performing a difficult task, and feel how much you rely on 
this mechanism. For dancers it is especiaUy important to train the vestibular and neck 
righting mechanisms. The exercises in this chapter wiH provide ways to do that. 

Equilibrium responses are complex reactions to difficult rebalancing situations. It is 
not easy to discem stimulus from reaction with equilibrium responses the movements 
are just too compJtcated. For examp.le, let yourself fall forward and automaUcaUy the 
foot moves forward to break your fall. Jt is wonderful to feel that you can turn off your 
thinking and just let your body ride on the equilibrium responses. They are taking care 
of our equilibrium needs as a mother takes care of her baby. 

Balancing the 8alan(e Organs 
The body has many ways to sense its balance and movement (figure 3.1 ) . Most of these 
sensory mechanisms respond to changes in length and pressure and tension in the 
joints, tendons. skin, and muscles in the form of reflexes. As briefly discussed earlier. 
the eyes and vestibular organs in the ears also contribute to balance. 

The plantar grasp reflex causes the foot to grasp an object that stimulates the sole of 
the foot. This reflex is integrated. or not as obvious in the adult as it is in the child. The 
toe-spreading reflex is another important reflex for dance. Placing weight on the balls 
and toes of the feet causes the toes to spread. This action surprisingly increases the 
tone of the muscles of the torso. This reO ex ensures that the spine lifts away from the 
floor as soon as the feet experience the Roor•s counterthrust. Should the spine collapse 
when the feet hit the floor. you could not land from a leap. Many dancers unfortunately 
wear dance shoes and ballet sUppers that are so Ught, the toes can hardly move't imped
ing thjs reflex. Under normal circumstances. the reflex aids your sense of lift without 
effort. It a dancer tunes in to the function of the balance organs, he w111 also tune In to 
his reflexes to improve his balance and experience a feeling of lightness and lift in the 
body without strain. 

The vestibular organs are made up of two distinctive parts: the labyrinth, named 
after three rings located in aU three planes, and the sacculus and utriculus, which sense 
your relationship to gravity. Within the sacculus and utriculus, there are little sensory 
hair cells, or cilia, that ftoat in a gelatinous substance caned the otollthic membrane . 

• 
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Figure 3.1 Sensory mechanisms the body uses to determine bala nce and movement. 

Perched on top of this substance are the otoliths, smaJJ structures that look like little 
s tones. When you move the head into a new relationship to gravity, the relatively heavy 
otoliths tend to displace the otolithic membrane with the cilia. The bending of the cilia 
informs the central nervous system how your head is positioned in space. 

If you habitually hold the head in a misaligned posiUon, the nervous system gets 
used to this imbalance and stops informing you about the problem. If a teacher corrects 
your alignment, the correct position may feel wrong to you, because you have gotten 
used to the incorrect one. It wm not feel right untll you have readjusted your sensory 
organs-including the ey·es. 

• 
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3.1 TRAINING THE EYES FOR BALANCE -
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The eyes are mirrors of the soul, a direct liok to the brain that is visible on the surface of 
the body. You can touch the space with the eyes, just as you can touch it with the body. The 
eyes may initiate movement and enhance your abUity to balance. Try sensing your eyes as 
a pdmordial mouth that takes in images from the outside and mirrors them within its own 
sphere. 

You can train your eyesight to help improve your sense of balance and space. Generally 
speaking, women have better periphera l vision, while men's eyes are bett·er at seeing things 
•n a narrow focus. The theory behind this fact is that prehistoric women needed to have an 
eye on everything going on around them, such as chtldren and sudden danger, while men 
needed to observe anima Is moving in the d i sta nee (Pease 2 001 ). 

1. When you look in front of you, do you feel as if the eyes are on the same level as 
each other? Check in a mirror to see if your feeling and fact are the same. 

2. While you look in front of yoo, can you also observe what is going on next to you? 
3. Hold the arms out to the sides, and move the fingers. How far back can you hold 

the arms and still see the movement? 
4 . Ba Ia nee on one I eg and notice your eye movements. Do you fix the eyes on an object 

to help you control your balance? Move the eyes around and notice how easy or 
difficult it is to balance. 

5. 'magine that the eyes are like a spotlight, and they illuminate everything they look 
at. (This exercise is also good for checking head alignment in various positions.) 

6. 1magine that the whoJe face is one big eyel so you can see with the whole face, not 
just with two eyes. 

7. Place eyes on various parts of the body, such as the back of the head or the soles of 
the feet. As you dance, what do these eyes see? 

8. See a beam of light coming from the top of the head. If you are well aligned, a spot 
precisely above your head should be lit up. 

9. Place the right hand over the right eye. Jmagine the warmth of the hand relaxing the 
circular muscles around the eye. Think of all the circular muscles around the mouth 
relaxing as well. Think of the ey·e resting in its socket. The eye is filled with a clear 
fluid. Feel the weight of the eye as a fluid-filled ball resting in its socket. Now remove 
the right hand, and notice the difference between the shoulders. The right shoulder 
probably feels more relaxed and LS lower than the left shoulder. Perform an exten
sion to the side or front wirh the right leg. Perform the same movement with the leit 
leg. You may notice that you are more flexible on the same side where you relaxed 
the eye. Eye tension influences flexibility in other areas of the body, so repeat the 
exercise with the left eye. 

• 
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Balancing M usd es 
The muscles are sensory organs that contribute greatly to the ability to balance. To 
understand how musdes create coordlnated movementl let's take a short trip through 
evolutionary history. 

The human body consists mostly of muscles created to move the body against resis
tance. Thls resistance can be the body's own weight, elastic tissues within it. or some 
external force such as water or the ldtchen door. In the primal oceans the movement of 
uniceJlular organisms was primarily a result of the currents in the surrounding water. 
Access to food was a result of a chaoUc game of chan·ce encounters between nourish
ment and the cell. The enUc!ng morsels at the mouth of a river were forever out of the 
celrs reach because of the currents moving it away from its desired breakfast. Not until 
cilia the outboard motors of the cell, the small halrllke prolecUons swaying Uke a field 
o.f windswept wheat- w·ere developed could the ceU move about. 

We still have ciJia-like structures in our own body removing dust from the lungs and 
waving food along the lntestJnal canal cma are powered by muscular mol,ecules that 
form the tiny building blocks of the large muscles. ClUar movement In the unicellular 
organism was far too weak to counter the strong currents of the primordial soups sur· 
rounding the cell. More sophisticated cellular machinery had to be concocted, or the 
ceU would be forced to stay forever geographically restricted. As the cells united to form 
larger structures such as sponges and jellyfish, they also began to develop muscl·es. So 
enters the myosin molecule, capable of performing bending and straightening move
ments with the miniaturized power of an awe-inspiring samurai bowing before his lord. 
Together with other filaments, the myosin creates a miniature contractile unit, the 
sarcomere the bas1c building block of muscle. 

Once muscles arrived on the stage of the early oceans; propulsion was dose at hand. 
The next step was to create a body form that could use a shortening and lengthening 
mechanism to create movement through water. This body 
form arrived with a cord Jined by muscle cells that aiJ.owed 
for alternate contraction on either side. 

Snakelike, wavy creatures began to roam about, cur
rents were overcome, new territories were explored for 
their rich harvest in food that in turn enabled the organism 
to build larger bodies ·with stronger muscles. Poking their 
heads out of shallow seas, the first terrestrial creatures 
were about to test the power of their muscles. It would be 
a whiJe before any animal was capable of lifting its belly off 
the ground. Even today, millions of years later. our babies 
replay this drama. The art of elevating their bodies upward 
is a challenge they meet with endurance and grace. Without 
delicately controlled muscles, they would never move or 
balance on their Jegs. Fr-om aU this information about evolu
tion, we can derive some of the primordial mind states of 
musc1e; contraction and expansion, moving out Into space, 
sensing our movement, and cushioning our fal1s. 

' 
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Now, let us look at some of the events governing muscles 
In the larger perspective. Muscles work in pairs or groups 
that balance each other•s function = agonists and antago
nlsts (figure 3.2). Despite their names, these groups should 
be looked at as one team, not fitful foes trying to inhibit 
one another's game. When a muscle on one side of a joint 

figure 3.2 A pajr of muscles work together. When o ne 
contracts the other must let go to support the movement 
of a joint. 
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contracts, the muscle on the other side needs to let go to create movement at that joint. 
If two muscles are helping to create movement, and if we think of both those muscles 
as being part of the same arc in the desired direction, the movement will be easier to 
perform. The term antagonistic muscle then seems a misnomer; rather than antagonize, 
the actions support one another. Anatomical nomenclature does not necessarily make 
for good movement lma_gery. 

When a muscle Is stretched. its natural tendency is to protect itself with a shortening 
reflex called a stretch reflex. U stretching continues beyond a certain point, the muscle 
will tear. Shortening the biceps and brachialis muscles to bend the elbow causes the 
triceps, which stretches the elbow. to lengthen. ln this case the shortenjng muscles 
reflexively send instructions to their partners to calm down or inhibit the stretch reflex. 
Without this so-called reciprocal inhibition, movement would not be possible. In other 
words, the biceps and the triceps and all opposing muscle groups are in a constant 
dialogue. The measuring devices for such changes in length are the muscle spincUes 
that run alongside the regular muscle fibers. 

Muscle spindles are specialized fibers surrounded by connective tissue. This connec
tive tissue Is slightly removed from the fibers and filled with fiuld to create the typical 
spindle shape. These spindles are able to detect the amount and speed of lengthen
ing that occurs In the muscle with the help of nerv,e endings surroundJng the spindle 
fibers. If the muscle is stretched rapidly. the spindles are also stretched, stimulating the 
sensory endings surround1ng the spindle fibers. and resulting in an increased contrac
tion of the whole muscle. The spindles ·cause this contraction by sendlng the signal 
to contract through the splnaJ cord to the regular fibers within the same muscle. This 
way, the muscle is not overstretched and damaged. 

With the help of the spindle, muscle can act as an adjustable spring .. lf you land from 
a jump, the muscle ls stretched. the spindles are stimulated to contract the muscles, 
and up you go again Into the next leap. 

The muscle spindle measures the length of the muscle as well as how fast the muscle 
changes in length. If we take a closer look at the fibers located in the spindle, we notice 
a difference between the middle and end parts. The end parts have striated mu&<:le 
and therefore are able to contract like regular tnuscle. In other words, the device that 
measures the length of the muscle is abJe to change its own length. This means that it 
can adjust its sensitivity to being stretched. Let us assume that y.ou are about to per
form a series of small jumps. Just by thinking about it, you may be setting your spindle 
sensitivity and preparing your muscles for the acUon.ln a sense the springiness of your 
muscles can be adjusted by your thinking~ One of the eflects of imagery is that It presets 
the spindle sensitivity in a certain way. We all have experienced the fact that when we 
are afraid, the muscles tighten up and make movement dUftcult and Irregular. Tighten
ing occurs because of changes in the muscle spindles through complex connections to 

our emotional centers in the brain. On the other hand, a calm 
and confident state of mind helps us move In a smooth 

and well<ontrolled fashion . 
·- wu .ze- __ .. - .... 

~ -- -
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THE IMAGERY-SPINDLE CONNECT'ION 

Imagery can set the tension level of the muscles though the activity of the muscle spindles. 
Once you are a'tvare of this fact, you may be much more selective about the kind of imagery 
you use while dancing. 

1. Stand in paraUet then take one step forward and move the same foot back again. 
Notice the feeling in your whole body as you perform this shift of we;ght. 

2. Now imagine there is a soft, warm, sandy beach in front of you. Imagine betng 
barefoot, and take a step forward into the silky sand. Notice how the musdes react 
to this image . .It may be that the joints are a touch more flexible and the muscles are 
apt to be a bit softer. 

3. Move the foot back into the starting position and conjure a less appealing scene, 
such as sharp rocks spread between you and the beach you need to get to. Take a 
step forward with bare feet onto the rocks, and notice how the muscles react (even 
though it 1is only an image). Knowing that you should not push down on the rock, 
the muscles are tighter to begin with. 

4. Practice with imagery that makes balancing easier. Is it easier to balance if you think 
that the feet are deep in the sand? 

I 

Less Stress, More Balance 
Because muscle spindles are influenced by your level of stress, your state of mind greatly influences your 
muscle coordtnation. The more you worry about your techni,que and ab ility to perform a step, the more 
your spindles are in a state of oversensitivity, causing opposing muscle groups to restrict each other's move
ment Recent research has found that there is a link between stress and injury in dance (Smith et al 2000). 
Therefore, to improve your technique, try to find a feeling of relaxed focus to achieve improved function 
of the muscles as sensory o-rgans. 

Often dancers are surrounded by stress concerning their technique relative to other dancers. Ironically, 
if you could actually let go of this idea even for a moment, you would notice an rmmed1ate boost to your 
technical faci lity. If you feel calm and nothing can bother you, y·our balance is better. No physical exercise 
can replace mental balance. During dance class or in a rehearsal., use self-talk (see chapter 2). Say inwardly, 
I am moving with complete confidence. I feel CJt ease, and I perform all steps effortlessly, and notice how 
this seilf-talk affects your movement Even if you initially feel that these statements don't reflect your current 
state of mind, try them on for size. You may suddenly notice that they begin to fit. 

• 
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3.3 BALANCING THE NECK 

36 

The large muscles of the back and the muscles of the neck are highly relevant for balanc· 
ing, because they contain many muscle spindles. 

The latissimus dorsi is the largest expanse of muscle in the body, and it helps bal
ance the back. Even though this muscle covers a large part of the back~ is not a true 

back muscle. It originates on the connective tissue on the lower part of the back 
(thoracolumbar fascia) and the iliac crest. It attaches to the top front of the upper 
arm bone (humerus). It can extend, adduct~ and medially rotate the arm and can 
pull the arm do\vn and back from an elevated position with great power. It is 
related to two other muscles, one under the shoulder blade (the subscapularis) 
and one that connects the shoulder b lade to the arm. (the teres major). Because 

1 this muscle is so large and wide its position greatly affects your balance. Due 
\ to the attachments to the lower back and pelvis, tightness in the musde tends 

to tilt the pelv is forward when the arms are elevated, making balance and turns 
more d ifficult. If you can feel the left and right latissimus dorsi lengthened, flex

ible, and working equally, your balance and the scope of your arm movements 
will greatly improve. Th is does no1 mean that the latissimus dorsi actually l!ifts the 

arm. This job is taken care of by the deltoid and the muscles that rotate the scapula 
(trapezius and serratus anterior). 

1. Notice your sense of length (eccentric action) and width in the ~atissimus dorsi as 
you move the arms. 

2. Imagine both sides of the latissimus dorsi being equal in expanse and activity. Feel 
the width of the muscle enveloping the back. 

3. Stretch the arms up over the head and move them behind you. Ex1ernally rotate the 
arms so the palms face to the back and the elbows are pointing forward. Now feel 
the lengthening of the lat issimus dorsi from the pelvis up to the arm. Remain in the 
position for half a minute breathing freely. Then take your arms down to the side and 
notice the feeling of width and support in the back. 

4. Stand on one leg. Notice that you are more balanced when you can feel both si·des 
of the latissimus dorsi. 

S. The latissimus dorsi spirals as it attaches into the top front of the upper arm bone. 
Imagine this spiral continuing into the biceps of the arm and the flexors of the wrist 
and fingers. Think of this spiraling flexor chain of muscles lengthening into space to 
create more support for the arms. 

6. Think of the muscle support ing the arm from below. Imagine the muscle thrust ing 
upward against the upper arm bone. 

7. Imagine curtains slid ing out under the arms, creating more width and breadth in the 
back. 

• 
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PYRAMIDS AND, TRIANGLES 3.4 

The pyramid is a stable and solid structure. Not surprisingly, some muscular arrangements 
in the leg are pyramidal-long and thin, three-sided, with their edges created by the belly 
of a muscle. The muscles of the sartorius-gracilis-semitendinosus pyramid have a common 
insertion on the inside of the top of the lower leg (tibia), also called the pes anserinus {goose's 
foot). 

1. locate the pes anserinus musde on the top of the right shinbone (ttbia). You can best 
find it by following the front bony edge of the shin up to a bony knob just below the 
knee. Move your fingers an inch to the inside on the shin bone and you will be on 
the pes anse(inus. Often the area feels tender to the touch. Rub it light ly with your 
fingers. 

2. The sartorius is one of the muscles that inserts at the pes anserinus. U is the longest 
muscle in the body, and it originates at the anterior superior iliac spine {ASIS), the 
bone on the front of the pelvis that sticks out bit and can hurt if you are ever required 
to roU on the floor. 

3. R.ub the right ASIS for a moment, then glide your fingers down around the front of 
the leg to the inside top of the right shin bone. The muscle's path spi rals. 

4. The graci lis originates on the lower part of the pubic bone. This place is difficult to 
touch, but you can rub the front of the rlght pubk bone and send the m•nd's eye 
back and down to the actual origin. Then glide your fingers down the inside of the 
right thigh to the pes anserinus. 

5. The semitendinosus originates at the sit bone. Touch the right sit bone, 
then glide the finger down the inside of the leg (you may have to 
switch hands) to the pes anserinus. 

6. Now that you have touched origin and insertion of all these 
muscles, balance on your right leg. 

7. Visualize the triangle created by origins of the sartorius, grad
lis, and semitendinosus muscles as you ba lance on the leg. 
Together with their insertion they create the geometric shape 
of a pyramrd standing on its head (see fJgure). 

8. Now balance on the left teg. You may notice that the side on 
which you have awareness of these three muscles is much 
more stab I e. 

\ 
\ 
\ 

I 

\ 
\ 
\ 
) 
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3.5 LENGTHENING MUSCLES - -- -

If you have ever ridden a horse and attempted to turn to the Jeft, you have likely noticed the 
principle of muscle pairs work•ng together. To turn to the left, you must shorten the rein on 
one side and lengthen the rein on the other. If you just shorten one side without giving way 
on the other, the horse's neck gets compressed. The same principle applies to lengthening 
muscles- to lengthen one~ you must shorten the other. Jf the muscles at the front of the upper 
arm (biceps and brachia lis) contract, and the muscles at the back of the upper arm (triceps) 
lengthen, the elbow bends. 

1. Focus on the muscles on the front of the upper arm. Bend the arm and think of these 
musdes contracting to create the movement. How does this feel? 

2. Explore whether the movement feels different if you focus on the a.cti.on of the 
antagonistic muscle (the triceps) on the back of the upper arm. 

3. Imagine the triceps lengthening to make the elbow bend {see figure 3.2). How does 
this movement feel? 

4. Compare the sensation of shortening the front of the arm to bend the elbow with 
the sensation of tengthening the muscle at the back of the arm to bend the elbow. 
Does the lengthening imagery of the antagonist make the mov.ement feel easier and 
smoother? Does it help to create more flexibi lity in the elbow? 

3.6 BALANCING TURN-·OUT 

38 

Balanced muscular strength helps create better turnout. This book provides many exercises to 
help improve turn-out, including a special sect ion in chapter 6. In this exercise, you use the 
lengthening of the antagonist image to improve your battement tendu. This type of imagery 
has been successfully used by dance teachers for many years. 

1. From first position, perform a battement tendu {brush) to the front. Think of the muscles 
on the front of the hip joint shortening to achieve this action. 

2. Now think of the muscles of the back of the leg lengthening to achi,eve the same 
goaL Notice what feels easier. 

3. Touch the inner hamstrings (semitendinosus and semimembranosus muscles). 

4.. Slide your fingers diagonally downward from the right sit bone to the top and Inside 
the right shin bone. Repeat this gliding touch several times until you can visualize 
the direction of the inner (medial) hamstrings. 

5. Perform a turned-out battement tendu with the leg you touched. Think of the inner 
hamstring increasing the distance between the sit bones and the inside of the shin 
bone. 

6. After practicing these ideas for several battement tendus on one leg, compare the 
practiced leg with the unpracticed one. In the unpracticed one you may feel that more 
effort is required to initiate the leg movement, especially in the hip flexor muscles 
in front and above the hip joint. 

------
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Balanced Body Halves 
One important part of creating balance is using the muscles of the two halves of the 
body equally. Of special concern are the body wall muscles that are not directly involved 
in moving Umbs, but serve to make the torso and pelvis a container forming the core 
muscuJar structure (figure 3.3). The main body wall muscles are the pelvic floor, the 
abdominals, the intercostals, the quadratus lumborum, and the scalenes. Before a baby 
can use his Umb musculature he is quite adept at rolling and initiating movement from 
his body wan musculature. Jf we can become aware of the body wall as a primary source 
of support and movement initiation, the body aligns, and the limb mus·cuJature releases 
excess tension. Often we dance with too much tension in the 11mb musculature, because 
we are not aware of the support that the body wall can provide. The psoas major, latis"' 
simus dorsi, and other muscles connect the body wall with the limbs. 
They are, in a sense, mediators, important for both core stabi~ 
lty and limb movement. The levator scapulae and the serratus 
anterior are body wall musdes that have transformed to help 
In the movement of the arms. If these muscles are imbalanced 
in length and tension, it is difficult for the limbs to function 
In a balanced way. The foUowing imagery exerclses focus 
on the scalenes and levator scapulae. 

I --- -w -
Shoulder 

joint Core to limb 
musculature 

• 

Figure 3.3 The muscles of the body wall are the core 
of lhe body that supports all mov meot. 

I 

Core to limb 
musculature 

71'1-~!.:1_ Hip 
joint 
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3.7 BALANCING THE SCALENES 

• --

: J 

The scalenes connect each side of the cervical spine wi th the top ribs (see figure). In fact, 
the upper thoracic ribs are like hoops suspended from the neck by these muscles. There is 
also a scalene that connects the transverse process of the axis (second vertebra) to the first 
rib. If these muscles have drfferent lengths and tension levels on the left and dght sides of 
the neck, the head and torso wiU be off balance. ,Once you enliven these muscles, you sense 
a re~ease in shoulder and neck tension, your turns are more centered, and the pectoralis 
major and minor muscles of the chest lengthen, effectively removing the tendency to round 
the shoulders. 

1 . Touch the bone behind the ears (the mastojd). To feel the scalenes, slide your finger 
down the sides of the neck below the mastoid. Do the muscles feel equally thick on 
both sides of the neck? 

2. Slide your fingers down the sides of the neck one more time, and think of the first 
rib hanging from the sides of the spine and then dropping a tittle lower, causing the 
scalenes to stretch and come a Jive. Feel the activity of the scalenes equally on both 
sides of the neck. 

\ ' I 

3 . Imagine the individual ribs suspended from each other by 
the muscles between the ribs (intercostal muscles). Think 
of both sides of the rib cage suspended from the neck in 
a balanced fashion. Imagine the continuation of the body 
wall from the ribs through the quadratus lumborum in the 
back, from the abdominals at the sides and front of the body, 
and all the way to the per vic floor. If this imagery and touch 
make the neck feel longer and the shoulders lower, you are 
on the right track. You may also notice a rel·ease in tension 
in the pectoralis ma;or and minor muscles as well as the 
rhomboids between the shoulder blades. 

-.J • 

\ 

. ' 

4 . Imagine the first rib becoming horizontal, and then feel 
wind blowing up the front of the sptne and lifting the ribs 
from underneath. This image eases the pull of the anterior 
scaJ,enes and ;ncreases the length of the posterior ones. 

5. Pradice some turns, and try to feel the first rib hanging 
equally from the top of the spine. Create a balanced feeling 
on both sides of the rib cage as you turn. 
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BALANCING THE L:EVATOR S~CA:PULA'E 

In the accompanying figure you can see that the scapulae are hanging from 
the top of the spine by the levator scapulae. If one of these muscles is shorter 
than the other, it win lift the scapula on that side and cause an unequal 
pos•tioning of the shoulder girdle. You can touch the points described in 
the following exercise on your own, but it is easi·er if you have a partner 
help you. 

1. Have your partner trace the shoulder blades so you can get a 
sense of this bone's location. 

2. Then have your partner find the inner top edge of each scapu Ia 
where the levator scapulae attaches. 

3. Have him glide his fingers up the sides of the neck to a point 
just below the mastoid process. This is where the levator 
attaches to the transverse processes of the atf as. 

4. Repeat this gl.iding motion from scapula to atlas three times 
as you think of balancing the muscles. 

5. Imagine these musdes having equal length as you seek to 
balance them. 

• 

• 

Levator 

~~i/ scapulae 

Serratus 
~~~~~~anterior 

BALANCING THE NECK TRIAN·GLE 

The upper spine is crucial for batance and alignment. You have already 
touched tl'le mastoid process, the bony protuberance behind the earlobe. '( 
You wUI now visualize some of the muscles originating from this point. 
They are the sternocleidomastoid, the longissimus capitis and the sple
nius capitis (see figure). The sternocleidomastoid extends to the sternum 
and clavicle, and tne longissimus capitis and splenius capitis extend to 
the back of the spine. 

1. Gl:ide your f ingers from the mastoi.d process to the sternum and 
davicle. 

2. Glide your finge:rs from the mastoid process to top of the thoracic spine 
in back. The mastoid forms the point of a triangle created by these 
muscles. 

3. Perform some dance steps while fee I i ng the movement of the mastoid 
process. Do you feel them on the same horizontal plane when you 
turn? 

4 . Visualize the design of the muscles in the body as an aid to sens
ing the relationship of the head to the spine and sternum. 

I 
I 
• 

• 
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3.10 BALANCING THE QUADRATUS LUMBORUM 

' 

, / ' 

The quadratus lumborum extends from lowest floating rib of the 
back to the top edge of the pelvis called the pelvic crest l't also has 

/ attachments to the transverse processes of the lumbar spine. Acting 
V ~~, I c:..:.v- t : ; on one side~ the quadratus lumborum laterally flexes the trunk to 

.~ , ·, ~\.ri~J· '1 ~ ~ ' .~'l· . the same side. When standing on one leg, it keeps the pelvis from 
~ Y~·~~ _ ~~\\ 1 1 

I . ,. ~ ~ - dropping on the unsupported side. Working together, both sides 
~ . • ·...AJ~ ~ ~ · . --can extend the lumbar spine. The quadratus lumborum balances 

V-J<' 1( •• , • • .. me rel.ationship between the back ribs and the pef.vis. 

) 

• 
• 

(1 

\' 
l 

l ~ .) (J ~ J u 1 . Touch the lowest ribs on both sides of the body. You can 
) ~ ~ ~' ~ ! ' feel them just above the pelvic crest. 

f 

V'l' \....,"' , " crest, moving from the back near the spine to the side of 

~ .J ' ~1• 3. Visualize the quadratus lumborum as sheet of rain. Think 
.: of the twelfth rib as a sprinkler providing this downpour on 

i 
1 

to the pelvic crest (see figure). Both ribs provide an equal 
shower of water. 

j 

3.11 BALANCING THE SPINAL- HAMSTRING CONNECTION 

The spinal muscles can be felt as linked to the hamstrings. Some of the spinal 
muscles attach to the sacrum, and strong ligaments connect the sacrum to 

the sit bone (sacrotuberous ligaments). These ligaments form connective
tissue connecHons to the hamstring muscles. You can create a powerful 

~-- sense of ba~lance by visual,izing connection of 
- the head to the back of the leg through these 

muscles and I igaments. 

1. Have a partner glide his hands down your back, starting from 
the skull and ending at the heels. 

2. Repeat the gliding three times. 

3. With this sense of top-to~bottom connection down the back, 
visua lize a muscle-to-connective-tissue connection from the 
head to the knee and on to the hee:ls. 

4. Visualize two balanced muscle chains at each side of the 
spine and two each at the back of the leg (see figure}. 

5. Releve on both feet in first or second pos it i on~ and notice 
how the image helps align, balance, and ground you at the 
same time. 

~ -
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BALANCED SPINAL CURVES 

The spine exhibits a doubleS shape. The first inverted S extends from the bottom of the skull 
to the end of the thoracic spine. The second encompasses the lumbar spine, sacrum, and 
taiL This shape has the advantage of making the spine resi lient and flexible without losing 
its ability to bear weight. To create a sense of center and alignmentf the curves of the spine 
need to balance each other. If one curve is exaggerated or too flattened, the others, too, will 
suffer. Balance becomes easy when the spinaf Ss are harmonized (see figure). 

1. Visualize tihe doubleS shape of the spine. At the neck the spine curves for
ward slightly. The thoracic spi,ne curves backward. The lumbar spine curves 
for\vard. The sacral spine curves back. The tail curves forward. 

2. Imagine all the curves of the spine balanced on top of each other. Feel them 
finding their optimal depth and length. 

3. Think of the sp:ine as a harmonious wave, and notice the continuation of the 
wave upward and downward. Above the cervical spine the imaginary spine 
curves forward; so does the imaginary continuation of the sp1ine below the 
tail. 

4. In the downward pnase of a plie imagine the spinal curves deepening just 
slightly. Imagine the sp,inous processes, the bumps on the back of the bones 
of the spine, floating up. In the upward phase of a ptle imagine the spinal 
,curves !lengthening. Drop the spinous processes down to support this adion. 
The spinal1 curves are in constant dynamic change in response to I imb 
action. 

5. Notice how it feels to perform a balance with a fabulously balanced, 
dynamic spine. 

3.12 
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Ba land ng on Balls 
One way to improve a skill is to practice it loan increasingly chalJengjng way. You can 
do this with dance steps during a dance class. But if your balance is not progressing, or 
if you feel anxiety surrounding your ability to balance. choose a method that is pJayfui 
and takes your skill to a higher level by trainJng all your balance organs. Then, when you 
return to your dance, you wm find that you have improved, seemingly without effort. 

With this in mind! I recommend using two balls of 4 inches in diameter to practice 
balancing. Any type of air-filled ball around that size wiJI do. as Jong as each ball Is of 
equal size, is strong enough to stand on, and Is resUient. (See the resources list at the 
end of this book for information on where to find such balls.) A paJr of bans thls size 
have the following advantages for balancing: 

• They keep each foot's movement Individual and threeadimensionaL 

• They support the feet under the arch to stimulate certain reflexes important for 
your balance. It takes a lew days longer to learn balandng on balls than It does 
balancing on a board, but it is worth making that additional effort for dance
specific balance. 

• The feet being stimulated by the ball increases the tone in the trunk muscles, 
which helps your balance. This increase in tone is amplified by the spreading of 
the bones that occurs when the foot presses on a ban (Roberts 1995, page 117). 
If the spine is more erect and balanced, the shoulders can relax as superficial 
tension melts away. 

• The elastic balls pushlng against the f·eet elicit an extensor thrust reaction, a 
downward thrust of the leg against the floor. This thrust gives you a sense of lift 
wUhout effort. 

• Standing on baiJs also stimulates the optical and vestibular righting reactions and 
trains the muscle sensory organs of the neck and the whole body. The result is 
a more effortless feeling of balance and alignment when you get off the baUs or 
perform a dancing balance. 

• The balls are light In weight and small enough that you can carry them in your 
dance bag. 
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TRANSFERRING WEIGHT TO ONE BALL 

When learning how to balance on balls, start slov1ly and build gradually, and stimulate one 
foot at a time with a ball. If you don't have a ball, use a tightly rolled towel or a high-qua[ity 
hot water bottle. If you put warm water in the ho·t water bottle, you will have a quite agree
able wintertime warm-up. 

1. Place one foot 1n front of the other, and put the arch of the front foot (the center of 
the foot) on the ball (figure a). 

3. Rock forward and backward, rhythmically transferring your weight on and off the 
ball {figure b). As you shift your weight on the ball, imagine the toes and heel melting 
downward over it. 

4. Swing the arms forward as you transfe r your weight forward, and swing them back~ 
ward as you rock back again. 

5. Exhal.e as you shift your weight onto the ball. The latter two actions serve to release 
tension as you l·earn to bafance. 

6. After about 20 repetitions, take the foot off the ba ll and place both feet next to each 
other. Lift one leg, then the other. Balance in passe retire position. Notice the differ
ence in balance, stability, and relaxation between the si·des of the body. 

7. Repeat on the other side. 

8. Think of the weight of the body resting on the bal l. 

--===-==-----......_ ____ , __ _ 
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3.14 

3.15 

STANDIN'G ON TWO BALLS 

Once you have practiced with each foot individually, try to stand on both balls at the same 
time. This exercise seems difficult at the beginning, but with regu lar practice, you can master 
it within a week. 

1. Place your feet on both balls and try to balance. 

2. Hold on to a barre, or practice with a partner to start (see figure). 

3. Try to let go of your partner or the barre, and balance on your own. 

4. Imagine the muscles of the back releasing downwa:rd and the central axis lengthening. 

5. You should be able to balance without outside help after practicing da'ily for about a 
week. 

STR'ENGTH AND BALANCE 

Use a Thera-Band or free weights while standing on balls for an effective strength and bal
ance workout that exercises both the upper and lower body while improving your balance. 
The foHowing is one example of such a combination strength and balance exercise. 

1. Stand on the balls holding both ends of a band around the back and under the 
arms. 

2. Stretch the arms out to the sides 
and slowly release them back 
in; repeat the act ion eight t imes 
(figure a). 

3. Think of pushing out from the center 
of the chest. You may even try initi 
ating the movement from the heart 
(f igure b). 

4. Move the arms up to a 45-degree 
angle. Perform small ci rcles with the 
hands eight times to the front, eight 
times to the back. 

5. Bring the arms back in, drop the 
band, and rest the arms. 

6. Repeat the sequcnn~, only this 
time extend and flex the a rms 

7. 

and legs simultaneously. 

otice your alignment, ba lance, 
and tension level after the exercise. 
You may feel stronger, more balanced, 
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and more flexible all at once. Many of the skills 
you require when dancing are being trained in one 
exercise. 
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~BALANCING SPINAL FLEX·JON AND ROTATION 

After two or three weeks of ba,ancing practice have passed, try this exercise to tncrease the 
challenge. 

1. Stand on the balls and lightly bounce to rhythmically bend and stretch the legs. 

2. ti ft the shoulders and inhale; sl:owly low·er the shoulders as you exhale. 

3. P:lace the hands behind the head (figure a). Send the breath into the neck. 

4 . Visualize the cervical spine lengthening, but do not actively try to make a long 
neck 

5. Drop your arms at the sides, and notice the length in the neck. 

I 
I 
• 

( 

J 
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6. Place the hands on the neck again. 

7. With the hands on the neck, rotate the upper body four times 
to the right and then to the teft. 

8. Move the hands up along the neck until they are placed at 
the back of the head. 

9. Very slowly flex the cervical and upper thoracic spin·e (f igure 
b). AU ow for a gentle lengthening of the neck. Imagine the 
tailbone lengthening in the opposit·e direction. 

10. Slowly extend the spine, drop the arms at the sides, and get 
off the balls. 

1 1~ . Notice the effort,ess feeling of al ignmeot, stability, and the 
length of the neck and the 
whole spine. Try an 
upper-body rotat ion 
and a spinal flexion, 
and you may notice an 
increase in flexi bi I ity and 
ease of motion. 

12. Practice a few easy dance 
balance positions. 

b 

3.16 
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3.17 SPI:NAL EXTENSION BALANCE 

a 

After p~ractic ing for several weeks, balancing on baUs should feel easy. At this 
point you can add some more difficult moves to your repertoire. By closing 
the eyes, for example, you el im,inate the optica l righting reflex and have to 
rely on other sensory organs. This exercise is very helpful, because overuse 
of the eyes for balancing can spell disaster when faced with black nothing
ness instead of a rehearsal mirror on perform a nee nights. This exercise also 
benefits a ll back-arching actions. 

1. Stand on two balls with the arms relaxed at the sides. 

2. Close the eyes, and try to maintain balance. Can you move the 
arms into various positions with the eyes dosed? 

3. Open the eyes. 

4. Visualize the point where the head rests on top of the spine. Two 
miniature ball joints (condyles) at the bottom of the skuU rest on 
t\-vo hollow facets at the top of the spine. The vertebra at the top of 
the joint is the atlas (figure a). Feel the jaw relaxing to increase your 
awareness of the sku ll 's weight resting on the atlas. 

5. Nod the head forward and backward, and feel 
equal weight on the two facets. 

6. Extend the cervical spine, and lift the 
breastbone upward, as if it were being pulled 
by an imaginary string (figure b). Look at the ceil
ing. Try to rna i nta in the posiHon for 30 seconds. 

7. Widen the space between the vertebrae as if your interver- • 
tebral discs were expanding like squeezed marshmallows --'--..---:~e--. 
that have just been released and are coming back into 
shape. Think of the spinous processes drooping down
ward {figure c). 

8. Bring the head back to the neutral position. 

9. Step off the balls and notice alignment. 
I 

10. Try a backward arch while standing. You may notice that 
your flexibility has improved. 

'· ~ ' .... 
' ., 

...... 

c 
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CARDIOVASCULAR FITNESS AND BALANCE 3.18 

The foUowing workout i·s designed to raise your heart rate while training balance and strength. 
ff there is limited space for warming up, this exercise fits the bill. It also strengthens many major 
muscl·es such as the deltoi·ds, the serratus anterior, the gluteals, and the erector spinae. 

1. Stand on two balls. Loop the proper length and resistance ofThera-Band (see chapter 
1) under tne upper legs (figure a). It is easiest to first position the band under the legs, 
then stand on the balls. 

2. With each end of the band in one hand, stretch the arms in front of you. 

3. Bend the legs and I ift the outstretched arms upward. As you bend the legs, exhale 
and think of the gluteal, muscles lengthening (figure b). As you I ift the arms, think of 
the levator scapulae and rhomboid muscles lengthening (figure c). 

4 . Stretch the legs and lower the arms. Inhale as you stretch the legs, and think of the 
sp &ne I engthen in g. 

5. Repeat the sequence 12 times, then rest for 30 seconds. 

6. Reposition the band, and stretch the arms forward. 

7. Lower the arms while you bend the legs, and lift the arms whi le you stretch the 
legs. 

8. Repeat the sequence 12 times, then fet go of the band and keep doing the same 
movement for an additional three minutes without it. 

9. To add cardiovascular spice to the exercise, touch the floor when the legs are fully 
bent 

I I 

b c 
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. hythm, Row, alignment, and freedom of movement are key dance concepts relat-
Ing to the level of tension and flexibility in your body. For example, the trapezius 

connects the head to the splne and shoulder blades. When it is habitually 
shortened. it puBs the head back and the shoulder blades back and up. To experience 
the central axis and liberate the legs. you need to free this muscle. It is difficult to tum 
pirouettes or to balance well if the trapezius ls tight, but a tight trapezius is common 
in many dancers. 

To be free of tension is not just a nice feeling; it is essential to good dancing. This 
chapter aims to heJp you experience the relationship between flexibility and tension 
and improve technique by reducing tension. It also describes the basic principles of safe 
stretching and explains how to enhance stretching with Imagery. It addresses key areas 
of the body that experience tension. such as the shoulders and neck, and describes 
the role of organs In flexibility. 

The aim of flexibility tralnlng is to lncrease the range of motion (ROM) available in the 
joints and other structures of the body to give you a sense of freedom and spaciousness 
ln all your movements. The e:xercJses in this chapter also can help you fee] unrestricted 
in your dancing and show you how to let go of tight, seemingly locked places in the 
body. Whenever two adjoJn1ng parts withln the body can move reiatlve to each other, 
you have created more flexibility. These parts or surfaces are by no means restricted 
to joints. You can also create more ftexlbility by m.ovtng organs relative to each other. 

Plexlbility training also contributes to the overall maintenance and health of the 
body by aiding the sufficient flow of blood through the tlssues and the lubrication of 
the joints. Also. a strong connection exlsts between baJa11ced ftexibility, stability, and 
tnjury reduction. 

I will discuss two kinds of flexibility: 

I. Static flexibility is the ROM the joints permit when perfonning a nonmoving stretch. 
Emphasis is not on ability to move. Your static flexibility depends on the structure 
of the joints. the lengthening capacity of the muscJes, and the elastidty of the 
connective and other surround1ng tissues. 
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2. Dynamic flexibility is how much of this measured ROM you can actually use while 
dancing. You need dynamic flexibility when you perform a leg extension ( devel
oppe). ThJs flexibility may or may not correlate to your static flexlbiUty. 

Increases in static flexibility do not necessarily translate into an increased dynamic 
range of motion. Your flexibility can only be fully exploited In active movement If you 
have enough strength and coordination to move the limbs into the positions the joints 
permit. The body may be structured and stretched for fJexlbility, but the nervous system 
may not be coordinating the muscles, bones, and j:oints in a way to exploit it. Someone 
who has comparatively 1ittle static flexibility can sun move flexibly if her movement is 
weU coordinated by the nervous system. 

Several years ago, a dancer in one of my ballet classes came to me frustrated about 
her turn-out. She showed me how flexible she was in various positions, and she noted 
that other dancers with the same level of f1ex1blllty had much more turn-out while 
dancing. She thought that her flexibility did not translate into an appropriate level of 
tum-out_ So, I asked her to perform a plie. Watching her perform it, I recognized that 
her static flexibility was fine, but the problem was ln her dynarnic flexibility. She created 
tension in the way she coordlnated her pelvis, legs, and spine1 eliminating much of the 
flexibility she had gained through stretching. I detected these problems by observing 
the moment-to-moment allgnment of her legs, pelvis, feet, and spine. If the knees, for 
exampl~ move front and back during different phases ol the descent and ascent from 
a piJe, the dancer is not letting proper joint coordination and balanced muscles create 
the alignment but is instead using a variety of tension strategies, such as gripping the 
gluteus and quadriceps muscles. Other sure signs are feet that roll in or out and incon
slstent pelvic alignment. Having performed tension strategies to control movement 
for a long time, the dancer is unaware of their negative effect; these habits are now 
automated. Imagery and kinesthetic cues based on touch can change these patterns 
in a short period of time. The patterns will remain changed if the dancer incorporates 
them into her body image. 

According to ideokinesis (see chapter 1), opUmal Oexibility is a product of good align
ment and the resulting muscular balance. Good alignment reduces the stress placed 
on muscles and increases elasticity. By transferr1ng the body's weight in a centered 
way through bones and joints. muscles are relleved of holding patterns that inhibit 
flexibility. In faulty alignment, too much weight is held by the musculature, increasing 
tension and reducing flexibility. 

The opposite holds true as well: lf you have balanced flexibility, you are more stable, 
because weight transfer Is centered through the joints. Balanced flexibility creates 
stability, but stabilizing with tension reduces flexibility. All the dancers wlth whom I 
have worked have improved their flexibility by applying these principles .. But certalnJy 
the flexibility-alignment connectlon warrants increased research. Ultimately, fiexlbUity 
also depends on many addiUonal factors such as individual genes, differences between 
men and women, and even nutrition. 

nf Hfxibility-Tension Conne<tion 
Reducing tension is about increasing your flexibility and your power to move. Why is 
this so? The most obvious reason is that excess tension causes you to hold the joints 
and structures more rigidly than necessary to perform a given movement. A less obvi
ous reason is that all tension needs to be compensated with countertension, leaving 
with you less net strength with which to move. Each area that is held excessively taut 
in the body disrupts your alignment, breathing patterns, and balance. Once you release 
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excess tension in the area. many of the places that you have been trying to stretch out 
will increase in flexibility as if touched by a magic wand. 

When I first started to experience the connection between tension and Oex:ibility, lt 
came to me as a revelation. I always thought that my back was inOexible, especially in 
extension. One day I released my shoulders with the help of imagery and touch, and in 
an Instant my range increased beyond what 1 ever had thought was possible. My spine 
was instantly more flexible . just through thinking differently. This experience led me 
to realize that my problem was not just a short muscle, but the way I had been using 
the whole body. 

These ideas are similar to those put forward by many somat1c disciplines, such as 
Feldenkrals®. Alexander Technique, Body-Mind Ceoteringe (BMC1'M), and ideokinesis. 
Throughout this book I hav·e chosen ideoklnesis, Body-Mind Centering, and my own 
technique, the Franklin-Methode®, now named the Franklin Method®, as three somatic 
techniques that can be easily embodied within the traditional shapes and movements 
of all dance styles. 

A muscle is composed of connective tissue, muscle fibers , blood vessels, and nerves. 
When you stretch, all of these elements are required to lengthen. Bone and joint struc
ture are limiting factors. The resistance you feel when stretching a muscle most Ukely 
emanates from the connective tissue and not the actual muscle. lnOexibiiJty is very 
much a matter of tight connective tissue (AJter 19881 page 31). Consistent, regular 
stretching stimulates the connective tissue cells to adapt to the increased length that 
you require (Aibrecht1 Mayer, and Zahner 1997, page 23). Great care must be taken 
when performing stretches because overstretching can be harmful for nerves. Blood 
vessels are tubes, and if they are stretched they become more narrow, reducing the 
flow of blood to the muscle and the nerves it contains (Van den Berg 1999, page 230). 
This can result in reduced message conduction in the nerve, or in the extreme, a tear-
1 ng of the nerve fiber. 

Nerv·es and blood vessels are somewhat protected by the fact that they usually run 
through the muscle not in a straight line but as a wave. An envelope of connective tissue 
with wave-shaped fibers surrounds most nerves. Stretching first straightens. the waves 
and stretches the connectJve tissue before the nerve itself is stretched. A nerve that is 
stretched more than 15 percent will Ukely be damaged (Van den B-erg 1999, page 227). 
Chronic muscle tension Is equally deleterious. If a muscle contracts with 20 percent of 

its maximal contraction force, blood flow is interrupted due to the rise In pressure 
within the muscle. Muscle tension that Is maintained over a long period of time 

causes severe restriction In blood flow and damages the muscle (Van den Berg 
1999 page 177). These facts must be taken into consideration when stretching 

tense musculature. 
Since there are many contradictory statements In the literature, I advise 

you to use great caution when stretching. One interesting study found 
that inflexible people can suddenly become very nexlble while asleep 

under narcosis. As soon as they wake up and the brain is alert. 
muscles tense up and flexibility is again limited (Albrecht and 

Gautschj 2001, page 27). This points out that flexibility resides 
to great degree in the contromng brain and with its resident 

image of our flexibility. By changing this image we can change 
our flexibility; this is a fact that l have observed countless 
times when teaching. Thus. I recommend that we view 
stretching as just one flexlblUty-enhanclng method along
side many somatic techniques for improving alignment, -- releasing tension, and creating muscular balance. - ---
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EXPERIENCING THE FLEXIBILITY-TENSION CONNECTlO·N - -- -- - - - -

Tension may cause a sequence of events that can seriously disrupt your techn•que. For 
example, many dancers hold tension in the tongue and jaw, disturbing the alignment of the 
cervical spine and increasing tension in the shoulders and abdominal muscles to counter
balance: A dancer goes off balance in turns and other movements, and he tries to compen
sate by lifting or holding his breath. This action causes even more tension, and soon al l case 
and flow leaves his movement, and he becomes frustrated. Tension also reduces the flow 
of blood to the musde, causing a lack of oxygen and accumulation of toxins, resulting in 
fatigue and muscle aches. 

Unless you can del·ect a harmful movement pattern, you cannot change it What you can't 
feel, you can't change into a new feeling. Get into the habit of watching for minute changes 
in your tension level as you move. 

Jaw- Neck Connection 
1. Focus on the neck wh ile moving the head forward and backward. 

2 . Clench the jaw, shut it tight, and move the head forward and backward again. Notice 
how the jaw affects the t·ension level in the neck. 

3. Rotate the head to the left and right. Then dench the jaw and notice how this affects 
the rotation of the head. 

Neck-Jaw-Jump Connection 
1. Perform a few jumps from both feet. Notice how elastic the legs feel. 
2. Clench the jaw and jump again, Do the legs feel stiffer? 

3. Rub the hands together and place them on the neck. Imagine the neck berng soft Hke 
gelatin. 

4 . Send the breath into the neck and drop the shoulders. 

5. Remove the hands and shake the arms. 

6. Jump up and down and notice how the jumps feel when the neck is relaxed. 

Hand-Shou,lder Connection 
1 . Lift the right arm and move it around while noticing the flexibility of the shoulder. 

2. Make a fist with the r1ght hand and notice how this affects shoulder flexibility. Release 
the hand, shake it, and move it around again to feel the freedom in the shoulder's 
movement 

3. Repeat this exercise on the other si·de. 

Shoulder-Spine Connection 
1. Rotate the torso to the right and left. Feel the flexibiHty of the spine. 

2. Lift the shoulders and rot.at·e the torso again while noticing what happens to the 
mobility of the spine. 

3. Slowly drop the shoulders and rotate the torso to the right and left. Discover how 
shoulder positioning and tension relate to spinal flexibi lity. 

Shoulder-leg Connection 
I have often seen dancers who are very flexible in a stretching position but have low legs 
when they dance because of shoulder tension. 

(continued) 
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4.1 (CONTIN.UED) 

1. Whi le standing, lift the right knee by Hexrng the hip joint. Tilen lower the leg. 

2. Tighten the shoulders, lift them up a bit, and lift the right leg again. You may notice 
that the movement in the right hip joint is more restricted. 

3. Drop the shoulders, relax them, and I ift the feg again. If you a(e warmed up, perform 
a high leg kick (grand battement) with Uft,ed shoulders, and notice the restriction in 
the hip joint. 

4 . lift the shoulders and drop them slowly, and as they arrive at the lowest, most relaxed 
point, perform a grand battement with the leg .. The leg will go higher and move with 
more freedom in the hip joint. 

Spine-Hip Joint Connection 
Another factor affecting the flexibil ity of the hip joint is the length of the spine. If the spine 
is compressed and shortened, hip joint flexibility is reduced. 

1. Whi le standing, imagine a force pushing the head down, compressing the spine. 

2. With this image in your mind, swing one leg forward, and notice especiarly the effect 
on the hip joint and the hamstring musdes at the back of the leg. 

3. Imagine the head floating upward and the tailbone dropping down. Imagine that the 
spine is a Hexible chain of pearls. 

4 . Swing the leg once again and see if you feel any difference in ease of motron and 
f lexibi I ity in the hip joint and hamstrings. 

4.2 LEARNING TO SELF-OBSERVE 
.......... -~---

ldeaUy you use minimal effort to achieve any given movement. In this case, you engage 
only the necessary pathways in the nervous system, freeing up the body systems for efficient 
coordination. The first step is to discover your tension patterns through self-observation, with 
the help of simple exercises or a skilled teacher or body therapist. Many of these patterns and 
their compensations become a part of the whole body feeling, the body image of the dancer. 
Nothing wiU change until you experience an alternative that wHI improve technique. 

Learn to disidentify with the way you currently move, and look at your movement objec
tively. Go into self-observation mode to aid your technique. t am not proposing disembod
ied dancing, but allowing for a shift in focus. If you are faced with an intractable technical 
difficulty, this exercise can l,ead to great insights about what is wrong and what you can do 
about it. 

1 . While dancing, notice whether you hold the neck or tighten the tongue and jaw. 
2. Try to move without such tensions; watch the body for signs of tension. ,lnitiaUy this 

may feel odd, because the old way of moving felt natural. 

3. Now observe other areas of the body: the lower back, heels, and shouJders. 

4. Stick with this method until the easier way to move starts feeling natural. 
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EXPERIENCING THE WEIGHT-FLEXIBILITY C,ONNECTION -- -- -- -

The preceding exerdses show that tension in one part of the body affects the range of motion 
in another. The following exerdse exemplifies the connection between feeling your weight 
and feeling your flexibility. Dancers are often concerned with lengthening their bodies; by 
trying to lengthen, they are actually creating distortion. ln my experience length nap·pens 
once you liberate and organize the structures of the body. One of the best ways to ,eogthen 
the sp·ine, for example, is to use imagery with the pelvic f loor and relax the jaw (see also 
chapters 5 and 7). 

1. Stand in second position. 

2. lift the left arm and bend the torso to the right, lifting the body up to make yourself long, 

3. Come back to the center position, and feel your weight on the floor. Notice the 
feet relaxing, mehi n&t and spreading on the floor, and breathe freely. You are 
not collapsin~ you are just experiencing how the body's weight cascades into 
the floor instead of nurturing the idea of holding yourself up against gravity. 

4. lift the left arm and bend to the same side again. Imagine a long curve io the spine 
wnHe still feeling the feet grounded on the floor. 

5. Notice the change in ROM. Do not forget that you are also creating more strength with 
this approach, even though you may feel more relaxed. By increasing your range you 
strengthen the muscles supporting that new range. lf your movement is restricted, your 
strength gains are also restrict-ed by the need to support these less flexibl·e positions. 

• 

4.3 

• 

. ... -~ 
PAY ATTENTION TO WHAT YOU WANT 4.4 -

Flexibility is not just a question of getting tissue to lengthen, but also of adjusting the nervous 
system to create a new sense of length whtle you move. When teaching the nervous system 
new ways to move, what you experience gets reinforced. If you start a flexibility program 
by paying attention to where you cannot move, you wi ll allow the nervous system to record 
the opposite of what you want to achreve. Experi,encing timitations may be valuable as an . 
analytic tool, because you are figuring out what areas of the body need to work. However, 
I do suggest focusing on feeling and imaging flexibility and not on limitation. 

As Zvi Gotheiner points out/ the key to permanent increases in flexibility is not just to do 
regular flexibility exercises, but to create a body image that contains an increased flexibility 
self-image. 

1. Perform an extension a Ja seconde with the right leg and then the left leg. 
2. Stand and visualize the extension to the right. Imagine the leg going higher than 

where it was when you just extended it in active movement. Be precise about your 
feeling as you strive to lift the leg higher. You may be surprised that it is suddenly 
going higher, you may feef more effort in the supporting leg, and you may notice how 
you are trying to keep the shoulders relaxed. In other words, make the situation as 
real as possible. Repeat the imagined extension to the right three more times~ moving 
the leg higher up with each try. 

3. After a minute or two try the extension to the right again, and notice whether it feels 
any different. 

4. Repeat steps 2 and 3 on the teft side. 

ss 
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Musde Sliding and Hexibility 
Imagining a muscle sliding ls an excellent way to increase ftexibUity in that muscle 
without f·orcing it to lengthen. When muscles contract, they don't actually become 
shorter from a microscopic point of view. According to the sliding filament theory of 
muscular contraction, muscles become shorter when the filaments that make up the 
muscle actin and myosin slide together. 

To understand the action of muscle filaments, imagine a rowing boat with oars (figure 
4 .. 1, a and b). The boat with its rowing team is the myosin filaments, and the oars are 
the heads of the filaments. The water is the actin. As the paddles push back on the 
water, the boat m.oves in the opposite direction ol the water, shortening the distance 
to the finish line. In reality the situation is more three-dimensional, with the myosin 
surrounded by six actin filam.ents. 

b 

Myosin 

Actin 

Figure 4.1, a a11d b The 
action of the muscle fibers 
fengthening and shortening 
can be thought of as similar to 

the action of a rowboat1
S oars 

pushing against the water. 

If you zoom out to take a larger picture of muscle contraction, you can imagine the 
myosin boats sliding into the actin docks when the muscle as a whole shortens, and 
the boats sliding out of the docks when the muscle as a whole lengthens. The key to 
this image is that neither the boat nor the dock shortens; the proteins that make up 
muscle do not shorten, but the muscle as a whole certainly does. Also, when the fila
ments slide together the tendon, which connects the muscle to the bone, stretches .. 
When the filaments slide apart, the tendon slackens somewhat. 

You can dance and improvise with ease while the muscle cells experience this slid· 
ing. This mind-set differs from the more traditional contractUe approach. Compare 
the sliding to the idea of slippery, well-lubricated joints, and you enter a mindset that 
liberates the musculoskeletal system. Well-lubricated joints, created by the sliding of 
miiJions of filaments, support every movement. 

• 
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CREATING SMOOTH MUSCLE ACTION 4.5 

l et's apply muscle sliding to specific muscles. If you place a nand on tne upper arm, you 
touch the biceps and beneath it the brachial is muscle. These muscles are good models for 
using the image of s.liding filaments. Through this exercise you will experience both ease of 
motion and increase in flexibifity. 

1. Whil·e standing, place the left hand on the biceps of the right arm. 

2 . Feel the muscl·e beneath the hand as you flex it by bending the elbow. 

3. Now imagine the filaments of the muscles sliding together (ftgure 4.2a) as you bend 
the elbow and sliding apart (figure 4.2b) as you extend it. 

4 . Repeat this action a dozen times very slowly so you -- ___ 
have time to clearly visualize the muscle action. ,.,---.. 
Imagine you are in the muscle, / ~ 
and feel the sliding. You can ~ 
support your imagery with your 
breathing. 

5. Let both arms hang at the sides, and notice 
any differences in how each one feels. 

6. Flex and bend both elbows and notice the 
feel of the muscle action. Bend both e I bows 
maximally, and notice which side is more flex
ible. You may notice that the arm where you 
visualized the sliding of the filaments feels 
smoother, and the elbow on that slde is more 
flexi ble. 

-.....__ 

- --

7. Repeat the exercise with lne 
other arm. 

=-~·- -. --

a 

• 

b 

Figure 4.2, a and b The elements of each muscle fiber do not shorten during 
contraction, but the fibers slide together like~ boa4 pulling into a dock. 

-... 
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OPENING THE UPPER CHEST 

The following e~ercise leaves you wi·th a feeling of openness in the chest and more flexibif
lity in the shoulder ·. The pectoralis major muscle connects the upp r arm with the davide, 
breastbone, and upper ribs. It can bring the arm fo rward powerfufly as exemplified ,in boxing 
and karate. tt also is active ·in lowering the arm aga•nst a l'·esistaoce or -n raisin.g tne body 
upward in push-ups. If this muscle is tight, the shoulders round forward. Musde sliding is 
an effective We; y to release tension and increase flexib i I ity in the pectorans major and sur
rounding m usc I es. 

1. ~ut the right hand on the left pect.oral is major muscle on the inside of the left shoulder 
and the outs.ide of the breastbone. 

2. Raise the left arm horizontally in front of the body (figur·e a). 

3. Move the arm to the back, and imagine the fHaments sliding apart (figure b). For 
increased concentration, dose the eyes. 

4. Move the arm forward again and think of the fil aments sliding together. 

5. A llow breathing to support the action. As you inha le, mov·e the arm backward, and 
as you exhale, move· it forward again. Feel the shding as slippery. For example, use 
the image of soap lather. 

6. Move the arm for\vard and backward about a dozen t'imes, then let the a rms hang 
al the sides. 

7. otice any diUerences between the sides. The left shoulder may feel more ro the side 
of the body, and tne right more forw.ard. Simply moving the right shoulder back to 
match the left shoulder will not feel comfortable. Stretch both arms out horizontally 
to the front. The left arm may feel longer than the right. 

a. Move both arms horizontally to the back, and notice which side fee!s more flexible. 
If you move both arms the same distance, ;the side you di·d not image may feel rela
tively i nflcxiblc and tight If you move both arms the same distance, the shoulder on 
the si·de you di.d not image may not feel comfortable at all. Touch and imagery can 
improve flex i b i I ity. 

b 

The pectoralis minor is also 
affected by thms exercise. It 
connects tne coracoid process 
of the shou1lder blade with the 
front of the rib cage. Its action is 
to push the scapula do,Mnward. 
tf you 11ower the elbow while 

1 bringing the arm in front of 
you duri.ng the previous exer
cise and imagine the shoulder 
blade dropping downward, you 
will emphasize the shortening 
adion of the :pectorali,s minor. 
If you Uft the elbow up again as 
you move the arm t,o the side, 
you wUI [ncrease the length of 
the pectorafis minor. 

T p b STOP 



DEEPENING YOUR PLIE 4.7 - - - .. - - -

The coordination, flexibility, and alignment of the plie are key to dance~ because the plie 
is involved in the initiation, transition, or final phase of almost every dance step. Although 
many muscles are involved •n performing a plie, the bulk of the work is accomplished by the 
gluteals and the quadriceps muscles. As you move downward in a plie, these muscles act 
eccentrically to 1ower the body weight. By visualizing the sHding of the filaments in these 
muscles, you can increase the range, stabi I ity1 and strength of the plie. 

1. Perform a plie on one teg with the gestur·e leg in a coupe position at the ankle (work
'ng foot resting next to the ankle) on each s*de. Notice the ease and range of move
ment. 

2. Stand on the right leg in a moderately turned-out position. 
3. Vtsualize the gluteals and the quadriceps muscles. Notice the direction of the muscle 

fibers, and think about how they lengthen when you plie. 

4. As you start to plie on the dght leg, feel the synchronous lengthening of the right 
gluteals and the right quadriceps muscle. Feel the filaments sliding apart smoothly 
and continuously until you reacn the bottom of the plie (see figure). 

5. Without stopping, reverse the action and slowjy move up again. If you have been 
habituarly dropping into your plie, this movement wi ll feel like hard work, a sign 
that you are now building a Jot of streogtn. Visualize the pelvk crests on the top of 
the right and left sides of the pelvis becoming level. 

6. Place the right hand on the right gluteals to help in visualizing the 
muscle action. 

7. Repeat the plie eight times, and try to ach;eve maximum smooth
ness and continuity of action. 

8. Once you have finished the exercise on the right side, compare 
the depth and ease of the plie in the right and left legs, then 
practke the exercise eight times with the left leg. 

9. Practice lowering and raising the body in other positions as weU, 
such as with the l·eg extended in second position. 

1 0. Practice this visualization daily until you can create a natural 
smoothness in the lowering and lifting of the body weight on one 
leg. 

• 

-

, -
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4.8 IMPROVING TURN-OUT WITH TOUCH AND IMAGERY 

f () 
• .. .. , 

v 
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Many dancers wish to improve their turn-outf and most can do so without strain if they Jearn 
to use the muscles' full potential. The following exercise uses a sponge image and the sliding 
filament image to increase turn"()ut for pass~ retire and high leg extensions. The two~step 
procedure involves increasing circulation to the area and then imaging movement in the 
muscles. These two actions combined create a surprising increase in the hip joint's ROM. 

1. With the left hand, hold on to a ballet barre or another stable, similar-height object. 
Shift your weight to the left Jeg, so the right leg is supported only by the ball of the 
foot. 

2. Place the right thumb in front of the greater trochanter of the right leg. The other fingers 
of this hand reach around to the muscles behind and around the great·er trochant·er. 
These muscles are the gluteals and beneath them the deep external rotators of the 
leg. 

3. Squeeze the muscles with the hand, and release your grip slowJy, imagining the 
muscles melting. 

I 

cJ ... 
\.~ ~ 

4. Squeeze the muscles again. Slowly let go, and imagine the muscles 
as a sponge filling with warm water (see figure). Imagine the water 
spreading to all corners of the musde, spread1ng it out and creating 
space. 

5. Repeat the action of squeezing and letting go three more times with 
your preferred imagery of melting the muscle or warm water filling 
the sponge. 

6. leave the hand where it is, and bend the right knee. The ball of the 
right foot should stay on the floor with the heel lifted. 

7. Visuatlze the muscles that move the leg to the side (abduction) and 
turn it out the g~uteus maximus and the deep rotators. 

8. 

9. 

Turn the leg in by moving the knee to the front and toward the other 
leg. Visualize the muscles under the hand sli·ding apart. 

Turn the leg out, and think of the muscles sliding together. 
tJ I • 

~ .. 
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10. 

11. 

12. 

Repeat the movement and image six times. 

Now Ws time to savor the resutts of your efforts: Perform a passe 
developpe with the right leg. Notice your range of turn-out and the 
flexibility in the hip joint. 

Turn around and hold on to the barre with the other hand, and 
perform a passe with your left leg. Notice the difference in ease of 
motion and turn-out. Does the hip hike more on this side? Are the 
muscles working harder to achieve the position on the left? 

13. Repeat the exercise on the other side. for more exercises to improve 
your turn-out, see chapter 9. 
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GAINING INSTANT EXTENSION 4.9 
-------------~~--- -

Most dancers \'\!ant higher legs, but they do not know that straining to I ift the legs higher is 
exact1y wha.t keeps them from getting there. l;n this exerdse, you will explore the rel at i on~ 
ship between higher leg extensions and shoulder tens ron, organs, and touch. You will notice 
that you cannot gain full ffexrbj IUy in the legs unless you release shoulder tension and get 
in touch with the inner space of the torso. 

1. Perform a leg extension (~developpe) to the fflont and side with the right leg, and notice 
how high the leg goes and how free the hip joint feels. 

2. Perio:rm a grand battement or a high leg kick with the same leg to the front and side. 
Notice how free the leg feels and how high i{ goes. You may also try an arabesque 
to the back. 

3. Place the 'eft ha~nd o:n the right shoulder and squeez.e the trapezius muscle nex.t to 
the neck. 

4. Slowly l ~et go of the muscle, and imagine it melting. Repeat the 
same action and image at another spot on the shoulder muscle 
(fi~ure a). 

5. Now imagine the trapezius. as a sponge fil led with water. Squeeze 
the sponge (shoulder muscle) to empty it. As you l'et go again 
and the sponge expands, feet warm water fi lling it, pe~netrating 
every bubb!le and space in the sponge. 

6. Repeat the squeeze and release with the sponge image four 
t•mes. 

7. Drop the arms to the sides and shake the hands. 3 -~---:..-

8. Now perform a deveioppe and a battement with your right leg 
to the fro·nt and side, and notice any changes in ease of motion. 
Compare the feeling to the same movement with the left leg. 
Also perform an arabesque with each leg. 

9. Place the left hand on the front of the body ;ust below the ribs (at 
the liver) and the right hand at the back of the body at approxi
:mately the same Jevel {near the right kidney) (figure b). 

1 0. Send the breath ·into the kidneys, and imagine the kidneys relax
ing. 

11 . Imagine the kidneys as warm water bottles. As you exhale, 
visua1l1ize the kidneys moving up1 and as you inhale, visualize b 
them moving down1 following the motion of the diaphragm. '----• 

12. Remove the hands and shake them out. Notice the difference in feeHng betvveen the 
~ri ght and left sides of the body. Lift the r!ght a~rm and then the 1eft up over the head, 
and notke the difference in 'Shoulder flexibility. 

13. Perform a developpe and a grande battement wah the right leg to the frontf side, and 
back, and compare the feeling to the performance of the left leg. You may notice 
mor,e ease of motion or more elevation of the right leg. 

14. Another intriguing comparison is the change in elasticity in the leg for jumping. Per
form a few hops on the right leg and then on the left le~ and you may notice mor-e 
bounce and less muscular effort on the right side. 

15. Repeat the shoulder and kidney touch on other side of the body for balance. 
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ACHIEVING MORE RANGE 

You can improve the range of movement in a joint by balancing the action of the flexors and 
extensors. Being more aware of the flexors than the extensors (or vice versa) in a spedfic joint 
results in overuse of some muscles and imbalance in the joint, a common cause of overuse 
injuries. This exercise balances the flexors and extensors of the hip Joint. 

11

• Focus on the hip flexors and extensors. You do not need to be specific- j,ust think of 
the muscles in front and tn back of the hip joint. The supporting leg can be in a com
fortable, sHghtly turned-out position as you swing the right leg forward or backward. 

2. When you swing rhe leg forward, the muscles at the front of the nip shorten (i.e.1 the 
filaments slide together; figure a). 

3 . When you swing the leg backward, the muscles at the front of the nip lengthen (i.e., 
the filaments slide apart, figure b). 

4. focus on this event during several leg swings. 

5. Now see whether you can swing the leg forward and backward while lengthening 
both the extensors and flexors at the appropriate moment. tmage the filaments slid
ing apart. 

6. As you keep swinging the l e~ image the flexors and extensors shortening at the 
appropriate moment. Image the fi laments sliding together. 

7. Finish by imaging the fi·laments lengthening for a few more sw1ngs with 
the right l·eg. 

8. Rest for a moment. Then swing the right leg as high as you comfortably 
can. Compare the action to the swing of the left leg: 

• Have you gained some range in the right hip joint? 

• Have you improved your balance if you use the right leg as the 
supporting leg? 

• Do you have more clari ty and flow in the right teg in gen
eral? 

9. Repeat the movement and imagery with the other leg. 

a b 
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Relaxing the Shoulders 
Tension-free shoulders and neck muscles are important for dancers. They aid in ease 
of motion, a more aesthetic line, and increased stamina. and last but not least, they 
feel good. One of the most surprising results of releasing shoulder tension Is Increased 
flexibility in the legs. 

Tension in the upper and lower body are related. The shoulder and hlp foint mirror 
each other's flexibility. As long as you have tense shoulders, you will never achieve the 
full flexibility potential in the hip joints. 

Some of these interactions are based on homology. The deltoid muscle of the shoul
der, f·or example, is homologous, or related in fun<.'tion. to the gluteals of the pelvis. 
The g1uteals extend and abduct the hip joint, while the deltoid powerfully abducts 
and contributes to extension of the shoulder joint. A constant level of chatter goes on 
between the nerve cells that control the muscles in the body. Much of this interchange 
happens unconsciously in the spinal cord and brain. In this 
way. a change in one area of the body is instantly communi
cm:ed to other areas .. Mechanical linkages also exist throughout 
the connective tissue. which is like a large net. If you make a 
knot in any comer of the net, the rest of the net will be tighter ~ 

as weU. 
Tension-free alignment in the upper body allows the legs to \ 

develop fuU pow·er. lf the shoulder and neck are relaxed (not ' 
slumped!), the thrust of the legs is directed through the most 
efficient path~ and a low·er center of gravity improves balance. 
These benefits can only be appreciated once you have experi
enced them, at which point they may instantly boost your tech
nique~ Once you have released shoulder tension and increased 
flexibility, you can gain more strength, because muscles shorten \ 
and lengthen to a greater degree if the joints have greater range. 
This greater range, In tum, increases the training effect on the 
muscles. 

PractJce a dance step before and after each of the foUowlng exer
cises to notice any improvement In ease of movement. Do not be 
surprised if the movement seems more difficult initially. Remember: 
It takes time for the nervous system to adapt to new organizaUon. 
Dancing with relaxed shoulders will reward you with more freedom 
and pJenty of power to move. 

\ 

- . 

' 
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GOODBYE, SHOULDER TENSION 

This simple and effective exercise releases shoulder tension, particularly in the trapezius and 
levator scapulae muscles. In fish, the trapezius serves to elevate the gills. In humans, it still 
relates to breathing, but in a completely different sense: the more .relaxed it is! the deeper 
the breathing. 

The trapezius consists of a descending, a horizontal, and an ascending part (see figure). 
These parts need to have balanced action to allow for good placement of the scapula. The 
descending and ascending parts contract to rotate the scapula when the arm lifts above the 
horizontal plane. The levator scapulae attaches to the inner top corner o:f the scapula and 
connects the scapula to the cervical spine. You feel tightness of the levator scapulae on 
the top inner rim of the shoulder blade where the muscle is attached. The foUir thin muscle 
be Hies and the vertebrae make the arrangement look like the rigging on a sa ~i :ling d .ipper. If 
the shoulder is habitually lifted or slouched, this muscle and the descending trapezius are 
chronkaJiy shortened. 

)) ' 1 Descending trapezius 

~ torizontal trapezius 

Ascending trapezius 

' 

\ 

Latissimus 
dorsi 

1. Put the right hand on the left shoulder. Put the hand 
close to the neck so you are holding the trapezius 
muscle and the levator scapulae unde;rneath. 

2. Find a spot that feels tight, and press down on it 
with the middle three fingers. Imagine the fingers 
having the power to melt alf tension in this area. 

3. Lift the arm while sti ll pressing down on this spot, 
and notice any changes in the muscle. 

4. Lower the armf and relax the fingers. Now find 
another spot on the muscle to press. lift the arm 
again, and notice any changes in the muscles. 

5. Repeat the action again with a third spot. This time, 
when you lift the arm, shake the hand and think 
of the wrist being very loose. The hand feels as if 
you are waving g(,)(Xjbye in a very limp fashion. 

6. Slowty lower the arm, still shaking the hand. 

7. let go of the right shoulder, fower both arms, and 
shake out the hands. Rest the arms at the si·des. 

8. Stretch the arms out to the front to notice the dif
ference in length. Do you just feel a difference, or 
is it also visible? 

9. lift both arms overhead. Which shoulder joint 
feels more flexible? Stretch the arms out to the 
sides (second position arms). Stretch the left arm 
out to match the right ar~m's length. Notice that 
creating length through tension does not feel 
comfortable. 

10. With the arms sti ll to the sides, swing the left, then 
the right leg to the front. Do you notice a difference 
in flexibi lity and ease of motion between the right 
and left hip joints? 
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LIBERATING THE SHOU:LD'ER BLADES 4.1 2 

F:rom a muscular perspective, the shoulder blade is a very popular bone. No fewer than 17 
muscles attach to it and allow it to move in three primary and two secondary directions. ll 
anchors the movement of the arm in space and creates a base for movement for the torso 
when the hands are placed on the floor or holding on to a fixed object The shoulder blade 
is shaped like a triangle with the inner border aligned with the spine. Jt is slightly concave 
toward the rib cage, so it is wetl adapted to the curvature of the upper rib cage. It has a 
ridge/ called the spine of the scapula, and two further projections, the coracoid process 
to the front of the body and the acromion towering over the shou,der loint. The foUowing 
exerdse releases shoulder tension, creates more length in the spine, increases the mobility 
of the shoulder joint, and makes shou,der movements feel delicious. 

1. lnhafe while lifting the shoulders upward, and exhal·e whHe slowly lowering them. 
Visual·ize the filaments sliding in the trapezius muscle. As you I ift the shoulders, the 
filaments slide together, as you lower them, they slide apart. 

2. Repeat the lifting and lowering twice more, then move the shoulder blades in a 
variety of directions. 

3. Imagine the shoulder blade sliding on the back, floating on a cushion of air. As you 
inhale, imagine the depth of this cushion increasing (figure a). 

4. Now imagine the acromion to be soft and floppy like a bunny's ear. See the shou:l
der blade's inner structure airy, spongy bone. Imagine the breath fiUing the spaces 
within this bone, making the shoulder blade light and fluffy 
I' ike foam in a bubble bath. 

5. lift the shoulder blades as you inhale, and lower them as you 
exhale. Imagine them dropping all the way to the floor. 

6. Uft the arms over the head, imagining the shoulder blades 
dropping downward. Release aH tension down the back and 
out the taH (figure b). 

7. Once your shoulder blades are released, you may notice that it 
is easier to feel the movement of the upper spine and that the 
spine feels I engthened. 

--- . •• 

b 

I· 
\ 
L 

OM 



4.13 

66 

• 

• 

S.HO·ULDER-RELEASING PARTNER PLIE 

This exercise provides an ef~ect1ive way to re lease shoul~der tension wilh a partner. The aim 
is to connect the sense of released shoulders to common dance movements. Perform this 
exercise before a class or conditioning rout•ne to increase your freedom of movement in 
all limbs. 

b 

1. Have a partner perform a plie in second posit ion. Watch how deep she can go and 
not ice her ease of motion. Ask her how smooth the action fee.ls. 

2. Stand behrnd your partner; hold the upper arms, and lift the snou~ders by pushing 
up against the arms <figure a). 

3. Slowly lower the shoulders, keeping the action regular and ·smooth (figure b). 
4. Repe t the lifting and 10\'Veting tv.~ more times. You may notice that your partner \vants 

to do the movement on her own and can't really let go of her shoulders and entrust 
her W·eight into your hands. l et her know that it is. all right to drop the shoulders. 

5. Lift your partner's shoul·ders again and perform a plie together with her as you slowly 
lower her shoulders (figures c and d). 

6. Move back up from the plie together w;th your partner, 
and rcpt:cJl the .1 ion two n1ore tm1 ~-

7. let ) our partner perform the aclion unassisted. Rather than 
aciUally lilting and lowering the shoulders, she iml1gc~ the 
dropping of the should •r:-> as sh mew · downward 

8. \loticc th ' depth, eJsc, and feel of the plic: 

• D<Jf!S your partner have more 1rJnge? How do lhe hip 
joint" feet? I las turn-out in reascd? 

• 0 C" th M~lion look :-~rnnolher ~ 

• Ask fOUr p.Hincr how tile plil' r •els. ~lso notic ' 
changes in the .a lignm nt of th, h< ck .. nd pclvi~. 

<J. Swi lcn roles with your partner and r "'peal lllc e crcis ". 

c d 
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THERA-BAND ULTRA SHOULDER SMOOTHER 4.14 

The following exercise stretches, strengthens; and releases tension in most of lne shoulder 
muscles. You may want to wear aT-shirt while dorng this exercise, because the band is 
wrapped around tne shoulder. Once you nave the basic setupf be cr.eative and 1ry your own 
movement variations. 

1. Sel·ect a 3-yard loop of red or green Thera-Band. Place the right fool on tne loose ·ends 
to firmly hold the band against the ground. Now loop the other end around the left 
shoulder. One length of band wi II be str·etched along the front, and the other length 
will be stretched along the back of the body. You should feel a moderate amount of 
pu II on the left shoulder. 

2. Circle the left shoulder by I ifting it up and moving it to the front, down, and back 
aga•n (figure a). Repeat thrs motion four times, jmagining a well-lubricated shoulder 
joint as you do it. 

3. Circle the left shou~der to the back ~our times. 

4. Uft the left shoulder up to· the head, and move the head tovt~ard the shoulder (ftgure 
b). 

5. Slowly lower the shou'lder, and move the head away from the band. Image the sliding 
apart of the trapezius and levator fi. laments. 

6. Repeal the lifting and lowering three times. 

7. Now :remove the band and notice the ~reedorn in the left shoulder movement. Com
pare arm gestures, perform a port de bras, and notice the d ifference in tne movement 
of the shoulder blade betw,een the right and left sides. 

b 
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flexible Bones, flexible Joints 
Joints are where two bones meet and are able to move reJative to each 

other in a manner determined by the structure of the joint and the 
surrounding ligaments. A classic joint includes the bony surfaces 

covered by hyaline cartilage, a joint capsule, and various stabi
lizing Ugaments. The cartilage. together with joint fluid called 

synovia., allows for a practically friction-free environment. 
Thinking of something slippery wiU help you image 

;: 
... __ tO.) synovia. Through synovia you can fee~ gliding within 

' ........__ . 
- __.. aU the body's joints. 

An imbalance in muscles can often be corrected by 
balancing the bones. You can approach the experience of joints 

directly through movement, but if you lack a felt experience for the Jocation 
and movement of a speclfic joint. It may be helpful to start with imagery 
or touch. 

LUBRICATED JOINTS 

By moving the hand and arm vigorously, you sdmulate the thousands of sensory organs for 
tension, pressure, length, and vibratton in the arm joints, muscl.es, and skin, providing the 
brain with a clear map of the movement potentiaJ in the arm and paving the way to more 
flex i b I e and directed action. 

1. Wiggle the fingers, then move the wrist and all the joints of one hand. Think of many 
small joints in the hand moving without effort, slippery surfaces gliding over each 
other in a friction less world . 

2. Extend the mo·vement to the forearm and elbow. Feel· wigg1lishly liberated, with end
less movement possibi liti·es as you start moving the upper arm and shoulder. Dwell 
on the notion of soap that is all lathered up .and so slippery that it pops out of the 
hand at the s~ ;ghtest squeeze. Or imagine the sensation of massage oil being rubbed 
on the skin. 

3. After a minute or two, rest both arms at the sides and see whether you nottce a dif
ference between them. 

4. Move both arms and lift them up above the head to see whether one shoulder and 
arm feels more flexible and alive. 
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BONES AND SPATIAL CLARITY 4.16 

Bones encompass many different sensations, depending on where you focus. For one, they 
are varied in shape: Hat and thin, long and short round and square. In the following exercise 
you win dive into the inner world of the bone. What you discover can greatly enhance your 
freedom of mov.ement. 

Because bone is constantly being built and reabsorbed by bone cells (ca lled ost·eoblasts 
and osteodasts), it is held in a delicate balance between accumulation and resorption. like 
a house that has one crew buildrng it wh ile another crew is taking it down, the bone is fuU of 
dynamic life. Neither team should gain the advantage, or the bone will slowly be destroyed, 
as is the case in osteoporosis and osteoarthri ts. 

1. To imagine the layers of a bone, find a partner and hol·d his lower arm or lower leg 
bone. 

2. feel the sk i~ n of the bone, the periosteum. It is the slippery stocking of the bone, 
conttnuous throughout the body. The joint capsul·e is rea lly a denser continuation 
of the periosteum. Skate your fingertips over the periosteum. It may feel like an ice 
rink without the coldness. 

3. We often thjnk of bone as the compact part below the periosteum. Think of bone, 
and you may feel something hard and tubular on your inner kinesthetic screen. Th is 
layer below the periosteum is trufy the hard stuff of the bone, the part that supports 
weight and levers the body through space. If you di:ve deeper into the bone, you 
enter the cathedralic realm of the trabeculae. 

4. The trabeculae, literally "littl'e beams of wood/ are responsible for distributing the 
forces through the bone in a multitude of directions. Wherever forces travel through 
bone in the mind's eye, trabeculae accumulate to support that routing. The arrange
ment of tne struts and beams of the Eiffel Tower in Paris provi·des a good picture of 
the arrangement of the trabeculae. The routing of the trabeculae is even continued 
across the joint space into the next bone. Imagine forces traveling as waves moving 
through the bone and the joints, and create a sense of communication and linkage 
among aU the bones of the body. 

5. Take a moment to kinesthetically delve into the spaces bet\.veen the trabeculae to 
feel them around you, magnified to the size of a forest. 

6. You might feel the trabeculae as hard and unchangeable 
~rock, but through imagery and touch, you can giv·e Go. c... P 

them a new identity as a rubbery, flexible under- ..... ,-•"' ; . ,. ,· _ ---
pinning for the cortical bone. ~ ~ .~ ~ "'~· ......... ·--" 

~ ~ 

7. Discover not only the compression but 
atso the tensile (pull) aspect of the trabec
ulae. Imagine Hexibility resrding in the 

. , . 

cellular structure, within the struts and 0 
• .. .. · .) . t . 

puns and myriad intervveavings of minute \ < ~ :~ , (,. ~ 

proteins. . ""r ... ..:.,_ 
.U'! l )· 

8. Ask your partner to move both arms . . . 1., "'-t-.:t.. ,. .. v...,1. 
simultaneously, and notice the difference - • . ·z.. ·V ;. , ( -i. V~ ·-&::,.., 
in f lexibility and ease of motion. · · . ...,. ~ ·"'"_, ·: ~"' ~:" 

9. Switch roles with your partner and repeat · • · • ~ ~ ~ -~. \' 4-. 

the exercise. • 
• • 

• 

• 
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ETHMOID LIG,HTNESS 

Because th•s book does not have enough space to cover the aH .the bones and joints in the 
human body, I have picked one facial bone for further exploration. Usually you would not 
pay attention to the way bones in this area pertain to dance technique. For further information 
on bones and joints, see Dynamic Alignment Through Imagery (Fran:kl1in 1996b). 

1 . The ethmoid bone is tucked inside the sku11. Visualize it behind the nose and under 
the forehead. It weighs only 1.5 grams and has been likened to a miniature crystal 
palace. 

2. When you breathe through the nose, air passes along the ethmoid. Tiny nerve end i~ngs 

tucked into the ethmoid pick up scents and relay them to the brain. lmagtne the air 
caressing the ethmoid behind the nose. 

3. Focus on the ethmoid to create a more erect spine, and to create more freedom in the 
neck by helping to center the head. It is a delicate and lightly built oone. Imagine it 
floating up like a kite in the wind. This floating improves the flex,ibility of the shoulder 
and hip joints by creating more space in the junction between the skull and the top 
of the spine. Focusing on the ethmoid will give you a sense of centeredness in the 
head and clarity about the movement you are about to perform. 

It may seem odd that the ethmoid relates to a feeling of lift in the spine, but in animals the 
sense of smeU is an atarm system that elevates the head so the eyes can have a larger overview 
of the surrounding area. Because the nerve endings relating to the sense of smell are located 
in the ethmoid, thrs elevation is closely related to this bone. In a dangerous situation, an 
antmal also braces itself by lowering its center of gravity and ensuring that its balance allows 
it to move ~n any direction necessary. An elongated spine and a low center of gravity are also 
helpful in dance technique, allowing for quickened CO()(dination and improved balance. 

Creating Huid Neck Mobility 
Many dancers hold tension in the neck1 tongue, 
and jaw. Once you release the neck, you find that 
the head is more mobile and aligned and that you 

.~_f.:· ...,. have more power to move through the pelvis and 
/.,..- legs. I have found that dancers who release tension 

j 

, In the neck can leap and turn better. 
, r A dancer may be strong from the point of view of mus-

- ) cular power when measured In an tndivtdual joint, but when It 
comes to using this power within the whole body movement, power 

/ is lost from lack of coordination. For example, two cars may have the 
same power and therefore should achieve the same speed, but lf one 
car's brakes are stuck~ that car has to first overcome this resistance 
before it can transfer power to forward motion. Tension in the neck 
is especially deleterious to coordinated movement, because the neck 
Is where the body (with the help of muscle spindles) measures the 

relationship between the head and the rest of the body. If the neck is 
tight1 the body's overall coordination is disrupted. 
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SUBOCCIPTAL SELF-MASSAGE 4.18 

Small musdes (suboccipitals) connect the base of the skull to the top of the spine. These 
muscles are .important for fine~tun lng the position of the head relative to the spine. If they 
are tight, they restrict the movement of the head, causing the whole spine to be .less flex
ible. Many balf.et dancers carry tension in this area, because they have been trained to look 
slightly upward for aesthetic reasons. If these muscles have the opportunity to lengthen in 
other ways/ looking slightly upward rs not a problem. 

1. Perform a few movements, such as a plie, and if you are sufficiently warmed up, 
perform a leg extension, a few battements in any direction, and a pas de bourre. 
Pirouettes in paralilel or turned out may also be interesting to compare. By performing 
these movements at the beginning of the exercise, you will be able to more distinctly 
appreciate its resul'ts. 

2. Pla·ce the middl·e fingers of both hands on the back of the skufl , and slide them 
downward until you feel the top of the neck. Place the fingers at the very top of the 
neck, just under the skull (figure a). 

3. Move the fingers circularly, starting up and out to the side (figure b). After performing 
several cirdes, rest the fingers for a moment. 

4. Tilt the head back slightly, and let the fingers sink deeper into the muscles at the back 
of the neck. Imagine sinking ~he fingers into a bowl of pudding. With the head slightly 
back and the fingers deeper than before, repeat the circl ing action. Keep breathing 
as you do this. 

5. Finish by nodd~ng the head front and back and thinking of the muscle fifaments sl id~ 
ing apart and together. They slide apart as you nod forward and together as you nod 
back. 

6. Shake the hands, drop them at the sides, and notice how the neck and shoulders 
feel. 

7. Repeat the actions you practked before you started the exercise, and notice any 
changes. If this exercise makes you feel dizzy, it may be because you have been 
holding a lot of tension in the area that is now released. Sit down for a moment, and 
take a few deep breaths to recuperate. 

I r 
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4.19 

n 

a 

You have already used tne neck touch for some earlier exercises. Now 
you wi II combine neck imagery with shouJder imagery for a superior 
tension release. As always, notice the effect on your al ignrnent and 
·state of mind. Releasing tension in the neck and shoulders is always 
helpful when you ar·e nervous before a performance or audition. 

1. Place the hands on the neck with the fingers tnterlaced (f igure a). 

2. Take a moment to send breath into the neck. 

3. Think of the many layers of musdes in the neck re~ax ing one 
after another, like a series of curtains dropping. Feel each neck 
mu cle melt as you imagtne each curtain dropping, re!leasing. 

4. When the mind's eye arrives at the bony spine, imagine the 
musdes lett ing go of any excess hol.d on the bones. 

5. Send several deep breaths through aU the layers, all the way to 
the cervical vertebrae. Move the head gentl'y in various directions 
as you conjure this image. 

6. Sl'owly remove the hands and place tnem in the armpits (figure b}. 

7. Again, start with breathing into the area. Send the breath dee.P' in,to the a.rmpits. Let 
the breath expand outward and create more space in the armpits (figure c). 

8. 'lmag,ine that the breath can dig the tension out of the armpits, and feer that tension 
dropping out of them. 

9. Slowly remove the hands. 
10. Notice the new ense or 

alignment and relaxation. 

b 
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FLUTTERING FLAG 4.20 

The large ligamentum nuchae (neck ligament) runs from the bottom of the back of the skull 
to the top vertebrae of the thoracic spine. It also attaches to the cervical spinous processes 
and ~ooks like a flag placed at the back of the neck. Many muscles attach to this flag, which 
you will now try to release with the help of a towel and ·imagery. 

1. Take a towel in both hands and place it across the back of the neck (figure a ). 

2. Mov·e the towel back and forth, and imagine the muscles of the neck releasing all 
tension into it. 

3. Image the ligamentum nuchae fluttering like a flag in the wind (figure b). As you 
move the towel ·it simulates the wind blowing the Hgament. 

4. Move the towel as long as it feels comfortable, and enjoy the ne¥/found case in the 
neck. 
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SUSPENDED CARPALS 4.21 

Tension in the hands transla.tes to tension in the shoulders and neck, 
and vice versa. The fol·lowing image frees up the hands through 
~he bones in the wrist (the carpals). 

1. Move the arms and han·ds through a variety of ges
tures. For example, lift the arms over the head, down 
to the side, and back to a resting posWon next to the 
torso. Swing them forward and backward or to the side, 
noticing the ease of motion in the shoulders. 

2. :Imagine the carpats are made of cork and floating in 
water (figure a). Move the hands and arrns with this 
• 1mage. 

• 
• 

~~.;;ilti- 3. Now move the hands with the image of the carpal bones within the wrist 
~"':63 suspended from above by puppet strings (figure b). 

b 

4. Move the arms over the head again~ to the side, forward, and backward 
using the cork or puppet string imagery. 

5. Using this imagery, perform some familiar arm gestures from dance 
dass. 

- -
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Rolling Balls for Rtlaxation 
Young Soon Kim. dJrector of White Wave Dance Company In New York, never goes any
where without romng balJs. She looks f,or them before she packs her dance dothes. Each 
ba11 Ls at least slightly larger than a tennis baU and is made of rubber (or plastic) filled 
with air to make it quite resilient. (See the references and resources list on page 234 
for information where you can find these balls.) 1 first encountered the use of balls as a 
means to release tension and improve alignment at the studio of Elaine Summers in New 
York. lnitially I did not recognize that using the balls necessarily had any relationship 
to enhancing dance technique. But alter trying some of the exercises, I was astonished 
by their positive effect on my technique. The exercises improved my alignment and 
flexibility. and they freed me of tension spots that were inhibiting my technique. (See 
also chapter 3, pages 44-49.) 

What follows is my personal approach, developed over the last IS years. to using 
rolling balls to help dancers experience more freedom of movement. 1 sum up ball roll
ing In three phrases: Search, Discover, and Let Go (of tension). You may place the ban 
under various areas of the body to serve as a baJl bearing between your body and the 
floor. This enables you to move very slowly compressing and releasing muscles and. 
depending on the size of the ball. discovering tension points and melting them with the 
balls themselves. imagery, and breathing. 

One of the reasons ball rolling is so eff·ective is that you move in a different pattern 
on them than you ust.:ally do when s tanding up, resulting in a kind of cross-training 
effect, where you relieve the muscles and joints of the usual stresses and activate them 
in fresh, innovative ways. The nervous system gets a chance to try out new pathways 
for movement control, and gravity tugs on the body at dlfferent angles. Again, to make 
the most of your baH romng. be sure to apply to dance your newfound freedom in your 
muscles and joints without too much delay. This way the nervous system can record 
your improved range and ease of movement. 

When using the rolling balls, follow these guidelines: 

• Never roll the ball under an acute injury or an area of acute pain. It is, however, 
helpful to roll the balls under areas that have scar tissue from earJier injuries to 
create more flexlbllity and elasticity. Jf you feel a good pain that ls merely the 
result of muscle tension, using baUs is advisable. 

• Move very slowly and smoothly. By moving the body too fast, you tend to simply 
jump over tension spots Instead of smoothing them out. 

• Keep breathing freely, especlaJJy If you discover a tension spot. 
• Be creative about how you inltlate movement. 

• Do not use tennis baUs for ball rolling. On many surfaces the tennLs balls wUl sllde 
rather than roll, making lt difficult to move them to a new poslUon without using 
the hands. Also. the tennis balls are harder and smaller and may cause too much 
pain when pressing lnto a tension spot, making n difficult for you to remain in a 
relaxed state for reJeaslng tension. 

• Once you have practiced sulficjently with a softer ball, you may then graduate to 
a harder. smaller ball. 

• Do not use rolling balls if you have acute sciatica. 
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FR~EEING THE HIP JOINT 4.22 

The glutea1s a:re often full of tension potnts that you do not notice unti I you use rolling baits. 
If you are doing this exercise, for the nrst time, go very slowly .and spend a maximum of f1ve 
minutes w~i th the balls under the pelvis. The foUow~ing exercise r·el,eases tension in the lower 
back and gluteaisl leading to gains in hip f[exibi I ity. 

1. Place two rolling balls unqer the buttocks. 
Space the balls wide enough so you feel 
comfortably supported. 'Figur,e a shows a 
vari,ation of the exercise that improves bal
ance and .engages tne hamstring by placing 
two balls under the feet. 

2. The position of the balls is variable. You 
may place them under the lower portion 
of the gluteus maxim us to the inside ·of the 
greater trochanters (figure b). Here you wiU 
be able to release tension in the deep rota
tor"S a'l'ld the muscles re·lated to the sciatic 
nerve, which can be seen as dotted lines 
in the illustration. 

3. Move the pelvis very slowly. Try to move in all spatial directions. 
4. :Imagine the pelvis as a boat rocking on s'low-motion waves . The balls are the waves, 

and the movement of the pelvi·s is the result of the movement of the waves. 
5. When you encounter a ~ension spot; ,imagine it melting away. Think of a cube of 

sugar dissolving in tea, and transfer that idea of dissolving to the tension points. 

6. You may also think of the breath as a powerful agent for dissolving tension. Breathe intn 
the knots, and imagine 'the breath 
goi og to the center of the knot, 
dissolving it from inside out. let 
the tension point dissolve out
ward ·from the center and all 
residue vanish into the floor, 
away from the body. 

7. After five minutes remove 
the baUs and notice the Gluteus 
~nsation in the lower medius 
back 
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TENSION-FREE UPPER BACK AND ARM 

RoU.ng balls are effective for releasing shou~der tension. This exercise affects many muscles 
of the shoulder girdle and arm, such as the triceps and the muscles that .attach to the shoul
der b'lade. If petformed cfeative'ly, it can be astonishingly effective in releasing shoulder and 
neck tension and increasing the range of movement in the arms. 

1 .. lie supine. Place one or two baHs under an arm. You should be able to move 1he arm 
and shoulder blade in a vari,ety of directions. Plac,e a roUed towel or a ball under 
your head for comfort. 

2. Stretch the arm away ~rom the torso, and pull it back in. ow experiment with a 
variety of movements,: Rotate the arm in and out, and move the shoulder btade up 
and down. Be creative and move slowly. You may also choose to move, the head 
(figure a). 

a 

3. When you rotate the arm outward visualize the subscapularis and pectoralis major 
releasing into ,length (fi,gur,e b). 

4. Once you have explor,ed this feeling ·for a few minules, move the ball closet in and 
place it under the outer edge of the shoulder blade. Plenty of muscles here can benefit 
from being released (teres, major and m1inor, infraspinatus), but if it feels too painful, 
move the baU back out to a position under the upper or tower af'm. 

4. After a few more minutes, r-emove the ball, and compare the fee,ling between the 
shoulders. You may (eel that the shoulder blade on the side you practiced is much 
lower and metts i nto the floor. 

(Viewed from above} 

Head of humerus 

} 

$p'inc 
Scapula 

b l atjssl mus do~1 Subscapularis 
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MELTING TENSI·ON OUT ~OF THE CALVES 4.24 

This exercise is exceUent for releasing tension in the calf muscles. Do rt after a strenuous 
rehear-sa[, class, or performance to reduce stiffness that may be .experienced the following 
day. 

1. Sit down and stretch the legs out in front of you. Pla.ce a ro tl ing ball under each calf 
{see figure) .. 

2. Move the feet in a variety of ways: :flex 
and extend the ankle, d~rde the anikie, 
wigg~e the toes, and flex and extend the 
toes. 

3. Rest for a moment, and imagtne the calf 
muscles melting down over the ba Us. 

4. Reposition the baUs further up or ~urther 
down on th e ca:lf, and repeat the ~oot 
movements in this posiHon. 

5. Bounce the calves gently on the balls, 
keeping the feet floppy and loos·e. 
Change the position of the ba lls several 
times until you have worked the whole 
l·ength of the cal v.es. 

VACATION ON BALLS 4.25 

This exercise is recuperative. It relaxes the spine, the whole body, and the mind while creat
tng bett·er aJignment. The ·effect is I ike .a vacation at the beach. The spinal nerves are relieved 
of tension, benefiting the organs. 

1. Place three medium-sized balls in a I ine. 

2. Position :tne back on the balls so you can feel supported under the head, back, and 
pelvis. 

3. Rest, or, if you choose, perform sma~l, w~igg ly movements. 
4. Remain on the balls for as long as it feels rewarding. 
5. Ron off the balls sideways, and notice the ease of your alignment in tne supine and 

standing positions. 

p 



4.26 

a 

b 

18 

Creating ~exibility T~roug~ the Organs 
One of the last things we think about when we are trying to Improve fiexJbiJJty Is our 
organs. But as you'll discover, they should be included ln your repertoire of OextbUlty 
building n1ethods. Consider this; If your organs were immobile, it would be impossible 
to move the spine. For example, the liver has to move forward, over, and down over 
the stomach if you flex the spine. Not only are the movement of the organs intrinsically 
connected to the movement of the joints and muscles,. but often what we experience 
as a restriction in movement In the muscles or joints Is organic in nature. 

Organs have a variety of movement possibUities. They can move relative to each 
other or relative to adjacent bony, muscular, or connective tissue structures. Organs 
are surrounded by a fluid that makes these movements easier and smoother. The fluid 
can be compared In Its function to the synovial flu•d within the joints. The goal of the 
following exercises ls to discover how much easter lt is to improve your flexibility once 
you become aware of the organs. 

FLEXIBLE SPliNE WITH THE :HEART AND LUNG 

Organs form soft joints w ith each other. The left lung and heart, for examp~e, form an organic 
ball-and-socket joint (figure a). The ab il ities of the heart to move w ·ithin the lungs and to move 
within its own container, the pericardia) sac, are important for its healthy functioning. 

' 

c 

I 

1. Visualize the left lung creating a j ointHke socket around the 
heart. The heart is the ball of the joint (f igure b). 

2. Now lift the left arm over the head, and slowly bend the spine 
and arm to the right. 

3. Visualize the left lung (the socket) sliding up over the heart 
(f igure c). The right lung slides down the heart. Move back 
to the starting posit ion, and imagine the teft lung sHding 
down along the heart and the rjght 1lung slidi,ng up along the 
heart. 

4. Repeat the s.idebend w ith the sHd ing imagery several t imes 
until you can clearly visualize the movement 

5. l ower the arm, and notice how the two sides of the body 
feel. 

6. Stretch both arms to the front, and see whether you feel a 
d ifference in length. Bend the spine to the left and right, 
and notice any d ifferences in f lextb i I ity and ease of motion 
in the spine. 

7. Now visualize the heart moving counter to the lung. If the 
lung rotates to the right, the heart rotates to the ~ eft, rela
tively speaking. If the tung rotates to the l·eft, v isualize the 
heart rotat ing to the right. 
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THE LIVER AND HIGHER ARABESQUE 4.27 

The liver is the largest gland of the body and serves an important role in detoxifying the 
system. It is very heavy, weighing about 1.5 kg, and its movement has a considerable effect 
on alignment and flexibHity. It Hes under the diaphragm and is bordered by the rib cage on 
the right and the stomach on the left. The dght kidney is located behind the liver, and the 
large intestine is below it. Most of the liver resides on the right side of the body, but the teft 
lobe, a smaUer section, overlays the stomach on the left side of the body. 

The liver form'S an organic baH-and-socket joint with both the diaphragm and the stom
ach. The diaphragm plays the role of the socket relative to the liver, and the stomach takes 
on the role of a ball relative to the liver. If you feel as if you are getting warm during this 
exercise, it may be because the temperature of the liver is a bit higher than the average 
temperature of the body. This exercise is particularly 1deal for a winter warm-up. 

1. Place the right hand on the lower ribs on the back right side of the body. 
Place the left hand on the lower front right ribs (figure a). You are now 
touching most of the liver, which is halfway covered by the rib cage. 

I 

2. ln a comfortable standing position, bend the middl·e (thoracic) part of the spine, and 
visualize the lung and diaphragm sliding forward and dO\vn over the liver. 

3. lift up the spine again, and think of the diaphragm sliding up over the liv·er (f:igure b). 

4. Repeat this action several times, then slide the diaphragm and lungs sideways to the 
right over the liver and up to the left over the liver. 

5. After repeating this movement several times, visualize the joint between the liver and 
the stomach. Bend forward, and slide the liver over the stomach. Straighten the spine, 
and slide the liver back up. 

6. Repeat the action several times, then move the liver in any way you like. It can move 
forward, backward, or sideways, or it can turn in any way. See the liver as a popular 
organ dancing within the many surrounding organs fungs, diaphragm, stomach, kid
neys, and intestine. The liver sJides with ease within all these surrounding structures. 

7. Now remove the hands, and perform the foUowing tests: 

• lift both arms overhead, and move them to the back. Which 
side feels more flexib~e? 

• lift the right, then the left leg. Which hip joint feels more flexible 
and smoother ~i n its action? 

• Balance on the right and left leg alternately. 

• Perform a side extension and an arabesque with the right, then your left 
leg, and compare the height and ease of elevation of the legs. 

8. The organs that take up the space of the liver on the J.eft side of the body 
are the spleen, pancreas, and stomach. Place the left hand on the back left 
side of the lower rib cage and the right hand on front left side of the lower 
rib cage. 

9. Bend the sptne forward, back, and to each side, and imagine the sp,een 
moving up and the stomach down. Extend the spine, and imagine the stom
ach moving up and the spleen down. 

10. Repeat this seesaw action several times while visualizing the organs. 

11. Perform a little dance with the organs on the left side of the body. 

12. Remove the hands, and notice your spinal alignment, flexibiHty, and release in shoulder 
tension. 

• 

) 
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ORGANS FO.R HIP FLEXIBILITY 
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The large intestine affects hip flexibility and the pe~vic alignment The large intestine 
is madup of several parts that form a kind of rectangular bridge. The ascending 
colon li,es on the right side of the· body, the descending colon on the left, and the 
horizontal colon spans the area between the lower ribs on the left and right rib 
cage. The cecum is the area \~here the smaU intestine enters the 'arge intest•ne, 
and the si gmol d is the loop located in the :I eft pe I vic ha tf. The rectum is the fi na f 
segment of the large intestine (figure a). The large intestine responds to inhalation 
by being slightly stretched between the wideni:ng rib cag~·-

1. Touch the area between the right pelvic crest and the belly button. Thi·s is. 
the general location of the sigmoid colon. 

2. Filex the right ,leg at the hip joint, and imagine the sigmoid colon r~esti ng 
down into the pelvic bowl. Don't push the organ jorward as you r•ft your 
thigh, but imagine the organ dropping down and back, assisted by the 
gentle push of the hands (figures a and b). 

4 . Repeat the flexion five dmes, continuousJy visualizing 'the s;gmoid co.lon 
resting down. 

5. Take a moment to compare the hip flexibil;ity ·On the right and left sides of 
the body, then repeat steps 1 through 4 on the left si·de. Take special notice 
of the f latness of the belly. You may dtscover that the abdominal muscles 
feel more toned on the area you have been touching. Also, the pelvic half 
on the sigmoid colon side will fee' more effortlessly lifted. 

6. Now perform plie in second posit~on, and visual.ize the large intestine 
resting down into the inner surfaces of lhe iliac wings (figure c). Imagine 
the ·Organs being carried by the smooth, broad ·surfaces of the iliac wings. 
Imagine the organs increasing fie>cibility by informing the hip about warmth 
and softness. You may find that your plie is deeper and easier. Th~is result 
is also because of the relationship between the rectum and pelvk floor. 
Tens5on in the rectum transfers to the pelvic Ooor, which keeps the nip 
bones from making the necessary adjustments for a Oexibl~e plie .. 

Trdnsverse 7. Perform a leg extension to second pos·ition whi le main-___...__ 
colon taining a k'Citng of the sigmoid on the left and the cecum 

Stomach 

\ on the right dropping. down into tne pelvis as the leg 
!J. extends. Th~s movement nel'ps create more flexion in 

Descending 
colon 

Sigma id colon 

'the hrp socket while maintaining pelvic a l.ignment. 

\ / 
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Appendix ~ Pelvic floor mu&eulature 
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THE KI DNEYS AND SPINAL FLEXIBILITY 4.29 

The kidneys are organs of blood filtration and flu id regulation located at the back of tne body 
wall under the diaphragm. They are halfway covered by the ribs (see figure). Each kidney is 
connected to tne bladder by a long tube called the ureter. Toucning and moving the kidneys 
is heipful for rel·easing lower back tension and for increasing tne flexibi I ity of the spine, 
espedaUy for rotations. Breathing and kidneys are related. When you innale, tne kidneys 
move down an inch or two with the diaphragm; wnen you exhale, tney move up again. 
Being aware of tne movement of the kidneys and their placement on the left and rignt si·des 
of the spine can be helpful for turning. ft may sound odd to feel your ki·dneys, but 
try it out and leam by experience. The following exercise improves balance and 
re·ieases shou~der tension. 

1. Rotate the upper body to the left and right. 

2. Rub the hands together for a minute to create \Varmth, then nold 
~he nands 3 to 4 inches apart, breathing into the space between the 
hands. 

3. After a minute or two, place both nands on the back at the level of the 
kidneys. 

4. Imagine the k;dneys being bathed in tne warmth of the nands. Send the 
breath j,nto tne kidneys, and imagine them expanding and contracting 
in rhytnm \vi·th the breath. 

5. As you inhale, feel the kidneys moving downward; and as you exhale, 
feel them moving upward. 

6. Remove the nands, and notice your alignment Bend the spine to the 
r,ight and 'left, rotate the spine to the right and left, and note any increase 
in ease of motion. 

Strttching for rlexibility 
Stretching is the most common method for improving flexibility. At this point you have 
discovered other ways to improve flexibility: by releasing tension, moving the organs, 
using rolling balls, and imaging. But these methods do not make stretching obsolete; 
stretching can stlU be one part of your complete flexlbUity program. Because extensive 
literature on stretching is available, this section emphasizes only how to improve and 
retain the elfects of stretching through awareness and imagery. 

U performed correctly, stretching releases muscular tension, increases the tem
perature of the muscles to make them more fluid and flexible. releases toxins from the 
musc1es, gives greater elasticity to the musdes and joints, and improves strength by 
Increasing the mechanJcal advantage you can generate with the limbs. Stretching can 
prevent Jnjury and assist ln rehabUJtation after an injury. Stretching may also just feel 
good and be an intuitive method to increase f.ocus and concentration for dance. It can 
teach you a Jot about joint and muscle function. 

Stretching may also reinforce what you do not wants -a sense of restric tion. When 
you go into a deep stretch, you are traditionally instructed to go to the edge of the 
stretch (or even pain). Once you f~l a stretch in the muscles, the sensory organs send 
instructions to the muscle fibers to contract to keep the muscle from overstretching. 

• .. 
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This contraction is the opposite of what you want to achieve. Breathing and relaxation 
techni.ques may allevlate it, but not enUrely. Because Oexibility relates to the way you 
experience the body, you should avoid sensations that reinforce a sense of restriction 
and tightness, locking the pattern of tightness into the nervous system and confirming 
the fears that initlaUy led you to stretch. In this Instance it may be better to achieve 
flexibility through exercise strategies involving movement, touch, and imagery. 

In most cases it is easier for the dancer to associate newfound fl.exibUity with the 
movements he is actually doing. If the dancer wants to achieve a higher extension, he 
can learn to increase height by providing the muscles and jolnts with the necessary 
alignment, touch, and imagery information. The main question to ask yourself before 
stretching is: Does it help me move better? This depends on whether you are able to 
transfer the stretching's gains Into a whole--body movement sensation. 

Using Imagery can help improve a stretch by Increasing your concentration and 
by relaxing and deepenlng the breath. It can also help you clarify the location of the 
stretch and focus on specific muscles, organs, or joints whUe increasing whole-body 
involvement. The foUowing list describes several types of images that are suitable for 
stretching practice. 

• Feel the muscle as crystaUzed honey becoming fluid agajn after softening in warm 
water. This Image is similar to what actually goes on In the muscle. Concentrate 
on the process of softening, not just on the muscle being fluid. 

• Watch the area you are stretching melt like ice cream, butter, or wax that has been 
placed in the sunshine. Focus on the area where you feeJ the most tightness and 
see it meJt, whether or not this is the target area for the stretch. This tjght point 
may then shilt to another spot. Keep following it with the mind's eye. Do not let 
it escape. Melt it down. 

• Gently knead the muscle, like dough, making it more ftexibJe and elastic. 

• Imagine being able to breathe in and out through the musde, as if the muscle cells 
were tiny lungs. lmaglne the breath spreading between aU tissues, creating more 
space within them. 

• Direct the breath to the points that feel tightest. Imagine the breath loos·ening the 
areas like air bubbling up in a Jacuzzl bath. 

• Breathe into the spaces between the small bones such as carpals and tarsals, and 
the joints between ribs and thoracic spine. 

• If you notice a specific point of tension, imagine this point to be a ball of sand; 
push on the ball and watch it crumble. 

• Imagine water (or your favorite Uquld) flowing over the surface of the bones 
beneath the musc1es, soothing and opening the muscles. 

• Imagine a brush moving along the muscle's line of action from the origin to its 
insertion on the bone or from tts lnsertton to the ortgtn ( dependlng on the location 
and purpose of the stretch). Watch the brush disentangle the fibers and loosen 
all knots. You may also watch two brushes start at the center of the muscle belly 
and move away from each other In oppostte directions. 

• Imagine that each Individual fiber gUtters like a si1ver strand in the sun. Bring the 
reOectJng light between the fibers. Let the fibers reOect llght off of each other. 

• Visualize tight strands of muscle stretching Hke taffy or gum. 

ar plllan 3a~lll~ bllll asropcKliiM npasoM 



• 

• (I 

, 

I 

I 

I 

I 

J 

am watchLng a dance class at a Broadway studio In New York City. 14AUgnment and 
movement efficiency are intertwined," says Israeli--born ballet teacher and choreog
rapher Zvi Gotheiner. "Il your body is not aJigned, your tension level increases."' He 

goes on. '"Tension makes technique difficult." His students Listen, but changes come 
slowly, because many Imbalances need correcting. '"Align your head over your pelvis, 
shoulders neither forward nor back, pelvis baJanced. and the feet and knees aligned 
with the hlp joint.;, 

Why are these changes so difficult to translate from words into action? One reason 
is that once the body has gotten used to holding the increased tension level, whJch Is 
the hallmark of Incorrect alignment, it feels normal to you. Changes, even If they are 
beneficial from a blomechanical standpoint, may feel uncomfortable In the begJnning. 

I continue watching the class and notice each dancer's body image as they move 
across the floor. This overall sense of each dancer's body has been fonned by years of 
Input by teachers, other dancers, as well as their own fears and aspirations dancing 
around ln their heads. 

Some dancers make the alignment corrections called for, others overcompensate, 
and others simply increase their tension level in an effort to change. Some are able to 
embody corrections and change their posture by noticing thelr imbalances and imple
menting a new sense of alignment, and others urgently need guidance. Their current 
body image gets jn the way of technical progress. It is going to take some Ume for the 
bodJes to try, accept, and implement new strategies of senslng, lnJtlating, and experi
encing movement. 

But the students in this class may be the lucky few. Their teacher is experienced and 
knows how to help them achieve better alignment. He sees the potential of each student 
and provides the necessary kinesthetic information to help each make the changes to 
improve their dance performance. 
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Rtltasing Ttnsion for Dynami< Alignmtnt 
Some dancers tense the muscles of their neck and shoulders with every movement, 
even a simple gesture of the leg. Since they are not well aligned, they increase the effort 
needed to achieve their movement initiation. They may think that they are developing 
powert when in reality they are developing what hinders their power-,-exerting extra 
effort in muscles where it is not needed for the movement they are doing. This ineffi
ciency is not only deleterious to technique but can also predispose a dancer to injury 
and to early deterioratlon of joints, muscles, and soft tissues. Many dancers' strategy 
to create stability is based on fixing muscles and bones in set positions, which works 
reasonably wen when movement is minimal but does not work for dance requiring 
stability during expansive movement gestures. 

Biomechanically speaking, the aim of dance training is to transfer the body weight 
efficientlyt with a minJmum of distortion, tension, and energy use. Thls technical defini
tion, however, should not make you forget that dance is an art form and not simply an 
exercise technique. 

According to Roger Tully, a London teacher of classical dance who was taught in 
the Mariinsky tradition, a dancer needs to move with aplomb, a traditional ballet term 
denoting the imaginary plumb line that delineates the central axis of the body and 
guides us to our center of gravity. "The apJomb allows the dancer to establish himself 
in relationship to his center of gravity and to hav·e not only a center but a circumference 
from where to rnove out into space and back in from spaceJ., he stated while discussing 
his teaching m·ethodology with me. uMoving a weU-aUgned body (with aplomb) allows 
the legs., arms. and head to find good position in a natural way. Just focusing on the leg 
and arm action without having a sense of the whole wm create mechanistic dancing 
without a sense of flow and line." 

To better understand moving with dynamic alignment (ap.lomb), look at a common 
exercise in dance, such as a leg brush or a baUement tendu. ldeally you can move the 
leg from the hip joint with minimal effort, creating a slight overall adjustment in the 
postural muscles but not a big increase in tension. The action in this case is focused on 
the hip joint , while the rest of the body remains fairly calm and stable. The leg action 
is part of a whole-body gesture, not just an isolated event. StabiUty is not achieved 
through restricting movement but by efficient balance of forces . 

• Dynamic alignment is created by balancing forces wlth minJmal effort, rather than 
compensating for postural distortion by increasing tension. 

• Jn dynamic alignment the balanced interaction of the joints, muscles1 and body sys
tems ensure economical weight transfer through the desired cycle of movement. 

• Balance is created by countering the forces at their place of origin, not by coun
tering an imbalance with an increased level of tension. 

• Alignment is a whole-body sensation, not the positional fixation of the parts of the 
body. Being centered is a physical state around which the body can move with 
great freedom without ever being forced into a position. 

Many dancers tilt the pelvis and bend the sp.ine to the side of the supporting leg in 
a brush to the side (second position). After a dancer has been doing this additional 
movement thousands of times, it becomes habitual. However. most dancers are flexible 
enough in the hip joint for this to be completely unnecessary. Often when you ask a 
dancer why he is making this movement, he is quite surprised to hear that his pelvis 
is not aligned. ln the worst<ase scenario~ this kind of alignment distortjon leads to 
pain and injury. While injuries may be credited to something you did wrong that day. 
in reality most injuries are set up by years of inefficient movement. Conditioning for 
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alignment ln dance helps you dis·cover the most efficient and effortless solution for 
every movement. 

lf you are well aligned when not moving, this alignment does not necessarily carry 
over to your dancing merely by you pulJing in the belly button and buttocks. A posture 
assumed for alignment while standing is not useful if it does not result in economy or 
mov·ement. So movement, not rigidly assumed postures, is the defining criterion for 
dance alignment. As soon as you move, staying centered or regaining a center can be 
achieved through balancing forces throughout the body (see chapter 3).lf you are taken 
off center by one of your movements and you tighten your abdominaJs, shoulders, 
and neck, you can stabLILze yourself momentarily by reducing movement to regain 
your center. In dance, however, this approach is counterproductive. Dance alignment 
needs to allow for large movements in space, a feeling of freedom, and a trust in the 
body's ability to react to any force created by a balancing counterforce. Preemptive 
tightening Is not the solution. Recent research supports this notion that movement 
skill is inversely proportional to the unnecessary muscle activity that occurs during its 
performance (Charman 1999). ln other words, the more unnecessary muscle activity 
is. the less technical facility it pro·vides. 

The old schooJ of alignment revolved around teaching how to hold or fix certain parts 
of the body into a better position while moving the limbs. Methods that emphasize hold
ing or tightening create the feeling that good alignment is connected to a certain elevated 
tension level, so dancers may think that by performing abdomlnal strengthening exer
cises they are on the path to a strong center. This is a problematic road to tread. While 
working with the Swiss Olympic ,Gymnastics Team for many years. I learned that you can 
have incredibly powerful abdominal muscles and still be out of alignment and unstable 
when moving. The question is not, Do dancers need to strengthen the abdomina Is; in most 
cases they do. The key to stability lies in distinguishing and then balancing the various 
abdominal muscles atnong themselves Oocal muscle activation) and within the whole 
system of muscJes (global muscle activation) to create better moving alignment. 

For example1 research has shown that the transversus abdominis musde needs to 
be seen as s·eparate from the other abdominal muscles in its function to create trunk 
stablllty (Richardson 1999). Thls kind of fine-tuned control requ!res a dancer to become 
aware of which muscJe is being activated during exercise. A good image that supports 
the function of the transversus abdominis is that of a zipper moving up the front of the 
pelvis to activate the local muscles. 

Dismiss the notion that there is one miracle muscle that you can hold on to create 
stabUity. If you think this way. you create a tension pattern in part of the body that 
causes another tension pattern and so forth . For example, tension In the diaphragm can 
trigger a. tight neck, possibly causing you to hold the shoulders higher than necessary, 
elevating the center ol gravity. and leading to a continuous degradlng of movement 
efficiency. Also, holding the breath as a habitual response to effort during dance train
ing or conditioning can lead to substantial rises in blood pressure. 

1 have watched dance classes where exciting steps and music create a dancer's high, 
but the dancers spend their time vigorously reinf·orcing unhelpful movement patterns 
because they do not receive any correction. The dancer often has lntuitlve knowledge of 
how to dance correctly. but it may have been overridden by contradictory Information 
prov1ded by a series of teachers and pressures. Usually the mind overrides the voice 
of the body to a point where it cannot be heard anymore. In the hundreds of seminars 
and classes I have taught, I often encounter dancers who need to be reconnected to 
the body's intuition. Once this reconnection occurs, the ir potential springs forward 
and they make great progress in their dance performance. 

Now you will discover how to create alignment by balancing forces rather than 
through tension. 
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Balancing forces for Better Alignment 
If, while in the standing position, you want to lift a leg without disturbing your spinal 
alignment, you have two choices: 

I . You can consciously hold in the abdominal muscles and tighten the back and aU 
kinds of muscles in an effort not to move the back. U you hold in the abdominals, 
breathing wiU be difficult, because they are antagonists of the dlaphra.gm. Also, 
according to McGUI (2002) pulling in (hoUowing) the abdomlnals is less effectJve 
than generally activating them for stabUizlng the spine. 

2. You can balance the forces in the hip joint by visualizing the countering move.. 
ment of the hip socket around the rotating ball of the femur. In this approach, 
you focus on what needs to move to maintain alignment as opposed to focusing 
on what needs to be held to maintain alignment. The human nervous system is 

\ 
-· 

able to find an efficient solution when the focus is on movement. The idea 
Is that rather than letting movement create a dJstortion In alignment and 
then keeping it at bay with tension, you should maintain alignment in the 
first place through balanced action of the joints and muscles. 

The following alignment exercises are most useful to produce effi
cient and effortless movement. Keep in mind that your approach to 

alignment should mirror economy of movement. If you move with 
efficient alignment. minimal effort will produce a maximal range 

of movement. 

- -· :'..._ 
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-• 
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-
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EXPE.R;IMENTING WITH ALIGNMENT - - - - --- - --- --- - - -- . -

In this experiment feel the effects of balancing forces in the hip joint. 

1. Note the feeling of your upright~ standing posture. Does the pelvis feel tilted forv"ard or 
backward? How does the position of the head feel relative to the spine and pelvis? 

2. Bend to touch the floor, and note how far you can go and how easy it feels to do this 
in the muscles of the leg. How high can you comfortably I ift the leg? 

1. Now visualize the right hip jo1nt See the ball of the femur sitting in the socket. As 
you l ift the le~ the ball rotates backward from your perspective. As you lower the 
leg, the ball rotates forward in its socket. 

4. Visualize the forward and backward rotation of the ball in the socket several times, 
then compare the ease of movement in the hip socket between the two legs, 

5. Repeat the visualization with the left leg. 
6. Now bend the upper body forward in the hip joint. (Keep the spine reJatively 

straight). 

7. Visualize the hip socket moving over the ball of the femur. lmagine it sliding with 
·ease like a well-oiled ball bearing. 

8. Come back up, and visualize the socket sliding backward over the ball of the femur. 
Repeat this movement several times until you can visualize it dearly. 

9. Repeat the same movement~ only now visualize the ball rotating backward relative 
to the socket as you bend forward and the ball roll.ng forward relative to the socket 
as you come back up. Repeat this visualization several times. 

10. As you come back to the standing position, notice whether the hip socket feels any 
different than before: 

• How easy is it to tift the leg? 

• Has the hip fJexibility increased? Uft the leg, and notice whether it feels easier 
to perform this movement. Perform a brush or battement tendu, and notice the 
ease of movement. 

• Notice whether it is easier to touch the floor. 

• Notice your pelvic alignmen4 and go for a short walk to feel the efficiency of the 
leg moving in the hip socket. 

11 .. Most likely you will nave discovered an improvement in f lexibility and ease of move
ment as weir as a feeling of alignment in the pelvis. These benefits will not occur 
if you try to maintain your alignment by holding. Tighten the abdominal muscles, 
and lift the leg. Notice that you can't lift the leg as high, and you are probably also 
tensing the shoulders . 

• 
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S~nsing Your Alignm~nt 
The key to perfecting your alignm·ent is perceiving your own postural 

habits and developing a strategy that helps you create efficient align

~ ' 

ment. As mentioned earner, you may have poor alignment but 
not feel that anything is wrong. The nervous system may not 
be sending you LnformatJon on the structural imbalances you 
Uve with day to day. So you hav·e to get back into the strean1 of 
information between mind and body and sense the distortions 
in your posture, or nothing is going to change. Based on this 
knowledge you can use imagery, muscle and joint balancing 

' -v 

' 

exercises, and other methods to improve your alignment. 
The process of sensing misalignment and using correc· 

Uve imagery or exercises is ongoing. 
Alignment is a specific relati.onship of the bones of 

the body to geometric planes. In this case an imagi
nary median sagittal plane djssects the human body 
at the nose~ the center of the chin, the breastbone 
and the pubic symphys1s. An imaginary frontal plane 
dissects the human body at the atlanto-occipital joint, 
the tip of the shoulder, the greater trochanter, and )ust 
in front of the outer ankle bone. Distortion in posture 
can be found in the horizontal plane. The head may be 
turned to the rlght relative to the shoulder and the pelvls 

and rotated to the left relative to the feet. If you look at 
the body from above, both ears, the tips of the shoulder, 
the greater trochanters, and the ankles should ideally 
be located on approximately the same frontal plane (see 
figure 5.1). (For more information on this topic, see Franklln 
199Gb, pages 71-74). 

Figure 5.1 Planes through the body. 

Pelvic ~oor Power 
A strong, coordinated, and aligned pelvic floor significantly improves dance technique. 
If the pelvic floor is weak or tight, the spine and legs are not properly supported and 
tend to be misaligned. The benefits of pelvic floor training include a deeper, more elas
tic plie, higher jumps. better turn-out, more power for lifts, and, of course, improved 
alignment. 

The pelvic floor consists of several layers of muscle stretched out at the bottom of 
the pelvis that are cJosely related to the deep pelvic organs. Their job is quite complex: 
On the one hand they need to support the organs, and on the other hand they need 
to be highly elastic for evacuation and childbirth. You achieve thjs pelvic floor sutr 
port through increasing the elasticity, strength, and balance of all structures involved. 
The foUowing exercises (adapted from my book, Pelvic Power: Mind/ Body Exercises for 
Strength, Flexibility, Posture, and Balance for Men and Women. Franklin 2003, page 34-36) 
are designed to introduce pelvic floor awareness to your dance technique .. 
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VISUALIZIN·G THE PELVIC FLOOR 5.2· 

The pelvi·C floor is rimmed by the following bony structures: the tailbone and sacrum in backi 
the pubic symphysis and pubic bones in front, and the sit bones at the sides (see figure). 
If you draw imaginary lines between the sit bones, you divide the pelvic floor into a front 
and back half or two triangles on top of each other. If you draw a line between the pubic 
symphysis and the tailbone, you create two halves or two triangles positioned next to each 
other. If you imagine both lines crossing each other, you create four triangles. These triangular 
sect ions of the pelvic floor need to be balanced both in shape and strength for the pelvic 
floor to support your alignment. 

1. From a standing position, touch the right si t bone and left pubic bone. 

2. v;suaUze the area between your t\vo points of touch. Th is is the front right triangle 
of the pelvic floor. 

3. Keep touching the right s1t bone, only now also touch the tai I bone. Visualize the area 
between these two points; it is the right back triangle. 

4. Remove your hands and notice the different sensation between the 
two halves of the peJvk floor. 

5. Uft the right knee, then the left knee, and notice whether 
the right hip joint feels smoother and more flexible. 

6. Stand on the right leg, then the left. You may notice 
that your balance has improved on the right side and 
that the pelvic right half feels I ifted compared to the left. 
Imagery and touch do create aiLgnment without increasing 
tension and int·erfering in movement. 

7. Repeat the touch and im~1gery on the other side. 

\ 

LEG MOVEMENT AND THE PELVIC FLOOR 5.3 

leg and spinal alignment is closely related to pelvic floor alignment. The bridge between 
the spine and the pelvis is the sacrum, which forms the base of the spine and part of the 
pelvic rim. Once you discover how the pelvic bones and floor and the sacrum move, you 
can balance your alignment down through the feet and up to the head. 

1. Stand with legs paralleJ and knees sHghtly bent Tilt the pelvis forward and backward, 
and notice how this action affects the pelvic floor. Notice in which position the pelvic 
floor muscles lengthen and in which position they shorten. 

2. Perform a plie with the feet placed in a wide, turned-out stance (second position), 
and notice how the pelvic floor is affected. Notice in which position the pelvic floor 
muscles lengthen and in which position they short·en. 

3 .. With the knees slightly bent, turn the legs in and out~ and notice how the pelvic floor 
is affected. 

4. Alternately bend the right and Jeft knees, and notice how the pelvic f loor is 
affected. 

5. Perform a passe r·etire leg lift and leg extensions to the fron~ side, and back or a dance 
movement of your choice. Can you sense any movement of the sit bones, sacrum, 
or pubic bones? Do you feel any length changes in the pelvic floor musculature? 
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5.4 DEEPER PLIE WITH THE PELVIC FLOOR 
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The plie is a basic movement in most forms of dance training. f ask dance students why they 
practice plies in their tra i nin~ and they often have difficulty expJainrng why. The answers I have 
heard include to strengthen the legs, to increase turn-out, and to help you feel your center. 

These answers are all correct. A fundamental role of the piie is to lower and lift the body's 
center with proper alignment. The plie acts as a spring to move the upper body vertically or 
to propel it through space. Plies are performed at the beginning and the eod of most dance 
steps. If your pJie is not well aligned, your technique will suffer. 

The plie is an excellent conditioning exercise for the muscles of the legs, pelvic floor, and 
lower spine. A coordinated peJvk floor produces a Hexible and well-aligned plie. Awareness 
of this area can increase the movement range and ease of motion of a plie in minutes. 

1. Focus on the action of the sit bones as you move down into a plie in second position 
(figure a). You may notice that they move apart slightly as the pelvic floor muscles 
act eccentrically (lengthen) and the tailbone moves back slightly. 

2. During the upward movement, imagine the sit bones converging as the muscles act 
concentrically (shorten) and the tailbone moves forward slightly (figure b). 

3. lf you do the opposite movement, you will notice how the pelv;c floor interferes 
with alignment: Try to move down in a ptie while tightening the pelvic floor. This 
tightening results in a harmful shoving forward of the knees. The only solution now 
is to push the knees back into alignment causing much tension or even pain in the 
hip joints. When a dancer tucks his pelvis by tightening the pelvic floor in an effort 
to align it, he is actually pushing his legs out of alignment. If you keep the sit bones 
spread apart and the tail back when you stretch the legs as you move up from a deep 
plie, the lower back arches. 

4. Plie a few more times with the correct coordination eccentric muscle action allow
ing the sit bones to spread as you go down, the taU swinging back; concentric muscle 
action with the sit bones moving together, and the tail swinging forward as you go 
up. Remember that these movements are an automatic part of your coordination. 

,. 

Just visualize the correct movement of the bones and muscles to 
support the action; do not exaggerate the movement 

( 

) 
~> -a - - .... 

5. fmagine the pelvic floor as a flying 
carpet that lowers and lifts you in a 
plre. 

6. When performing a plie with an 
accompanying port de bras~ imag
ine the arm movements being 
initiated from the pelvic floor. 
Allow the pelvis to move a fraction 
earl ier than the arms. 

7. If you think of the pelvic floor 
and feet spreading as you plie~ 
you will gain flex;bility in the 
leg joints. 

b 

( < 

~ 
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PELVIC TILT 

lilting the pelvis affects the pelvic floor. Pelvk tilts are common in dance and when supported 
by pelvic floor awareness, they eliminate the chance of strain on the lower back or knees. 
When the pelvis tilts forward (anteriorly), the pelvic floor widens, and the tailbone moves 
away from the pubic symphisis (figure a). When the pelvis tilts backward (posteriorly), the 
pelvic floor tightens/ and the tailbone moves toward the pubic symphisis (figure b). 

' 

1 

a 

1. Initiate the ti lti·ng of the pelvis from the musdes of the 
pelvic floor. This sensation differs from crea,ting the 
same movement from the hip flexors or extensors or the 
abdominal or low·er back muscles. See whether you 
can be active in the pelvic floor throughout the range 
of movement with minimal involvement of other 
muscles. 

2. Notice that contracting the b 
---- - abdominals contracts the pelvic 

-

c 

floor musculature as well. For 
spinal flexion, these two groups 
of muscles act as synergists (they 
contract together). 

3. Notice the relationship of the pelvic floor to breathing. 
On inhalation, both the abdominals and the pelvic floor 
musdes lengthen to accommodate the organs dis
placed by the downward movement of the diaphragm. 
On exhalation, they shorten to support the upward 
return of the organs. 

4. Noti·ce what happens to the pelvic floor when your 
rotate the legs in and out. When you turn the legs out, 

the musculature in the back half of the pelvic floor 
shortens while the musculature in the 

Pelvic floor front lengthens. When 
musculature """.-..it~~~ Coccyx you turn the legs in, 

the front half short· 
ens and the back 
half lengthens 

(figure c). 
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s:6. SACRUM IS CENTER 
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The sacrum is closer to the geometdc center of the body than any other bone. In aligned stand
ing, the center of gravity hovers in front of this bone. When you move the legs or spine, the 
sacrum reacts. The sacrum can support or impede these constant movements of dance. This 
exercise helps you understand the connection betw·eeo the sacrum, pelvis, legs, and spine. 

_ , 
v- t t\ 
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1. Place a hand on the sacrum, and detect the bumps on the 
back of the bone. These bumps are the spinous processes of 
its five fused vertebrae. To feel the movement of the sacrum, 
it is easier to touch the adjoining bones that are easy to feel 
under the skin, the tailbone and lumbar spine. 

2. Place the middle finger of one hand on the tip of the tailbone, 
and place the middle finger of the other hand on the spinous 
process of the fourth or fifth lumbar vertebra. 

3. lilt the pelvis forward, and notice how the lumbar sprnous 
processes move forward and the tail moves back. The sacrum 
is doing a forward rotation movement called nutation (deriving 
from the Latin for nodding.) At this point the sacrum is only 
doing the first half of a nod (figure a). 

4. Tilt the pelvis backward, and notice now the sacrum moves 
back and up. This movement is called counternutation, the 
second half of the nod (figure b). 

5. Tilt the pelvis forward again and notice that nutation is I inked 
with the spreading of the sit bones. 

6. Tilt the pelvis backward, and notice that counternutation is 
linked to the converging of the sit bones. 

7. Notice that nutation causes the lumbar spine to extend (the 
feeling is hollowed spine), while counternutation causes the 
lumbar spine to flex (the feeling is rounded spine). 

8. Notice that the tailbone moves in the opposite direction of the 
top of the sacrum. If you tuck the tailbone, you cannot nutate 
or extend (hoUow) the lower spine. Try to arch the spine to the 
back with a tucked tail, and notke the impediment to moving 
this way. 

9. If you move the tailbone backward, you cannot counternutate 
(flex) the lower spine the lower back resists. This resistance 
is a built-in coordination of the body. If you respect the way 
the bones move natura Uy, your technique w iII improve. If you 
oppose them, you will cause strain. 

10. Shake out the hand that was touching, and stand with a neutral 
pelvis: You may notice that the pelvis feels different, perhaps 
more aligned and free. Just bccomi ng aware of how the bones 
move aligns the body. 

------
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SACRUM SAVES THE LEGS 5.7 

The sacrum performs a sl1ght nutation when you move downward in a plie and a slight 
counternutation when you move upward in a plie. lf you can support these movements with 
imagery~ you wiU have a weU-aligned spine and legs as weU as a deeper plie. 

1. Perform a plie in second position. Imagine the sacrum nutatingas you go down. The 
taiJbone swings slightly to the back. 

2. Imagine the sacrum counternutating as you come up. The tailbone swings slight ly 
forward. 

3. Notice what happens when you do the opposite movement: When you move do\vn 
in plie, imagine the sacrum counternutating. Most likely your knees are pushed out 
of alignment a5 in step 3 of exercise 5.4. When you move up in pfle imagining the 
sacrum nutating, the back arches. 

4. Practice again with the correct coordination (steps l and 2). 

5. 1f the back arches unless you actively tuck the tail forward when 
performing pli e~ the hip flexors may be tight. Stretch or align the 
hip flexors to provide more length for these muscles. The hip flexors 
are antagonists to the pelvic floor. When they shorten, the pelvic 
floor musculature lengthens. Practice the exercises outlined tn 
this chapter for aligning the pelvic floor as weU as the iliopsoas 
exercises in chapter 7 (exercises 7.11 to 7.15>. 

6. Imagine the spine as it relates to sacral nutation and plie. As 
you move down, think allowing spinal curves, or imagine a 

I 

soft wave through the spine. As you move up, think lengthening 
spinal curves, or imagine a string attached to the top of the head 
pulling the head up and the spine into length. If you reverse the 
imagery for the downward and upward pHer the legs wm feel 
stuck, because the ;magery does not support the balanced / 
movement of the bones and joints. 
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5.8 PELVIC FLOOR AS A FAN 

a 

The muscles of the pelvic f loor are arranged in several layers in patterns that can be visual
ized as a fan originating from the tailbone (ftgure a). The outer rim of the fan is formed by 
the coccygeus muscle that connects the tailbone and bottom of the sacrum to the spine of 
the ischium. The levator ani muscle consists of the iliococcygeus and the pubococcygeus. 
The iliococcygeus connects the side of the tai I bone to the inside of the pelvis opposite the 
hip joint. The pubococcygeus outer fibers connect the ta ilbone to the pubic bone, and the 
inner fibers form a loop around the anus. 

The rectus abdominis is the muscular continuation of the pubococcygeus and usua:Uy acts 
in synergy with this pelvic floor muscle (figure b, female pelvis). I focus on the pubococ
cygeus, because this muscle, if felt and visualized, helps to create a well-aligned lower spine 
and pelvis. The pubococcygeus also helps to reduce excess tension in the gluteals. 

1. Touch the right sit bone, and slide a finger up the back of the bone about one inoh. 
If you ket'P the finger close to the bone, you will notice that a bulge keeps you from 
sliding further up. Th·is obstacle is the inner obturator muscle as well as the spine of 
the ischium, and it is what you are looking for. 

2. Place a Hnger on the spine, and touch the tailbone at the same time. This position is 
not the most comfortable one, but try to hold it for one minute. 

3. Imagine the connection between tne two points, tailbone and spine of the ischium, as 
active and alive. Imagine communication happening between tnese two points. 

4. Imagine the two points coming closer together as if you could contract the pubococ-
cygeus at wil l. 

5. Imagine the two points moving farther apartf as if you could lengthen the muscle at will. 

6. Repeat this one more time before you Jet go of your touch. 

7. Compare the aliignment of the rignt and left sides of the pelvis by standing on one leg. 
Lift the right and then the l·eft leg, and extend each Jeg to compare flexibility between 
sides. You may notice that the pelvis on the side you touc hed and visualized feels more 
lifted while the hip joint feels smoother and more flexible. 

8. Repeat the exerdse on the other side. 

Body of pubis lnl<>tpubic di5c 

b / 

Ischial tuberosity 

II iococcygeus musde 

Coccygeus muscle 

~ 
', 

I I 

r~~tr-~~ Urethra 

~~~~---:-\ Vagina 

Coccyx (tailbone) 

ls.chlal 
tuberosity 

Pubococcygeus 
muscle 
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PELVIC FLOOR TRIANGLE 

The levator ani leaves ao opening in the front half of the pelvic floor. This triangular area is 
covered by an expansion of muscle and connectrve tissue cal.led the perineum. It attaches 
to the sit and pubic bones (figure a). The perineum consists of a muscular sheath, called the 
transversu perinei, and connective tissue. 

When you move downward in a plie, you stretch the perineum. When you move back 
up\vard, the perineum can support the actjon by contracting. The force of the musde is rela
tjvely small, but its action is important for the coordinated action of the pelvis. The perineum 
increases the range of your turn-out and helps organize the power of your jumps. Because 
of connective tissue relationships among the muscles of the pelvic floor and the hamstrings 
and adductors, the flexibili ty of the leg muscles can be improved by creating more elasticity 
within the pelvic floor. 

Vagina 

1. Perform a second po ition plie, and notice the depth of your movement and the 
amount of turn~out ava i~a ble. 

2. Lie supine, and place tvvo baU s or a ro II ed towel under the pe I vis. 

3. Ffex both legs at the hip joints and knees. 

4. Place the hands on the inside of the knees. 

5. Visualize the mu des in the perineal triangle. 

6. Uft the legs by initiating a contraction in the perineal triangle. tmage the triangle 
shdnkiog (figure b). 

7. lower the legs by initiating an eccentric contraction in the perineal triangle. Imagine 
the triangle widening (figure c). 

8. Repeat the movement six times, focusing on the initiation from the perineal trian
gle. 

9. Renlove the baUs, rest, and then stand up and perform 
a second position pl;ie. Notice the changes in your flex
ibility and ease of movement. 

Pubic bones 

Tran versus 
pcrinei muscle 

b 

Sit bone 
Transversus perinei muscle 

Sit bone 

-
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PELVIC HALF AS A WHEEL 

t 

Visualize the two pelvic halves as wheels that rotate slightly when you Hex the leg in the hip 
joints. This rotation of the pelvic half is minirnat but needs to be balanced on both sides of 
the pelvis to create good alignment and prevent lower back pain. The image also improves 
stability when standing and heips to increase flexibility in the hip joints. 

Jfj 

1. Perform a second position plie. 

2. lie supine, and hold the right leg. Imagine the right petvic half as a wheel spinning 
toward you (see figure). 
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3 . Release the leg, and as you lower the foot to the ground, imagine the right pelvic 
haU as a wheel spinning away from you. 

4. Repeat the action and imagery five times. 

5. As you lift the right leg again, think of the other pelvic half as a wheel rotating in the 
opposite direct ion. 

6. Repeat this action and imagery three times. 
7. Stretch out both legs, and swing the right leg, then the .left l·eg up from the hip joint. 

Notice the difference in your power for initiating the movement and flexibility between 
the legs. 

8. Stand up and notice the drfference in stability and alignment between the two pelvic 
halves by balancing first on the right and then on the left leg .in a passe retire posi
tion. 

9. Repeat the exercise with the other leg. 
10. Once you have pract iced with both legs, stand up~ perform a second position plie~ 

and notice your pelvic alignment and ease of motion. 
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TWISTED PLATE 

As you have seen in the previous section, the pelvic floor muscles act 
eccentrically during a downward moving plie. All muscles are balanced 
by another group of muscles; in this case the transversus abdominis and { --~ 
the lower back muscles (erector spinae) oppose the action of the pelvic 
floor muscles. The rectus addominis mirrors the length changes of the 
pelvic floor muscles as you plie. Balancing these opposing muscles 
with the pelvic floor creates superior strength and alignment while 

• mov1ng. 

1 . Plie, and notice the sit bones moving apart. The bones of 
the pelvis are twisted plates (figure a). As the sit bones move 
apart, the pelvic halves rotate inward, allowing the top and 
front pelvic half to move together. 

2. The other end from the sit bones on the pelvic half is the 
anterior superior iliac spine (ASIS). You can feel it as a 
prominent bony bump under the skin at the front and top 
of the pelvis. Here and all along the rim of the inner part 
of the pelvic crest are the attachments of the transversus 
abdominis muscle, which runs horizontally toward the 
rectus abdominis, located in the center, and attaches to its 
connective tissue sheath. Above the pelvis the transversus 
abdominis attaches to the connective tissue of the lower back 
(lumbodorsaf fascia) and creates connective tissue tension to 
support the lower back. 

-
I 

3. Although the movement of the bones is small, this muscle acts concentrically in 
opposition to the pelvic floor muscles in a downward plie movement (figure b). The 
rectus abdominis is working together with the pelvic floor. Place the hands on the 
front of the pelvis, and slide them toward the center as you plie downward ro support 
the shortening feeling (sliding together of filaments) of the transversus abdominis. 

4. In the upward plie movement, the transversus abdominis acts eccentrically, working 
together with the transversus abdominis. Place the hands on the front of the pelvis, 
and slide them outward toward the pelvic crests as you plie and upward to support 
the widening feeling (sliding apart of fi laments) of the transversus abdominis. 

5. Repeat the plies, focusing on the lengthening and shortening relationship of the pelvic 
floor and transversus abdominis. 

6. Sense the lower back musculature as it relates to the acHon of the pelvic 
floor. Place the fingertips of both hands on the lower back muscles-the 
bulges next to the lumbar spinous processes. As you plie down, visual
ize and feel the pelvic floor musculature widening and the lower 
back musculature shortening slightly. As you go up, visualize and 
feel the pelvic floor musculature shortening and the lower back 
musculature lengthening. These are subtle changes, so feel and 
visualize them, but do not exaggerate the action. 

7. Notice the lifted feeling in the pelvis and also your range of 
movement and stability. The spine may feel lengthened, and 
the shoulders may feel relaxed. Once you get the feel for these 
relationships, you do not have to think about anything but your 
dandng. The coordination becomes automated. 

5.11 
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COORDI'NATING THE PELVIS 

If the pelvic floor and transve:rsus abdomin ts muscles work in a balanced and antagoniistic 
fashion/ you have good pelvic alignment with plenty of freedom in the hip joint. Every plie 
constitutes a dynamic trainrng of the pelvic floor and deep abdominal muscles. 

If, on the other hand, your strategy to keep the pelvis aligned is to cont1ract the abdomi
nals, you block the swiveling action of the pelvrc halves, because you hold the AS IS (anterior 
superior iliac spine) in a fixed position. This action stops the sacral movement and impedes 
the hip joints' movements. Overriding the natural movement of the bones with force causes 
pressure in the hip j.oints. This is one of the reasons dancers often report tight and sore hip joints 
and low extensions. It is not overwork/ but a lack of information on how to creah~ dynamic 
balance and strength in pli·e by activat1ng and aligning the pe~lvic floor. If all the musde and 
bone actions confuse you, use metaphorical imagery to get the feel of it as you move. 

1. On the downward movement of pi ie, the back of the pelvis widens tike a fan, and 
the flront int·egrates (figure a). On the upward movement~ the front of the pelvis 
widens like a fan, the back integrates (figure b). 

2. Repeat the action several times focusing 
on only the f·ront side of the pelvis, then 
on the back. 

3. Finally, try to combine the front and back 
act ivity into one image. 

b 

~ • 
\ 
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ALIGNING THE THREE FLOORS IN THE BODY 

The peivic floor is not the only floor in the body. Other significant somewhat horizontal parti
tions are formed by the first rib circle and by the diaphragm. At! three of these floors of the ,._ 
body should coordinate to create alignment. In the following exercise, you wi II use breath 
and imagery to become aware of and strengthen the connections among these three floors. rJ.:!J'W/~ 

1. In a standing position, visualize fl.oors from bottom to top: the pelvic floor, 
the diaphragm, and then the first rib circle. 

2. lnhal·e, and notice the changes in the floors. The pelvic floor and the first rib 
drcle expand, and the diaphragm moves down and shortens (filaments sl ide 
together) {figure a). 

3. Exhale, and notice the changes in the floors . The pelvic floor and the f irst rib 
drcles integrate, and the diaphragm moves up and lengthens (figure b). 

4. Keep breathing and imaging until you can create a clear connection between 
the activity of all the floors. 

5. If-the floors are well aligned, your turns and jumps will improve . . If you are 
suffidendy warmed up, try some turns and jumps while imagining the floors. 
A lso notice the changing relationshjp of the floors in forv11ard and sideward 
bending movements of the torso. 

You can also practice aligning the floors in tne constructive rest position. By imagin
ing the floors as circles, align them with each other and perpendicu lar to the floor and 
imagine tnem sinking 1into the floor simultaneously. Once you stand up, move the arms 
over the head, to the front and side. Notice the changing relationsh ip of tne rib drcle 
to the pelv;c d rde. Perform an arabesque and developpe leg .extensions to the front1 

side, and back, and notice the harmonious change in the relationships of the circ les. 
Notice how much tne cirdes til t when you do this (figure c). Are the changes similar 
~rb~ legs? ~ ..... ,)~ 
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ALI.GNING THE SHOULDERS AND FIRST RIB 

Upper body alignment is important i:n dance. Round shoulders need to be correct·ed for 
technical as well as aesthetic reasons. If the shoulders are slouched forward, you reduce the 
mobility of the arms and neck. Balancing and turning are much more difficult with rounded 
houlders. The problem is not solved by simply pul'ling the shoulders back. 

To have naturally relaxed and aligned shoulders, the first rib level should approach the 
horizontal plane, the shoulder blades should be low on the back, and the spinous process may 
be perceived as hanging downward. (See also Frankl in 1996b, pages 215- 223). If the fi rst rib 
is pushed down in front, it compresses the ribs and organs and increases muscular tension. 
By relaxing the shoulder muscles, especially the trapezius, you can feel the fi rst rib. 

1 . TolJch the back of the neck with the right hand, and massage the neck muscles. Think 
of the many layers of muscles that are responsible for maintaining the alignment of 
the neck as folds on fol ds of soft, velvety curtain. 

2. Glide the fingers downward until you feel a bump at the bottom of the neck. This 
bump is the spinous process of the seventh cervical vertebra. Rub this process gently, 
then push it down softly and th ink of it melting. Visualize the breastbone floating 
upward. 

3. If you can reach it comfortably, rub the spinous process just below. 
4. Repeat the procedure using the other hand. 

5. Shake both arms for a moment to release all tension, then feel your upper body 
alignment; you may feel more lifted in the breastbone than before. 

6. Now lift the shoulder blades, and drop them s lowl y~ thinking of the trapezius muscle 
melting and the scapula sliding down the back. Uft your shoul.ders again, and drop 
them slowly and think of the front of the first rib floating upward as if it were be1ing 
lifted by a magic string. 

7. Perform a port de bras movement, and visualize the f irst rib circle spreading out like 
water rings (see figure). 

8. Now feel the position of the first rib as you move the arms into various positions. 
Does the fi rst rib feel level? Do the arms feel like 
an extension of the first rib? 

9. Try to visualize the first rib in pirou
ettes. (This image may 
be difficuh in the /-
beginning.) 
Does it move 
back? Does it 
tilt to one 
side? 

• 
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Organi( Alignment 
Organs are not just dead weights that you carry around to regulate the body's function
ing. They are in fact important for posture and the sound functioning of the jolnts. Ten
sion in the organs puts additional strain on the musculos.keletal system. Often back pain 
and allgnment problems can be relieved by discovering the organs in movement. This 
discovery includes having a sense of their size, weight, location, and spatial relation
ship. lf an organ is contracted or tense. the skeletal mus.des in the vicinJty often Ugh ten 
up as a result. Becoming aware o·f the organs makes movement easier and improves 
alignment, balance, and Hex1bllity. 

To access the organs through touch and imagery. it helps to focus on weight, space, 
expansiveness, and grounding, as well as a tlmeframe that Is slow and free flowing. 
Another way to access organs is through their movements dur1ng breathing and through 
physiological rhythms. 

Each organ has its own feel in movement and touch and its speclfic mind-state. 
According to Chlnese medical tradiUon, the kidneys are the organs of basic energy. 
They are also a filtering and regulating organ, balancing the body's water content. The 
adrenal g1ands, which sit on top of the kidneys like little slanted hats, are the organs of 
rest in activity and active rest (not unconscious rest). The kidneys and adrenal glands 
are located Just beneath the diaphragm and are constantly moving up and down with 
the breath. Between the kidneys we find the celiac or solar plexus. an accumulation of 
nerves (figure 5.2). Awareness of these organs, developed by experiencing them through 
touch, sound, and imagery can help your rotations in dance. 

~ , 
' 
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Figure 5.2 The lower abdom inal 
area around the kidneys and solar 
plexus is a good region to focus on 
to create a sense of expansiveness 
and spatial presence whi le dancing. 
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Organs are suspended from ligaments and buoyed by other organs. They are provided 
with lift through the suction of the lungs and the diaphragm, which acts as an antigravity 
device to levttate and stack the organ column. The liver weighs one and a half kilograms 
but does not feel heavy because of the Uft provided by the diaphragm. 
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THE KIDNEY-BLADDER-KIDNEY TRIANGLE 

The kidneys are biological filters vital to your health. Every minute, one fifth of the body's 
blood travels through the kidneys, is purified, and is adapted to the specific needs of the 
cells. This amounts to a filtering capacity of 1 ,800 liters each day. The kidneys excrete urine 
that is collected in the bladder. 

The two kidneys and one bladder form an imaginary triangle. The kidney-bJadder-kjdney 
triangle ,js an tmage that creates alignment, balance, and more power for movement By 
focusing on the triangle, you gain a three-dimensional focus and a feeling of depth inside 
the abdomen. 

1. from a standing position, place the right hand on the pubic bone. The bladder is 
'ocated behind this bone at the front center of the pelvis. 

2. Place the left hand on the left upper abdomenJ just below the left ribs at the level of 
the kidney. 

3. Focus on both organs, and see them as being related and connected. You may feel 
that they are coming closer together, or moving apart from each other. Both organs 
are actually always moving a bit as a result of breathing and other processes. Breathe 
into these organs. Start w ith the kidneys, then focus on the bladder. 

4. Exha.le w ith an audible sss while focusing on these organs. Imagine the sss causing 
the organs to make more space for themselves. 

5. Remove the hands, and notice any differences between the sides of the body. 

6. Stand on the left le& and notice how it feels to plie. Stand on your right leg, and 
notice how it feels to plie. 

7. lift the left arm straight up, and notice how the shoulders feel. See the arm connected 
to the kidney-bladder-kidney triangle. Do the same w ith the other arm, and you may 
notice that the connection does not feel as clear. 

-
r 

8 . Now practice the touch and imagery on the 
other side. 

9. Compare Hfting the arms w ith your focus on 
the shoulders to lifting the arms w ith the focus 
on the inner triangle. The shoulders may feel 
less strained when lifting from the triangle. 
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SU 1PPORTIVE PILLARS 5.16 

The intestine can be likened to a strong, muscular tube. This muscle is not weak, because 
it works many hours each day. By imaging the intestine as an internal support, you may 
discover a new sense of alignment and strength. 

1. Lie supine on the floor, and take a moment to notice the breath. Feel the body be~ing 
supported by the floor. 

2. Visualize the inside of the body, the organs that create your inner volume and weight. 
Do they feel as if they are in the front or in the back of the body? Do they feel pushed 
to the r1ght or the J.eft? Do you feel any one of them moving with the breath? Can 
you visualize any organ specifically? 

3. Focus on the large intestine and now its ascending and descending parts I ie on each 
side of the body. Notice their length from inside the pelvic bow~ up to the kidneys. 
Now visuaHze the targe intestine resting on the back body wall. Breathe into the targe 
intestine, and feel it lengthen as you inhale and shorten as you exhale. Keep breath
ing into the intestine untif you have a good feeling for its length and location. 

4. Stretch the arms o,verhead, and visualize the large intestine on each side of the body 
lengthening bet:\-veen the pelvis and the diaphragm. Place the arms at the sides to 
feel' the weight of the large j,ntestine. Let it drop down as if it could sink through the 
body and rest on the f loor itself. 

5. l et the mind be free of any imagery for a minute or two. Then roll to the right s;de, 
and get up slowly. Notice i\ 
whether you feel any change 
in your alignment. 

6. Imagine the large intestine 
supporting you as you perform 
a developpe extension or another 
dance :movement (see figure). 

L - ~ -.;; . 

... ___ ~ \ -

\ 

-. . -- --·--------~ » -

103 
Marepll1an 3a~ll1~e bll/1 asropcKll11 OM 



- ... ... 
,j 

Lungs and ~eart 
Many dancers are unaware of the tension they bold in the lungs; they simply think It is 
muscular tension. But the lungs contain a lot of smooth musculature located around 
the alveoU and bronchl. The alveoli are sacs where oxygen is absorbed into the blood. 
The walls of these sacs are extremely thin, onJy .002 of a millimeter, or three cells, 
thick. The alveoli remind me of foam surrounding the branchlike bronchi, the tubes 
that transport air. 

ll you release tension in the lungs, the upper chest wm begln to feel open and Ught, 
and you will improve spinal and pelvic alignment. The upper chest will feel naturally 
lifted, and the arn1s wiU have more freedom to move in space. The contraction and 
expans.ion of the lungs relates to the first rib circle and pelvic floor. When you inhale, 
the lungs expand, and the first rib circle widens. The diaphragm contracts (filaments 
slide together) and moves down. causing the pelvic floor to widen. When you exhale, 
the lungs contract through the upward movement of the diaphragm. The first rib and 
pelvic floor narrow. Muscularly speaking, the diaphragm's action is in opposition to the 
movement of the pelvic Door, first rib circle, and lungs (figure 5.3). 

- r-.. .. 
The relationship between the rib cage and the 

lungs is strong. Freedom in the lungs Increases 
. the flexibility of the rib cage. Imagine the ribs as a 

container filled with the lungs (as weU as the heart 
and parts of other organs). lf the substance inside 
the container is rigid, the surface of the container 

is not free to move. If the content is mobile, the 
surface is more flexible. You can't move ice 
frozen inside a balloon, but once the l,ce turns 
to water, the surface of the balloon is mov
able. This is how it feels when the lungs start 
to let go of tension. The rib cage is elastlc, 
floating on the supportjve lungs. 

The lungs are divided into separate parts caned 
lobes. The right lung has three lobes, and the left 
has two (to make space for the heart). For simplic
ity I refer only to the upper and lower lobes. The 
upper lobes are mostly in the front of the body, 
and the lower lobes are mostly in the back. 

Figure 5 .. 3 Notice the movement of the first rib circle and the pelvic 
floor as you inhale and ~xhal~. 

In collapsed po.sture, the upper Jobes are 
forced downward over the low:er lobes of the 
lungs. If you use muscular force to lift the shoul
ders and upper torso into better alignment, 
you wiU feel a tendency to collapse once again. 

10~ 

Because all tissue in the body is adaptive! the lungs and the surrounding connective 
tissue have changed to accommodate the collapsed position, even though this might 
be detrimental to the body. To change a downward collapse of the lung back to its 
original position, it is helpful to work with the lung directly, using touch and imaging a 
reposiUoning of the lobes. 

ar plllan 3a~lll~ bllll asropcKliiM npasoM 



REALIGNING THE LOBES OF THE LUNGS 

This exercise improves upper body alignment, lifts the chest without muscular strain, and 
creates more space for deeper breathing. It also reduces pressure on the heart and dia
phragm. 

1. Visualize the lobes of the lungs as stacked wedges that slide on top of each other. If 
possibl·e have a partner delineate the separation of the lungs with his hands on the 
front and back of the body using figure 5.3 as a guide I ine. 

2. Move the chest up and down, and visualize the upper lobes sliding on the lower 
lobes (figure a) . 

3. Once you have gained a sense of the mobility of the two lobes, imagine the lower 
lobes sliding dovvn and forward. :Imagine the upper lobes sliding back and up (figure 
b). It may help to inhale as you slide the upper lobe upward. Think of the lower lobe 
resting, or even pushing on the diaphragm as you slide the upper lobe upward. 

4. Notice that it feels easy to maintain upper body alignment. Feel the lower 
lobes resting on the diaphragm and the upper , __,.. ' :t 
lobes floating up. ~r 'v' ~~ ~ 

~U:! "i-' . ) . i 
5. Try some dance movements with the feeling of y- ''1 "? ' 

.t. l L ' v '.J tue ungs supporting h 1e sp i ne. ~ J 
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HEART LI'FTING 

Imagining the heart is a fast and simple way to improve alignment tn a few minutes you can 
ere a t·e a sense of I i ft in the upper chest, which a I so can I ift your mood. The heart is in constant 
motion. It rests on the diaphragm and moves with the breath. On exhalation rt rotates clock
wise (from your point of view), and it is slightly compressed as the diaphragm ascends. On 
inhalation it rotates counterclockwise, and it is slightly stretched as the diaphragm descends. 
These actions constitute a constant inner massage for this vital organ and support the flow 
of blood to the heart muscle itself. 

1. Allow yourself to slouch forward and notice whether this feels easy or uncomfort
able. 

2. Come back to an upright posture and place one hand over the heart, whichever feels 
more comfortable to you. 

3. Visuahze the heart behind the ribs and sternum, framed by the right and left lungs. 
It is slanted downward to the left and slightly to the back and is located more on the 
left than the right side of the body. 

4. Now think of a space between the heart and the sternum and ribs in front. Breathe 
into this space. 

5. Then imagine a space between the heart and the blood vessels 
and spine in back, and breathe into this space. 

6. Imagine a space between the heart and the right lung. Imagine 
a space between the heart and the left lung. Imagine sending 
your breath into these spaces. Feel the heart being buoyed by 
the spa·ce surrounding it. 

7. Think of the heart betng light and noating up. Imagine the hea~rt 
being supported by the aorta behind it like a flower being 'li fted 
toward the sky by its stem (see figure). 

8. Remove your hand and notice how your upper body posture 
feels. Do you still feel like slouching! or is there an actuaJ resis
tance against lowering the upper chest? 

9. Try some dance movements with this new sense of heart. 

MarepV1an 3a~V1~e blli1 aeropcKV1M npaBOM 



ALIGNMENT THROUGH SPINAL FLEXION AND EXTENSION 

Slowly flexing the spine from top to bottom in the standing position is a common exercise 
in dance~ especially modem dance. For a dancer this is an opportunity to look inward, to 
l.et goo( tension, and to improve alignment. 

The facet joints between vertebra l 
processes are rc:1ther fla~ and the t\vo 
surfaces can slide on each other when 
you bend and rotate the spine. Think of 
this sliding to release tension and create 
l·ength in the spine. The intervertebral 
discs make up 20 to 33 percent of the 
l·ength of the spine and are between 3 
mm (cervical) and 9 mm (lumbar) thick 
At birth the f luid content of the centred 
part of the disc (nucleus pu;lposus) is 
88 percent, and at age 77 it i$ about65 
percent (Norkin and Levagie 1992). The 
daily fluid content of the disc depends 
on movement and alignment Visua liz
ing the discs during exercise and dance 
can greallly contribute to " sense of 
l·ength and aljgnmenl of the spine. 

1. Stand in a comfortable position 
with tne feet parallel (Hgure a). 

2. srowly drop the h<?ad forward (figure b). 

b 

3. As you slowly roU down the spine, think of spinal facet Joints ·sliding, joint surface on 
joint surfa.ce (figure c). 

4. Experience this adion as very slippery and equal on both sides of tile spine. 

5. Focus first on the cervical spi.ne, then on the thoracic spine, then on the tum bar spine. 

6. When you have roHed all the way down, place the hands on ·the floor, and bend the 
knees sl.ightly, then (oek some of your weight forward onto the hands. Feel the weight of 
the head, and imagine the ribs dropping toward the shoulders on both sides of the spine. 

7. Image the space between the i·ndividual vertebrae widening and the discs expanding. 
You may also perform slight side-t·o-side rocking movements to open the jo;nt spaces. 

8·. Then· place your weight aU the way back on the feel, and slowly roll up, 
imagining the facet joints sliding, fi rst in the lumbar, then in the thoracic, and 
finaUy in the cervical spine. 

9. Image plump, fluid-fHied discs in uhe space between the individual vertebral 

10. 

bones (figure cf). In the mind's eye, fill them with pfenty of liquid so they can 
form strong, ·cushiony 'Supports bet\veen the vertebrae. 

Once you are ·erect, allow the lower ribs on the si·de of rhe body to drop and 
the first rib to float up. Feel the h~ad resting centered on the top of the spine. 

11. Repeat the rolling down and up two more times w ith tne sarne ~imagery. 

12. Notice any changes in your alignment, and perform a leg movement, uch as 
an extension to the side, front, and back, and notioe how it affects the spine. 
Perform smalf hops while imaging the resilience of the discs as if they were 
miniature waterbeds. This exercise will help you to gain a sense of li ft and 
length in your core, and re.lease t~ens·ion in the shoulders. 

p b 
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5.20 ORGAN ROLL-DOWN 

108 

Visualize the organs as tney are stacked up in the torso: At tne bott:om and center is the 
bladder, on top of whicn tne uterus or small intestine rests (see figure). On each sfde of tne 
bladder are the lower parts of tne large intestine. On tne left is the sigmoid colon, and on 
the right is the cecum. The large intestine forms two pillars at the right and left of the abdo-
men, reaching up to the kidneys. Between these pi llars is the small intestine. Above the 

transverse part of the colon are the stomach and pancreas on the left and the liver on 
the right. Above the diaphragm are the two lungs and to the center left, the neart. 

Above the neart rests the thymus gland. The head can also be considered to con
tain an organ, the brain. The brain has the consistency of gelatin (with a lot of 

intelligence mixed in). To simp I ify the image, focus on the brain, lungs, large 
intestine, and bladder in the following roll-down. 

Kidne~ 

Intestine 

Bladder 

1. SJt comfortably in a chair, and in itiate the mov·ement starting 
from the brain. Let tne brain drop forward and down, followed 
by the top part (top lobe) of the lung. 

2. The lower lobes of the lungs follow, then the large intestine, 
down to the bladder. 

3. As you come up, think of dropping the large intestine into the 
pelvic bowl; you can even think of pushing it downward to 
help lift tne spine. 

4. Then lift the upper part of the large intestine, the lower and 
upper lobes of the lungs, and then the brain. 

5. When you are all the way up, let all the organs rest into the 
pelvis and move through the pelvis while you re,main centered 
on the cnair. 

4. Repeat tne roiJ-down and roll-up three times before you check 
out your new postural feeling. 

You can a'so perform a roll ... down wnHe tninking of the nerves, 
spinal cord, and brain. Thrs ro ll-down is especialty helpful to create a 
sense of anxiety-free alignment. 
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to lose strength so suddenly. The change has happened in the mind directing the ner
vous system. 

l want to dispel the notion that merely strengthening the right muscles is sufficient 
to center you. lf It were that easy, then beJng centered wouJd be simply a matter of 
strength, and there wouJd be no need to reeducate the nervous system as a whole. For 
example, if the trapezius muscle is tight, it is difficult, if not impossJble, to experience 
aUgnment and centeredness. Your control Ls dominated by the restrictions in the neck 
and shoulders .. H you strengthen the abdominal muscles and the shoulders remain 
tense, you will then have stronger abdominal muscles as well as tight(er) shoulders. 
You may have more force, but you will still not be centered, and your balance and turns 
wtU not improve. 

You can, however, strengthen the muscJes that are located centrally in the body, and 
Jearn how to initiate movement from that center. Conditioning exercises cannot replace 
inc reased awareness of the whole body and its interrelated functions. Through con
scious movement you may learn how to support your dance from the newfound mus~les 
located In the center. To move with less effort and a sense of unity in the whole body, 
you have added your awareness to every exercise and dance step. The shoulders start 
letting go, because their tightness has lost its usefulness as a compensation for other 
weaknesses. Being centered is ultimately an emoUonal-mental-phys1cal state, so I suggest 
practicing calm and collected concentration to benefit most from ev·ery exerdse you 
do. The diaphragm and iliopsoas muscles serve as good starting points for centering 
exercises. because training these muscles has a calming and a strengthening effect. 

Core Strength for (fficient Breathing 
Efficient breathing is important in any peak performance activity and needs to be consid
ered part of any condlUonlng routine for dance. The most important musde for breathing 
is the diaphragm, which consists of a large muscular dome with a flat central tendon 
(figure 6. l). It is attached to the lower end of the sternum, to the lowest six ribs, and 

to the spine vla two muscular extenslons called crura. The c rura 
are arranged vertically on the front of the spine and help to pull 
down the diaphragm on inhalation. The diaphragm weaves into 
the fibers of the transverse abdominal muscles and has various 
connections to thoracic and abdominal organs such as the Hver. 
The diaphragm has three major openings: one for the esophagus~ 
one for the aorta, and one for the vena cava. (For further reading 
on this subject, see also Franklin l996b, pages 261-263.) 

Although we can experience the diaphragm as the most impor~ 
tant muscle for breathing, in a sense every muscle in the body 

supports our inhalations and exhalations. ln deep breathing during 
exercise1 the body functions as a giant bellows involving a myriad of 
muscles in the breathing process. Ukewise, every tense musde, even 

if it is located in the foo~ jaw. or hand. reduces breathing capacity. 

Ftgure 6.1: The diaphragm is the 
most important muscle for breath
ing; ;1 separaaes th thoracic cavity 
from the abdominal cavity. 

A popular method to improve aJignment and to create strength in 
the abdominal muscle-S is to pull them inward and upward toward the 

spine. This strategy may make you look thinner for the time you are 
pulling in, but it also makes breathing more difficult and reduces jolnt 

flexibility by increasing the body's general tension level Jt also reduces 
the stability of the lumbar spine (see chapter 5). To better understand 

- -

why pulling In the abdominal muscles is not beneficlaJ to breathJng, take 
a brief look at the evolution of the diaphragm. 

uo 
MarepV1an 3a~V1~eHHblli1 aeropcKV1M npaeoM 



fish don't have a diaphragm. They breathe by letting water pass through the gills and 
extracting oxygen, which transfers dlrectly into the bloodstream. Land animals cannot 
function w1th gi1ls, because air would not pass through the gills with enough pressure 
to be extracted. A land animal with gil1s would have to be running at 150 miles pe r hour 
all the time to be able to breathe! So the first )and-dwelling animals evolved a system 
to suck air into the newly evolved lungs by expanding the ribs. This system, howevert 
had a drawback: As the ribs expanded, the air was pulled into the space created by the 
widening ribs. but so were the abdominal organs. So, a connective tissue sheath was 
developed at the bottom of the lungs. This sheath acted as a barrier to keep the organs 
out of the space destined for the incoming air. 

As animals became more complex, this sheath became a muscle that could push 
the organs down duJing Inhalation, expanding the lungs to a greater degree. For this 
pushing to happen efficiently, one problem had to be solved: where to put the displaced 
organs. ln a fish, ribs are all along the spine from head to tail! so there is no place f,or 
displaced organs to go. In mammals, the ribs reach down only to the twelfth thoracic 
vertebrae. The lower ribs were replaced by the abdomjnaJ muscles that function as 
elastic rlb replacements in conjunction with diaphragmatic breathing. The vestiges ol 
the actual ribs are the transverse processes of the lumbar and cervical vertebrae, which 
now serve as important attachments for spinal muscles. 

The abdominal muscles owe their existence to breathing. not to pelvic posiUoning 
or alignment. They carry much of the weight of the organs in four-legged animals (and 
crawling babies). If you pull the abdominals inward, you will push the organs against 
the diaphragm~ which is then not able to properly move downward during inhalation. 
The diaphragm and abdominal muscles are antagonists-when the one lengthens, the 
other shortens. You may want to sacrifice some breathing for a leaner look and the 
illusion of strength, but by doing so you create other problems. 

The crura of the diaphragm have fibrous connect1ons to the most important hip flexor 
muscles; the psoas major and the Iliacus, known collectively as the iUopsoas (figure 
6.2). If you puJI the abdominal wall Inward, you not only have trouble breathing, but you 
also lose some of the power and flexlbiUty in the hip joint. spine1 and shoulde r mrriiP ~~m~~~~ 
If you think you need to correct your pelvic aUgnment by pumng in _," 
the abdom•nat want It may be time to instead look a t improving organ 
tone, balancing the joint movement in the pelv1s, spine. and l·egs, and 
conditjoning the iliopsoas and deep lumbar spinal musculature. 

On exhalation the abdominals help push the organs back up lnto the 
diaphragm, helplng the Jungs to expel air. The shallow breathing result
ing from holding the abdominals reduces their natural conditioning; 
the deeper you breathe, the more the abdominal muscles condition, 
24 hours a day. Thls superior abdominal exercise also provides you 
wJth more energy than a holding strategy. Also, when you hold in the 
belly, you compensate by breathing with the upper chest, raising your 
center of gravity and making you less stable for turns and balances. 
Upper chest breathing tends to make you feel anxlous and tense, hence 
the need to concentrate on abdominal breathing. 

The abdominal organs actualty aid inspiration by using their weJght 
to pull the diaphragm down. Expiration is aided by the lungs, which 
retract elastJcaJly on exhalaUon and help to pull the diaphragm 
upward. Therefore, organ-assisted breathlng is impeded by habitu
ally puJUng in the belly (SchJebler. Schmidt. and Zilles 1997). 

Once you have gaLned deep pelvic strength and balance, you will 

Diaphragm 

Uiacus 

have more flexibility and better peJvi.c alignment, feel less high-strung, Figure 6.2 The crura connect the diaphragm 
and even have flatter-Jooking abdominal muscles. to the iliopsoas (hip nexor) muscles. 
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LIBERATED BREATHING 

The following explorations help you become aware of how tension influences breathing and 
flexibiJity. Once you notice that breathing freely helps flexibility, do not be overly concerned 
about your abdominal muscles popping out. Once you have conditioned the deep lumbar 
muscles, the abdominals wi ll fall back (to describe the feeling) toward the spine naturally 
without impeding the breath. 

1. Perform a high leg kick, and notice how smooth the action feels in the hip joint. 

2. PuU in the betly, perform a grand battement, and notice the elevation of the leg and 
the smoothness of the htp joint. 

3. Repeat the action with relaxed breathing. How high does the leg go? 
4. Arch the spine sideways (lateral flexion) to the left and right. 

5. Then pull in the belly, and do the same movement. You may notice that you have 
tost flexibi lity in the spine. 

6. lift and lower the arms over the head. 

7. Puff in the berl y, and repeat the movement: You may have less range or feel resistance 
in the shoulders as you perform the movement 

You can always force the movements just described using more strength, but you will be 
exerting additional pressure on the joints and accelerating their wear and tear, which is not 
a good strategy for someone who wants a long and healthy career in dance. 

8. ow push the tongue upward against the hard palate, and clench the jaw. If you kkk 
the l·eg or perform a passe retire, you may notice that you have Jess ease of motion 
in the hip joint. 

9. Relax the jaw and tongue, grand battement or passe again. The movement may feel 
• easser. 

10. While focus•ng on the breath, push the hands against both sides of the skull. Notice 

l1. 

how th is pressure affects breathing. 
Let go of the head, and notice that you can now 
breathe more deeply. You may even feel the 
diaphragm releasing. In a sense the skull bones , 
and the connective tissue beneath the bra•n ~ ....... __ w _ ... __ - ~ 

are a sort of diaphragm. ~ 
12. To let go of residual tension in the diaphragm, 

visualize the d iaphragm as a set of sails biUowing 
in the wind. 

--... ( . 

l ~-~ 

A 
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ACTIVATING THE DIAPHRAGM-ABD·OMINAL 
MUSCLES CONNECTION 

~~~------------------ • --

Although breathing is central to our existence, few exercises focus on conditioning the dif
ferent body parts involved in the process. The first part of this exerdse increases your breath 
awareness, while the second part focuses on lengthening the crura and the diaphragm. The 
exercise reduces strain on the spine, improves alignment, and helps create a sense of length 
in the front of the spine. It also strengthens the diaphragm and abdominal muscles, relieves 
stress, and deepens the breath. 

1. Lie supine with the knees bent at right angl·es and the feet on the floor. 

2. Let yourself breathe for a minute or two. Do not try to influence your breath; just 
witness it as if you were watch ~ng a performance. 

3 . Visualize the movement of the diaphragm. Watch it move down on inhalation and 
up on exhalation. 

4 . Visualize the lengthening and shortening of the musde fibers of the diaphragm; 
filaments sliding together on inhalation, apart on exhalation. Pay attention to the 
1engthenlng phase, feel tng the musde ftbers melting into length on exhalation. 

5. Focus on the antagonistic action of the diaphragm and abdominal muscles. As you 
inhale, the diaphragm shortens and the abdominal muscles lengthen. As you exhale, 
the diaphragm J.engthens and the abdominal muscles shorten. Let the abdominal 
muscles drop down toward the spine on exhalation as if they were a large leaf fa lling 
to the ground. 

6. Now focus on the sliding f ilaments: As you. inhal·e, the filaments of the diaphragm 
slide together and the filaments of the abdomjnal muscles slide apart. As you exhale, 
the filaments of the diaphragm slide apart and the filaments of the abdominal muscles 
slide together. 

7. Notice how the organs are rocked between the diaphragm and the abdomina[ waU 
and pelvic floor. Your breathing ~s organ massage, toning the organs and he~ping to 
flatten the abdomina[ wall. 

8. Watch the dome of the diaphragm move toward the head, and the edges of the 
diaphragm drop downward and inward with the ribs on exhalation. Watch it move 
downward toward the pelvis and the ribs move to the side and up on inhalation. 

9. Stand up and walk around whil·e watching the breath. Notice how watching the 
breath influences your movement. Perform a dance movement white watching the 
breath. 

• 

- - -
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6.3 CON'DITIONIN·G TH.E C,RURA, REL:EASING THE BACK 

J 

h 

The crura are an important but neglected part of the d~aphragm. They anchor the diaphragm 
to the spine, aid in deep breathing, and help support the lumbar spine. Through their rela· 
tionship to the psoas major, they support flexibility in the hip joint. 

c 

\ 

1. Focus on the crura. lmagi.ne the dome of the dia
phrag~m connected to the lumbar spine. Visualize 
the crura shortening on inhalation and lengthen
ing on exhalalion. 

2. Place two ba II s. next to each other under the upper 
back. You may also usc a rolled towel. 

3. Put the hands behind the head to cr.eate neck 
support (figure a). 

4. Exhale, and slowly lower the hea·d and upper 
back to the floor. Visualize the abdominal mus
cles lengthening. 

5. Return to the starting position, .and think of the 
abdominal muscles shortening. 

6. lower the head to the floor, and visuat~ze the 
crura 'engthening. Rest the arms for a moment 
(figur-e b ~. 

7. Inhale as you return I'O your slart•ng position. 
lmagi.ne you can support the mov,ement with the 
help of tne shortening crura of the diaphragm 
(figure c). 

8. Repeat the exercise four times, visualiz1ng the 
lengthening o( the crura and abdominal mus
des. 

9. Remove the balls, and notice changes in your breathing and the length and width of 
the back. 

T 



DIAPHRAGM AND PLIE 
--~~~-~-~---- -- -- - -

One of the most common movements in dance found in aU genres-is 
the plie. Doing a pli~t you l·earn how to align and coordinate lowering /: ...,.,.-~
and elevating the body's center of gravity. This skill is key to many 
dance steps. Breathing greatly influences the plie and can support or 
hinder its action. The foUowing exercise explores this connection. l 

I • 
1 

1. Perform several pHes, and notice smoothness and depth 
of the movement. Notice your style of breathing. Do you 1\ 
inhale or exhal·e as you descend? Do you inhale or exhale 
as you ascend? Which action do you prefer? 

2. Rest for a moment, then place your nands on the back part of 
your low.er ribs. Notice the breath. Imagine the incoming breath 
billowing the diaphragm like sails in the wind, causing the ribs to move 
sideways and back Notice several breaths with this image. Notice that 
the diaphragm lifts its edge to follow the ribs sideways and up on inhalation, 
while the muscle itself shortens (ftgure a). 

3. Place the hands at the top of the chest, and notice the spreading of the first rib circle 
and pelvic floor as you inhale (figure b). 

4. Place the hands in front of the pelvic ftoor, and notice the narrowing of the pelvic 
floor and the first rib circle as you exhale. Repeat the image during several breaths 
(figure c). 

5. Perform a descending plie, and visualize the diaphragm and pelvic floor spreading, 
opening Uke the shutter of a camera. 

6. As you ascend, feel the pelvic floor narrowing like the shutter of a camera. 
7. As you plie, feel the diaphragm resting on the organs like a silken doth. Allow all 

tension to flow out of the diaphragm. 

8. Ascend without losing the feeling of ease in the diaphragm. 
9'. Repeat the pi ies with imagery unti I you notice changes in the range and f luidity of 

your movement. 

-

• 
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The psoas Is a powerful stabilizer of the lumbar spine during hip flexion. Because it 
is able to flex the spine. especially across the lower lumbar vertebrae and sacrum. it 
counteracts the tendency of the IUacus to arch the back. It also is able to compress the 
lumbar spine to achieve more stability. The only reason to consider them as one muscle 
is because of their )oint contribution to hip flexion. In most dancers. the psoas major 
needs more strength. and the macus needs more length. The abdominal muscles may 
also engage to keep the pelvis from tlltlng forward and archjng the back in hJp flexion. 
But if the abdominals are used exclusively to lift the front of the pelvis, the psoas major 
is not sufficiently trained to stabilize the lumbar spine, breathing is inhibited, and the 
sacrum countemutates (tucks the pelvis). All these factors contribute to reduced hlp 
flexion and to a loss of leg alignment. Also. a nutated sacrum is more stable than one 
that is counternutated. Jdeallyr a dancer learns to engage the psoas major before the 
musde•s weakness is masked by abdominal exercises. 

The il1opsoas tendon Is a source of many problems for dancers. Jf the iliopsoas is not 
stretched and strengthened to create balanced movement patterns, the dancer com
pensates by using the superficial hip Oexors, which eventuaUy begin to feel sore and 
in the way o·f proper leg elevation. A common problem is the snapping hip syndrome. 
which is often experienced when moving In and out of an extension Ala second e. The 
underlying cause may be the snapping of the iliopsoas tendon over the minor trochan
ter or hlp joint capsule. Snapping while moving into extension to the front may also 
be caused by the Ulotiblal band or gluteus maximus tendon snapping over the greater 
trochanter (Southwick, Michelina. and Ploski 2002). ln many cases these problems can 
be resolved through modification of te<:hni.que. 

The i1iopsoas and transversus abdominis musculature is aJso linked to the kidneys 
and the organs of the lower abdomen. The kidneys are located just in front of the 
psoas and quadratus lumborum muscles. VlsuaUzlngthe ftowof blood through /-------~:::::.\ 
the kidneys can help the underlying muscles contract and release in a r 

more fluid fashion. 
The third muscle in the group is the psoas minor. The psoas minor is 

reported to be absent in 40 percent of humans. Interestingly, anatomy 
texts l have researched from the early 1900s do not report this absence. 
although extensive cadaver studies were performed. Jt appears that an 
increasingly sedentary lifestyle does not require a psoas minor, which 
is an important muscle for the subtle adjustment of pelvic aUgnment. 
This muscle is interesting; it may be the deepest abdominal muscle. 
The psoas minor originates on the s1des of the twelfth thoracic and 
first lumbar vertebrae. It inserts on the front of the pelvis (pubic 
rami) and on the inguinal ligament next to the rectus abdomlnls. If 
the psoas mJnor contracts, the front rim of the pelvis is pulled upward 
toward the twellth thoracic vertebrae (figure '6.3). This lifting feeling 
is much appreciated by danc·ers. Many dancers JUt by engaging the 
superficial abdominal muscles, reducing the flexibility of the joints 
of the leg previously mentioned. Once the psoas major and minor 
are strengthened, the dancers expeTience a revelation. The feeling 
of lift now originates deep in the pe1V1s. Sagglng abdominal muscles 
caused by a forward tUted pelvis shorten naturally as the front Tim 
of the pelvis IJfts, making the abdominal muscles appear ftatter. The 
abdominal muscles, especially the rectus abdominis, then aid in lift
ing the front of the pelvis without excessive tension because of their 
balanced tone-length relationship. 

---- l 

' : 

Contractlng the gluteals Is an equally unsuitable alignment strategy 
for the pelvis, because they extend the hip jolnt1 and the movement 

Figure 6.3 V\lheo rhe psoas minor coo
tracts, it lifts th~ iront of the pelvis. 

IU 
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in a pll~ involves flexing this joint. Likewise, if you try a battement with contracted 
gJuteals, notice that the leg does not go very hJgh. The gluteals are hip extensors, and 
they oppose tlle movement of hip flexion required for leg lifts. Often this fact comes as a 
surprise to the dancer who has been instructed to engage the gluteals to create a lifted 
pelvis. In the final tally, a dancer ends up wtth a W·eak psoas major, shortened iliacus 
and gluteals, and LnhlbJted breathing, which In tum lead to a shallow pUe, stJlfness ln 
the groin, lower back pain, and lack of extension and turn-out. A1so, if the dancer forgets 
to hold in the abdominals and glutea~s. the arched back reinstates itself in an instant. 

The iUopsoas Is also a weak internal rotator of the femur below 90 degrees of leg 
elevation. The ability of the iliopsoas muscle to both anteriorly tilt the pelvis and turn ln 
the femur contributes to a lack of tum-out tn dancers with an Imbalance In the strength 
and length of the iUopsoas muscle. Dancers may try to prevent arching the back and 
rolling the feet and knees Lnward by contracting the abdominal muscles and tigbtenlng 
the glutealst but they Jose flexibility in the process. 

Although stretching the iliopsoas does provide temporary relief, it does not rectify 
faulty movement patterns. Performing the following muscle balancing exercises accom
panied by the appropriate imagery reeducates the nervous system to create more 
efficient movement. First. you will create awareness of the psoas major and condition 
its lumbar stabilization capabiUUes. Then. you wUl activate the psoas minor to help 
posteriorly tilt the pelvis Oift the front of the pelvts) and create length in the lllacus. 
Iliopsoas stretching may be part of the strategy ll you are simultaneously increasing 
the balanced strength of the iliopsoas muscle. Conditioning the abdominal muscles and 
erector spinae is the next step. 

The iliopsoas and transversus abdominis musculature is also Hnked to the kidneys 
and the organs of the lower abdomen. The kidneys are located just In front of the psoas 
and quadratus lumborum muscles. Remember that approximately 1,800 Jiters of blood 
flow through the kidneys daity. Awareness of this Row can help the underlying muscles 
contract and release in a more Ouid fashion. 

DISCOVERING THE ILI,OPSOAS 

In this exerdse you w ill visualize the iliopsoas and begin to develop a sense of location and 
d irection in these muscles. This awareness is initially not so easy, because the muscles lie 
deep inside the pelvis and next to the spine. 

1. Sit comfortably w ith the knees bent at90 degrees and the feet flat on the floor, 

2. Think of the iliacus, which connects the insides of the pelvis to the top inside of the 
leg. Think of the psoas major, which connects the sides of the spine to the top inside 
of the leg. The psoas is somewhat vertical as it travels next to the sp ine, but once 
it passes the pubic bone, it becomes more horizontal, front to back, as it f~nds its 
insertion on the top inside of the femur (figure a). 

3. If you stand up and this muscle is tight, then the pelvis ti lts forward~ the lumbar spine 
is pulled toward the legs, arching the back (figure b). To avoid th is problem, imagine 
the muscle filaments sliding apart as you stand up, and sHding together as you sit 
down. 

4. Lie down supine in a comfortab le position w ith the feet on the floor and the knees 
bent at a 90~degree angle. 
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5. Visualize the iliacus originating expansively on the inside 
of the iliac fossa and connecting with the psoas major to 
form a joint tendon attaching to the femur. Imagine the 
widely spread attachment of the iliacus on the inside of the 
ilium and iliac crest, and glide the fingers along the iliac 
crest to reinforce this sensation. 

6. As it cascades over the pubic bone, imagine the psoas 
major as a miniature waterfall (figu re c). 

7. Once you realize that the top of the thigh is connected to 
the sides of the lumbar spine and the inside of the pelvis, 
you can imagine the distance between these two places 
• • mcreas1ng. 

8. Visualize the line connecting the center of the knee with 
the center of the hip joint. Try to visualize the insertion of 
the iliopsoas on the femur (upper leg bone} being lateral 
(on the outside) on this line. The line connecting the center 
of the knee with the center of the hip joint is the rotational 
axis of femur. If the muscle shortens it flexes the hip joint 
and can also turn the femur inward around this axis. The 
action should remind you of the turning of a crank (figure 
d). A tight iliopsoas therefore limits y·our turn-out in a plie. 

J 
I 

9. Flex the right leg over 90 degrees. Now the line of pull of the muscle moves to the 
inside of the rotational axis. Now the iliopsoas is an external rotator, and it will 
strengthen your turn-out in extensions. Standing, perform a passe retire movement 
and imagine the psoas major lengthening to aid your turn-out (figure e). 

10. Lower the right leg, and perform the exercise with the left leg. 

d e 

~ 
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6.6 'BALANCING THE ILIOPSOAS AND ABDOMINALS 

tlO 

This exercise, adapted from Andre Bernard, the late master teacher of ideokine:sis, gives us 
a sense of how the iliopsoas relates to the abdominal muscles and lower back. Focusing on 
these re'lationships is the fi rst step to ba lancing these muscle groups. 

' 

1. Lie supine in a comfortable position, with the feet flat on the floor and the knees 
bent at right angles. 

2. Li ft the right foot off the floor, and notice whether this movement causes your abdomi
na[ muscles or l·ower back muscles to tighten, even minimaUy. Also, does your pelvis 
t i It forward or to one side as you do thts? Are you pushing the left foot into the floor 
in an effort to lift the right foot? Are the shoulders and neck tightening? Notice the 
body's reaction to the l·eg li ft without ac-tively intervening. 

3. l.<>wer the right foot, and perform the same action with the left foot Is the situation 
similar on th is ide, or does it feel different? Does the belly tighten more, less? A~re 
you arching the back? Are you pushing the right foot into the floor to help lift the left 
leg? 

4. Lift the right foot aga in, and imagine the psoas major flowing down next to the 
spine like a river. Lower the right foot, and lift the left foot while imaging the psoas 
as a river flowing next to the spine toward the femur (see figure). 

5. Imagine the lower back muscles melting, dripping down like warm wax. 

6. Repeat the movement fi ve times on the right and left sides of the body. 

7. Notice any changes in the 'ower back and abdominals. The back may feel more 
spread out after this exercise. 

' ' ' . 

' 
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CENTERING THE FEMUR 6.7 
- --- ----· 

The following exercise creates a sense of the relationship between the hip joint and the ilio
psoas. Discovering the hip joint and activating the rdeokinetic line of movement between 
the knee and hip socket creates a balanced tength-tension relationship in the psoas. 

1. lie comfortably supine with the knees bent at right angres. 

2. Notice how the back rests on the floor. Is the lumbar spine arched? Docs the neck feel 
lengthened, tight, lifted? Are the shoulder blades resting comfortably on the floor? 

3. Take a few minutes to monitor your breath and your posture as you rest oo the floor. 

4. Bend the right leg jn the hip joint, and place the left hand on the top of the knee. 

5. Imagine the head of the femur resting, even sinking into the hip socket. Imagine 
resting back into a comfortable armchair after a long day of work, and transfer this 
feeling to the femur head-hip socket relationship. It may be helpful to think of the 
jawbone resting into its socket as well. from a musde balance perspective, the fates 
of the hip and jaw are often linked. 

6. Slowly rotate the femur with the left hand. Try to be 
completely passiv·e in the l·eg, initiating the rotation 
with the hand only. Keep thinking of the femur head 
dropping deeper into the socket. 

7. Add the image of the psoas flowing down next to 
the spine and over the hip joint Imagine the psoas 
flowing deep in the gulley next to the spine. Imag
ine the iliacus spread out on the inside of the i I ium 
like water gushing up onto a flat, sandy beach (sec 
figure; see also figure on page 120). 

8. AUow the movement in the hip joint, not in the 
lower back. Perform small circles with the knee, 
eight times to the right and eight times to the 
left, then stretch the right leg up vertically 
and shake it out. As you move1 keep think
ing of the femur dropping deep into the hip 
socket 

9. Before you repeat the movement on the 
other side, perform a gentle leg lift with the 

-0 -

----......_ ---.. '} 

right, then the left leg to compare ease of movement between tne exercised and 
the nonexercised leg. You may notice that the srde on \vhich you practiced feels 
more centered. 

111 



6.8 RELEASING THE LOWER B.ACK 

Ill 

By strengthening and lengthening the iliopsoas muscle, this exerdse promotes a feeling of 
spreading and relaxation in the muscl·es of the lower back. It releases tension in the back 
and the hip joints after rehearsal or dance class. 

1. Place two balls under the pelvis, and bend the knees so that the feet are flat on the 
floor. lift the left leg up to the chest. Breathe freely, relaxing the abdominal musdes. 
It may feel comfortable to have some sort of support under the head. 

2. Lower the left leg unti I the reft foot is on the f loor. 

3. SJowly lift the left leg again as in step 1. Melt the Jower back into the floor. Allow 
the shoulders and neck to stay relaxed. 

4. Imagine that each knee is supported from underneath by a silk scarf, each end sus
pended from the beaks of two birds (see figure). The scarf lowers and raises the leg 
for you so you can stay relaxed and keep breathing. 

5. Repeat the action seven times. 

6. Remove the balls, and notice changes in the lower back and pelvis. You may feeJ 
lopsided, because the left pelvic half and lower back has relaxed and dropped. 

7. Practice nip flexion, and compare the relative ease of motion of the left and right hip 
joints. 

8. Repeat the exercise with the other leg. 
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6.11 
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PSOAS LEG SLIDE 

This exercise offers the chance to stretch out the legs and lengthen the iliopsoas muscle 
without it having to carry the we•ght of the legs. ldea.Uy the floor you are exercising on is a 
bit slippery, so you can easily slide the feet downward (or wear socks to help slide). 

l . Place the soles of the feet on the noor, and bend the knees at a 90-degree angle (as 
in frgure b of exercise 6.1 0). 

2. Slowly s'l ide • he feet .a long the 
floor until the legs are str,etched 
out (figure a). 

3. Rest, and imagine the lower back 
dropping to the floor. 

4. I ide the l ~egs back up, al l1ow
ing the lower ba ck to drop 
down toward the floor. Keep ahe 
shou1ders, neck, and breathing 
relaxed. 

5. Repeat these movements three times using imagery. 

6. As y·ou slide the legs in and out, think of the psoas lengthening and the lower back 
dropping to the floor. ~magine yourself standing with this lengthened sensation in 
the lower ba.ck. 

,. 
( r • . • 

I 

b 
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7. Stand upright, and imagine the weight of the pelvis 
resting on the femur heads. 

8. Bend and sHetch the knees, and think o( boundng 
the petvis on the femur heads. VisuaHze the t ilbone 
dropping to the floor. Think of the sit bones suspended 
below the femur heads. 

9. Brush the hands down the sides o( the leg .and down 
the back of the pelvis. ~magine ~he sides of the legs 
rereasing ·tension while the suppon of the femur heads 
• mer eases. 

1 0. Transrer weight from one leg to the other, and feel the 
wetght being transferred (rom one femU'r head to the 
other. Keep imagining the tai I dropping downward. 

11 . As you walk, think of each Ningor a leg as a chance 
~o ~engthen the psoas major, to increase the distance 
between 'Spine and leg. As you perform a battement 
tendu to the back, think of the leg being released into 
movement by a lengthening p oas major (figure b}. 

12. Imagine the front ,of the pelvis be,ng levitated by the 
force of the psoas m;nor whliile the psoas major flows 
down n~xt to the spine. If you use this image diligently 
whi'le walking, you will tum this common movement 
into an instrument for better dance technique. 

T b 



REST FOR THE LEG. 6.12 

It is important to ~relax the iliopsoas regulady, after dance class and whenever the hips or 
back feel t ight. This exercise re11eases tension in the whole leg and low·er back and :requires 
the help ·Of a ballet barre, or ~even better, a partner. 

1. Attach a Thera-Band securely to th~ barre, and fasten the looped ends around one of 
your feet. Lie supine with the legs stretched out. l.f you are working with a partner, she 
will cradle one of the legs in a loop of extra-resistant (gray) Thera-'Band (see figure). 
If none are available, a large towel wi II do. 

2. As you ar-e lying on the froor, place one hand just inside the peilvic rim, and visualize 
th@ iliopsoas muscle beneath your hand. Imagine the iliopsoas resting fluidly next to 
the spine. 

3. Rotate the leg in\ovard and outward, and visualize the sliding action of the ilioposas 
filaments.: together as you rotate inward and sl.ightly flex the hip joint1 and apart as 
you rotate outward and sl i ghtJ y extend the hip joint. 

4. Remove the band, and compare the feeling on both sides of the pelvis and 'lower 
back. 

5. Perform a low leg k ick for ·com
parative :purposes. 

6. Repeat the exerc•se on the other 
side. 

7. Walk, and enjoy Lhe feeHng of 
psoas and hip joint freedom. 

T p 
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The purpose of this exercise is to discover the iliopsoas as an important factor in a well
aliigned and coordinated plie, which releases strain on the knees and keeps the torso and 
pelvis aligned by creating lift without tension. Iliopsoas awareness helps avoid dropping the 
weight into the knees. 

The imagery promotes equal action of both legs and allows you to engage the adductors; 
a muscle group key to tne specific strength needed in dance. Tne adductors can be engaged 
and felt when the Hiopsoas muscle group nas found balanced length and strength. The adduc
tor- iliopsoas relationship is also described in Pclmela Man's book on the work of Barbara 
Cla1rk called A Kinesthetic Legacy, The Life and Works of Barbara Clark (Matt 1993). 

--. 

1. Perform a se·ries of plies in first, then second position, then in first position aga•n. 
Visualize tne sl iding action of the iliop5oas muscle fi laments, sliding together when 
you go down, apart when you go up. 

2. Imagine the psoas major and the lower back muscles as fluid filled, wh~ch is very 
much the truth, because muscles, like most tissues in the body, are mostly water (see 
figure). 

3. Keep this fluid sensation in the lower back and psoas major muscles as you move 
up and down in plie. 

4. Think of sand particles floating in the fluid. Allow these sand particles to settl·e down
ward toward the pefvis. 

5. Notice the points that tense up, if any, and think of them becoming nuid or settling 
downward as sand partides. 

6. Feel now you direct tne push of the foot on tne floor, especially wnen movi,ng upward 
into the inner thigh muscles (adductors) and psoas major. Feel these muscles creat
ing a central core of support, allowing the periphery of the body to release excess 
tension. 
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LEG FLOATS UP 6.14 

A common problem in dance technique is raising the pelvic half on the side of the extend· 
ing ~eg, even in low leg positions, resulting in a sidewa·rd bending of the lumbar spine to the 
side of the supporting leg. This action distorts the supporting leg and may lead to pain in the 
lower back as the spine contorts to accommodate the pelvic imbalance. 

When you first try to perform a developpe without raising the pelvic haJf, you may find 
it difficult and not know where to get the strength to lift the leg. Many dancers overuse the 
superficial hip flexors to raise the leg, such as the rectus femoris or tensor fasciae latae. Also, 
if a dancer is in the habit of tucking the pelvis, she may overuse the abductors to raise the leg. 
Both of these strateg.ies cause a feeling of tightness and strain above the hip joint, because 
these muscles are not suited to create high leg efevation. These habits reestablish themselves 
unless you ;inhibit them and focus on the desired initiation and supportive imagery. 

1. Perform a developpe to the front and side, and notice how high and eas:ily your leg 
moves. 

2. Place a hand on the pelvrc rim on the side of the extending leg. Notice whether you 
initiate the developpe by I ifting the pelvic crest on the side of the leg raise . 

3. Remove the hand and try to developpe without the pelvic crest lifting up, even if the 
leg feels frustrating:ly low. Visuafize the insertion of the iliopsoas on the top inside of 
the femur. Imagine this i:nsertion floating up. r 

4. Visualize puppet strings attached to the minor trochanter \ 
pulling the leg into action. (You may also improvise a \ ~ . 
dance with this image to really appreciate it; see figure ) [l~ \ 
a.) • l l \ 

5. Visualize a downward flow within the psoas major muscle. 

I 

The flow may feel like a vortex of water spiraling clockwise 
on the left and counterdockwise on the right. The more 

a 

.. ------.;; u 

' ' 

you can feel the fluidity of the psoas 
major, even when it is contracting, 

the higher the leg can go. 

6. Perform a grand battement (high 
leg kick) whi·le trying to initiate 
the movement from the contrac
tion of the psoas major (figure 
b). 

7. Before practicing with the other 
leg, developpe the right and left 
legs and notice any changes in 
movement sensation. 

I 
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RES:ILIENT JUMPING WITH A LENGTHENED ILIOPSOAS 

WeU-coordinated iliacus and iHopsoas muscles are important for centered jumps. l~f your 
preparation for a jump involves tensjng this hip flexor, the back wi II arch forward when you 
j ump up or land, causing the shoulde-rs and head to move back to compensate (figure a). 
When you land, the pelvis tilts forward, and you have to use a lot of muscle power to sta
bilize the body (figure b). Needless to say, this action hurts the lower back as well as your 
technique. 

The usual correction for this problem is to tighten the abdom~ina l musdes. This solution 
reduces the bounce and elasticity of the whole body that is key in jump,ing. U a:lso counternu
tates the sacrum, creating a less stable ihosacral joint~ which is not healthy when you consider 
the amount of force passing through th is joint when you ~l and. Stretching the i I iopsoas alone 
does not solve the problem; you need to become aware of the lengthening action between 
the top of the thigh and tne lower spine when you jump. 

' 

I 

I 

I I 

( 
i 

1. Practice a few jumps, and notice the feeling and movement of the 10\ver 
back. If you breathe freely, does the belly pop out? This is a sign that the 
iliopsoas ·is not working effectively. 

2. Go back to exercises 6.6 though 6.8, and perform a few jumps again. You 
may notice that the pelvis remains in a more lifted position, without you 
having to hold the belly as much, if at all. This position frees the breath 
and increases the body's ability to jump high. 

3 . Visualize what is happe-ni·ng in the iliopsoas as you prepare to jump and 
posh off into the air. In the preparatory plie befo:re jumping, the iliopsoas 

I 

shortens, and the fi laments slide together. Then 

b 

as you jump, the i I iopsoas rapidly l·engtnens, 
and the fi laments slide apart. This immediate 
releasing of the iliopsoas into fu II length is the 
key to fluid movement 
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flastic LPngth-the Spinal Muscles 
The next six imagery exercises prepare the back muscles to benefit more from 
the conditioning exercises that foUow later, by releasing tension and 
promoting balanced muscle action. You wUJ start with some 

/ general imagery for the muscles of the back and then 
dive down through the muscular layers, uslng 
imagery to increase awareness. Visualize the 
back muscles as a pattern rather than trying to 
memorize origins and insertions. which wouold 

- ~- -- / "~ ~ 

be nearly Impossible. 
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MULTIFIDI FOR STABILI.TY 6.16 

As seen from the back (posterior view) the multifidi are part of a deep diagonal 
series of muscles running up the whole spine (see figure). Seen from the side (lateral 
view), the ang:le of puU of the multifidi runs vertically upward from the sacrum to the 
spinous processes. Aside from being strong extensors, this angle allows the multifidi 
to stabil ize the lumbar spine through compression. It is l ike keeping a stack of letters 
from fluttering about by surrounding them with a rubber band running down the ~'(, 'f».. .. 
sides of the stack. ~ ~~ 

Do the following exercise for a sense of support in the lower back and pelvis m. 

1. Imagine the multindi coming alive with new strength to pull the spinous ~ 
processes down and back. ~ l~ t 

2. Add the transversus abdominis, integrating the front of the pelvic crests ~., 
toward the midline of the body. , 

~J f(j I 

3. Feel the psoas major lengthening downward and the minor pulling the / . 'f_;;..ty ·::::,: 
front of the pelvis up\vard. 
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6.1 '] TOUCHI:NG THE ERECTOR SPINAE 

6.18 

13l 

The following exercise increases your awareness of the back muscles and helps you to djscover 
imbalances. You wil l stay general, not yet focusing on specific muscle g1roups. 

1. Stand comfortably on both legs, and put the fingers on the muscles of the back on 
both sides of the spine. They can be felt prominently in the lumbar area. 

2. Shift the weight to the right leg, and lift the left foot off the floor. 

3. With the fingertips, feel the contraction of the back muscl,es. 

4. Shift back to the left leg, and lift the right foot, noticing the reaction in the back muscles. 

5. Go back and forth a few more times. Does the bulging of the back muscles feel similar 
when you are balancing on the right and left legs? 

6. For a moment, let the arms rest on both sides of the body, and notice changes in your 
spinaf alignment resulting from your touch. 

7. Lean forward, and flex the lumbar spine with fingers on the lower back muscles. 
Notice whether the muscles on both sides are working equally. In this position bend 
the spine slightly to the right and then to the left. Does this action feel the same on 
both sides? Does one side feel more difficult? 

8. Come back to an upright position. Standing on the right leg, perform a fow arabesque 
extension. Place the Hngers on the back muscles. Does one side feel significantly 
shorter than the other? 

9. Standing on the left feg, perform a low arabesque. Does the situation feel similar to 
the right side, or is it quite different? What adjustments do you need to make for your 
arabesque to feel similar on the left and right si,des? 

10. Rest in an upright standing position, and notice that even merely checking out the 
back muscles has changed the feeling in the lower back. 

FLOW IN THE SPINAL MUSCLES 

let's now go into action with imagery and movement to discover more detai l about the back 
muscles. This helps fine-tune the engagement of the musd,es when you start conditioning 
with the added resistance of a Thera-Band. You shouldn't just build strength; you should 
build technique. 

1. In a comfortable standing or sitting position, imagine the muscles on both stdes of the 
spine melting down\vard. Can you feel the muscles melting within their connective 
tissue sheaths, like honey sliding down the inside of a plastic container? 

2. Take a moment to focus on breathing. As you exhale, feel the breath traveling down 
both sides of the back equally. Imagine the bfeath as an active force that can remove 
tension points. It may help to imagine the breath as warm w ind on a hot summer 
day (unless it is a hot summer day and you would prefer a cool breeze). 

3. Imagine the back muscles to be soft beeswax. Visualize two droplets of wax melting 
down on each side of the spine, starting from the back of the head. Do they arrive 
at the sacrum simultaneously? 

4. Imagine the sacrum suspended from tne back of the head by the muscles of the back. 
Imagine this suspension to be elastic like a rubber band. 
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WIDENING SUPPORT 6.19 

The following imagery creates a sense of width and support in the back, helps to align the 
spine, improves balance, and supports a feeling of length and lightness in the arms. 

1. Place the arms in second position or horizontally to the side, 
or stretch them overhead. 

2. Visualize the attachments of the latissimus dorsi muscle to the 
pelvis, sacrum, and lower back Imagine how this broad muscle 
condenses into a narrow slip that connects to the top and front 
of the upper arm bone (see also figure bon page 64). 

3. Imagine an upward flow through the latissimus dorsi from its 
attachments to the pelvis, sacrum, and lower back al l the way 
to the front of the arm bones {figure a). 

4. Imagine a downward flow from the arms to the middle of the 
back (sixth thoracic vertebrae). See these tvvo rivers creat· 
ing a wide-based support for arm movement. Imagine 
this flow supporting the arms from underneath, creat
ing a sense of width and breadth all the way to the • : 
fingertips. 

5. Imagine the lent,:ttheni ng latissimus dorsi 
creating the force for powerful 
arm gestures (figure b). Coun· 
ter the action with a down
ward lengthening of the 
gluteus maximus. 

---
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6.20 WIDENING RINGS 

B4 

As seen from the rear (posteriorly), there are two basic patterns to the 
muscles of the back: a some\vhat vertical pattern and an upward 
and inward diagonal pattern. The vertical muscles are mostly 
superficiaf, and the diagonals generally deeper. 

The muscle closest to the spine .in the vertical pattern is 
the spinalis which connects spinous processes with each 
other. Lateral to the spinalis is the longissimus and fur-
thest out the iliocostalis. These div.isions are not strid; 
they overlap quite a bit Viewed from the side there 
are also pattems of vertically and diagonally arranged 
muscles. Together with the various connective tissue sheaths 
these muscles create a complex interweaving network (figure a). 

--

1. Imagine the spinalis widening outward like the rings created in 
a pool of \-vater, but imagine that this pool is in the frontal plane 
(figure b ). The widening may be easier to visuaHze on inhalation. 

2. rmagine the pattern of the longissimus muscle in a slight out\vard 
direction as the muscle travels from the sacrum to the ribs. When 
iengthened, the longissimus wi II help to create a sense of support 
in the lower ribs. 

3. Image the ~ongissimus as a fountain that originates on the 
sacrum. Imagine this fountain spurting refreshing liquid up 
the back to support the back of the head (see figure 8.4). 

4. The iliocostalis thoracis connects the transverse processes of the 
upper spine and ribs with the back of the lower ribs. Jmagine 

t 
!j 

the back segment of the lower ribs dangling from both sides of the base of the neck 
through this muscle. Let this image help you to create a sense of lift within the rib 
cage. 
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PSOAS MAJOR AND DEEP SPINAL MUSCLES 6.21 

The deep erector spinae and the psoas major may also combine to stabilize the 
lower back I ike a guy I ine system (figure a). If tne psoas is thought of as a rope 
that connects the transverse processes of the lumbar spine with the legs, then 
shortening this rope causes the lumbar spine to be pulled forward and down, 
hollowing the back and ti lting the pelvis forward (figure b). This idea goes 
hand in hand with shortening the deep erectors. When dancers encounter 
this situation, they usually contract the abdominal muscles, resulting in 
tight backs. Wnen the iliopsoas and the deep erector spinae lengthen, 
the lumbar spine flexes and the front of the pelvis lifts (posterior pelvic 
ti It; figure c). To reacn a more subtle level of spinal muscle balance, 
consider that the lowest part of the psoas major runs in front of the 
axis for fl:exion and extension of tne lumbar spine and lumbo-sacral a 
joint. The contraction of this segment of the psoas flexes this part of the spine, especially if 
supported by a lengthening of tne deep erectors (figure d). 

1. Image the psoas major and deep erector spinae keeping the lumbar spine in cen
tered balance. The system is like a pyramid, the most stable structure concefved by 
numans. 

2. If the back is too arched, visualize elongation in the deep psoas and the deep erector 
sp,inae muscle fibers (filaments sliding apart). 

3. V~sua l i ze tne lower superficial psoas major fibers shortening (filaments sliding together) 
to support flexion in the 'lumbar spine, helping to lift the front of the pelvis. 

4. If the back tends to be too flat, visualize the opposite. 

5. Touch the bony knobs, the posterior superior iliac spines (PSIS) at the back of the 
pelvis next to the sacrum. Below and to the outsi,de of these knobs, find the origins 
of the deep erectors. 

6. Massage these points. It may feel painful if these muscles are overstrained from com
pensating for a tight i I iopsoas. After tne massage you may notice reljef in tne lower 
back and a more lengthened lumbar spine. 
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REVERSE BREASTSTROKE: DEEP LAYERS CREATE LENGTH 6.24 

The following exercise feels like swimming the breaststroke, only you are holding a Thera
Band. It ·strengtnens the e-rector spinae, latiss~imus dorsi, trapezius, and arm extensors. 

1. Attach a Thera-Band to a fixed object so the line of pull is paraUe l to the floor. 
2. lie supine, and hold one ·end of the band 

in each hand. Stretch tne arms out in front 
of the body (figur,e c1). · 

3. Pull the band toward you, and lift the chest 
(figure b), bringing the hands under the 
chest while ·tuming them inward (lower 
arm sup·ination). fieel the lift ing power 
coming from aU the layers of the back 
musculature, starting witn the deepest 
layer. 

4. Stretch the arms out to the sides while 
turning the hands out aga'in (lower arm 
pronation; fmg~re c). 

5. Stretch the arms forward aga•n, and return 
to the starting position. 

6. Inhale as you brtng the hands toward the 
chest. Exhale as you stretch the arms to 
the side and forward. 

7. As you initiate the movement, imagine 
the tailbone reaching down and forward 
towa~d the pubic bone. Keep the abdomi· 
nal muscles alive by thinking up from the 
pubic bone to the rtbs .and breastbone 
(figure d). 

8. Feel the deep part of the psoas major, clos
est to the spine, lengthening. The filamenls 
slide apart as you arch the torso upward. 
To fine-tune the psoas ma~or, imagine the 
front ,part of the muscle knitting t,oget.hcr. 
These ideas keep a lengthened feefing in 
the lower back, even though you are arch-
ing the spine. c 

9. Notice the changes in back al'ignment, and balance in <1 standing position. If you 
have used imagery, the changes wiU be much greater than if you had simply 
gone through the moves. --......_ 

1 0. Repeat the exefcise six t;mes. Rev·erse 
the direction of arm movement, and 
repeat six more t tmes. lncrease to 
24 ~n rncrements of 2 per week 
over a four-week per~od. 

d ==----------~ 
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This exercise resembles the homolateral movement of a lizard stha:t rs, the arm and leg on 
the same side of the body move together. It is also an early developmental pattern that the 
chil~d uses for locomotion before he or she is one year of age. You w i II use this pattern to 
create three-~ imensronal training for the muscles of the torso and backf and to elicit reflexes 
that help balance and coordinate the muscles of the torso and limbs. 

The exercise fs best done wearing pants, and on a wood floor. A carpeted f loor offers too 
much resistance to the sliding motions required in the legs. 

1. Attach a Thera-Band to a fixed object 
so its i ine of pull is parallel to the 
floor. 

2. Hold one end of the band in each 
hand (figur-e a). 

3. Move the right knee towar.d the right 
·e1bow, and move the elbow toward 
the knee, bending tne spine to the 
right (figure b). Look toward the dght 
knee as you do this action. 

4. Return to the originat posWon, and 
repeat the action on the l~eft side; 

moving the left knee and elbow toward each 
other, bending the spine to the .left# and look
Ing toward your left knee. 

5. Balance the sides of the back by ;magining 
you are moviing I i'ke a crocodile or a lizard 
(figure c). The movement is a combination of 
-,pinal extens,ion and latera l f1.ex ion and rota
tion. Notice these actlons happening in your 
~p ine simultaneously. 

6. Feel the bendi;ng of the spine to be equal on 
hoth sides. Notke the activation of Lhe mus
cles that connect the ribs to the pelvic crest, 
the quadratus lumborum, and the oblique 
abdominars. 

7. Use the eye to direct the movement. Keep the movement of the eyes smooth, and 
smoothness will be refiected in the way you use the muscles. 

8. Keep the pelvjs close to the floor. If you lift it, the back will arch, possibly causing 
tightness in the lower back muscles. 

'9. Repeat the exercise 12 times, and increase to· 20 tA mes in increments of 2 each week 
over a four-week period. 

c 
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HARMONIOUS CU,RVE 

i 
. / 

The rectus series muscles link the tailbone to the tip of the Jaw. They used to be one long 
muscle in our primitive animal ancestors, but in our case the chain is interrupted by bony 
Hnks. The muscles in th is series are: the pubococcygeus connecting the tailbone to the pubic 
bone, the rectus abdominis connect ing the pubic bone to the breastbone, the sternohyoid 
connecting the breastbone to the hyoid bone, and the geniohyoid connecting the hyoid to 
the jaw. All of these muscles help to flex the spine. They are opposed by the erector spinae, 
which runs along the length of the back. The erector spinae also consists of different muscles, 
albeit not interrupted by bony links. In this exercise, you will strengthen and balance these 
two muscle chains, benefiting the alignment and strength of the back. 

/ 

1. Attach a Thera-Band to a fixed object at chest level. Move forward and backward 
from the point of attachment to adjust the tension level of the band. There should 
be sufficient resistance throughout the exerci se. 

2. Imagine the rectus series connecting the tai lbone to the tip of the jaw. Touch the 
tail' and the tip of the jaw before you start the exercise to get a sense of the length 
of this muscle chain. 

3. Stand in parallel with the arms stretched forward with the end of the band in 
each hand. 

4. Flex the spine along its whole length from head (atlas) to tail (figure a). Imagine 
the back of the spine lengthening. 

5. Bring the arms forward while flexing the spine. 
6 . When you Hex the spine, initiate simultaneously at the tailbone and at the tip 

of the jaw. Make sure the jaw stays relaxed, but don't jut ~it forward. Imagine the 
tip of the jaw and the tail coming closer to each other and the whole muscle 
chain working equally. Visualize the muscle filaments sliding together at the front 
midline of the body. 

7. Pull the band down toward you, and extend the spine, starting from the tail and 
top of the head simultaneously (figure b). Keep the arms straight_, and imagine 
the front of the spine lengthening. Also think of the tip of the jaw and the taill 
moving away from each other. 

8. Create a harmonious curve through the whole spine, including the neck. Because 
<:::::~ ~~==:::--·- the upper spine is so mobile in extension, we tend to move the head back too far. 

b 

litO 

9. Exhale as you flex the spine, and inhale as you extend the spine. 

10. Focus on the rectus series of muscles several times until you get a sense of sm<X>th 
and continuous action. Then do the same for the muscles in back. Focus onty on 
the lengthening and shortening of the erector spinae filaments. 

11. Finally, as you extend the spine, try to combine visualizing the lengthening of 
the rectus muscles in front with a shortening of the erectors in bac:k. VisuaLize 
the shortening of the re<.1us series in front and the lengthening of the erectors in 
back as you flex the spine. 

12. Repeat the exercise 12 times. Increase to 20 times in increments of 2 each week 
over a four-week period. 
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ln-DPpth owPr- ' P Abdominal Muscles 
1 have discussed the rectus .abdomlnls in connection with the tail-jaw series of muscl~es, 

and now I' continue with the oblique a~bdomlnals and the deepest layer, the transverse 
abdominal muscles. 1 have also included some exercises that t rain. the muscles forming 
the back of the lower body wall, the quadratus lumborum. 

The obUque abdomJnal musc1es ( obUques) are part of a larger system ,of muscles that 
envelops the body in a double spiral arrangement. They are important for rotating the 
torso relative to the pelvis, which is a :key component of powerfullLmb mov~ement. They 
aid in lateral O~on of the spine and assist the rectus abdominis in flexing the spine. 

There are two obUques, a more superficiaJ outer layer and a deeper inner layer. The 
outer obliques (obtiquus exterous) run from the ribs toward the centerline of the body 
ar.d connect to the aponeurosis (connective tissue covering) of t'he rectus abdorntnis. 
Imagine slidJng the hands In your pants pockets, and you have the approximate fiber 
direction of the external obliques. The inner obliques are located in an opposing diago
nal running from the midline toward the pelvic ~crest on the outside. The inner obUques 
each have the look of a fan spreading from Its attachment to the pelVic crests. 

Repeat each of the following exercLses 12 times, and lncrease to 20 times in incre
·ments of 2 times a week ov~er a four..cweek period. 

HIP FLEXION WITH TWIST 6.28 
• 

This exercise strengthens the h ip flexors and the rectus and oblique abdominal mu de . It 
also improves coordination by balancing the diagonal forces through the body from right 
shou:lder to l ~eft hip and from left shoulder to right hip. It is an advanced exercise and shou'd 
not be performed by someone with back probl'ems. for a reduced level of effott, perform the 
exerdse without a Thera-Band. In a healthy exerciser 
the exercise provcdes a sense of lower back ease and 
length through the training of the Ulopsoas. 

1. lie a loop ofThera-Band around a fixed attach
ment 1 0 inches above the floor. 

2. lie supine, facing away from the attachmentt and 
put one end of the loop around both knees. 

3. Support the head with both hands, and mt your 
shoulders and feet off the floor (figure a). 

4. Flex the right hip j1o,int, tw isllhe upper body 
to the rig:ht, and move the left elbow to the 
right knee ('figure b). 

5. Move back to center wh i I e the right hip joint 
extends. 

6. Repeat steps 4 and 5 for the ieft side. 

7. Focus on the obfique muscles that arc 
lengthening during the exercise. When 
you twist the uppet body to the right, think 
of the muscles between the right side of the rib cage and the left ide of the pelvis 
lengthening. When you twist to the left, think of the muscles between 1 he rleft side of 
the rib cage and the right pel'vic half lengthening. Do both sides lengthen equ.ally? 

T p 
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ABDOMINAL TWIST AND WAVE S·UPPORT 6.31 

The upper abdomina l twist emphasizes the strengthen~ 
ing of the r-ectus abdominis and the obliques. [t also 
activates the intercosta,Js (muscles between the ribs) that 
are actually the contLnuatton into the rib cage of the line 
of pull of the obliques. This exercise may make tradi
tional crunches seem effort less. It is another example of 
advanced conditioning fo.r the abdominaf musdes and 
should not be performed by someone su(~ering from a 
back probl·em. For a reduced level of effort. perform the 
exercise without the resistance of the Thera-Band. 

1. Attach a Thera~Band to a fixed object about 10 
inches off the ground. Lie supine, facing ,away 
from the attachment of the band. 

2. Hold a loop of band around each hand and place 
the hands next to the head. Alternately you can 
position the hands. behind the head to create a 
cradling support. The knees form a 90-degree 
angle. 

3. lift the head, one vertebrae af~er another off the 
floor, keeping the hands next to the head. The 
back rim <Of the peJvis remains on the ground 
(figure a). 

4. Twist the upper body to the right and then to the left (figure b). Return to center. 

5. VisuaUze the sliding of the r·ectus and oblique abdominal filaments. The image cre
ated by the term crunch is not favorable for a good abdominal action, because the 
spine is overly compressed. 

6. focus on lengthening the spinal musd·es as you roll up. Imagine that they could 
provide the power to I ift you. 

7. Roll back down to the floor, vertebrae after vertebrae, and repeat the movement as 
soon as the head touches the floor. 

B. Think of being supported by water as if you were made o( cork. Imagine the water 
pushing you up and back and forth as you twist (figure c). 

9. To increase the effe<..'t on the obliques, 
drop the legs to the opposite side the 
torso is moving. 
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Activating the Transversus Abdominis 
Often abdominal conditioning emphasizes the rectus abdominls with some consideration 
for the obliques and UttJe mention of the transversus abdominls. The rectus abdominis 
is certainJy important support for the abdominal organs, and it balances the action of 
the diaphragm. But a conditioned transversus abdominls is a major support for the 
lower spine and. together with a balanced ili.opsoas. creates the slim and trim waistline 
so esteemed by dancers. It origJnates from the lumbar spine by a broad expanse of 
connective tissue, the thoracolumbar fascia. The lower part originates from the front 
of the pelvic crest. In its upper part, the transversus abdominis blends with the fibers 
of the diaphragm. Breathing is therefore a key element in the next exercise. As visual
ized in the standing position, the rectus abdominis runs vertically, and the transversus 
runs horizontally. It is advisable to spend some time exercising the Uiopsoas and muJ
tifidi muscle groups before conditioning the transverses abdomlnls. The transversus 
abdominis Is eas1er to experience and activate once the Iliopsoas has contributed its 
share to pelvic balance. 

One of the ideokinetic lines of movement focuses on activating the transversus 
abdominis as a key to aligned and centered movement. This line of movement nar
rows the front of the pelvis and can be supported by the image of a zjpper moving up 
the front of imaginary pants, making them tighter in front (see Franklin I996b, page 6). 
Nutation is linked to a concentric action of the transversus abdominis; countemuta
Uon (sacrum back and up) to the eccentric action of the transversus. Counternutation 
loosens the joint betw·een the ilium and sacrum; nutation locks it into a tighter hold. 
Because many dancers tuck the pelvis in an effort to JUt it and create a flatter contour 
for the buttocks. they actually make the pelvic girdle less stable and compensate by 
Increased tension in their gluteals and quadriceps. These muscles then overdevelop, 
and the act of trying to make the buttocks vanish by tucking creates the opposite of 
what has been desired. 

The concentric contraction of the abdomina Is ·· the rectus and obliques and the upper 
part of the transversus--pushes the organs to the rear and flexes the spine. What makes 
the lower transversus so valuable is its ability to counterbalance this actJon. When 
you nutate the sacrum, which tilts the pelvis forward, the rectus abdominis lengthens 
(concentric action) whUe the tranversus abdomiois shortens (eccentric action). This 
change in the length of the transversus is not large1 but it is enough to significantly 
stabilize the pelvis (figure 6.4). 

This does not mean you shouJd dance with a forward-tilted pelvis, but that condition
ing the abdominaJs should involve an active concentric and eccentric co.mponent of the 

transversus abdominis muscle. Also! sacral nutation and anterior tilt 
of the pelvis link concentric action of the psoas with that of 

the transversus abdominls. Sacral counternutation and 
posterior tilt of the pelvis couple eccentric action of the 
psoas with eccentric action of the transversus. 

Figure 6.4 The concentric and eccentric contractions of the 
abdominal muscles allow them to work together to stabi lize the spine. 
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PELVIC TILT WITH TRANSVERSUS 6.32 

Visualizing and initiating the pelvic tilting with a ·focus on the transversus gr-eatly enhances 
your sense of pelvis control and centering, even though it takes a bit of practice. Most of us are 
not used to feeling the deep layers of abdominal musdes, and t ihing the pelvis forward feels 
as if tile belly is being pushed out without any abdominal support. The body does not let this 
dangerous lack of support happen; the transversus acts to create support in this position. 

l . loop a high-resistance Thera-Band (gray) around the pelvis, 
and attach it to a fixed object at hip level. 

2. Standing, face away from the attachment, and push the 
pelvis into the band unti l you feel the abdominal muscles 
comrng afive. 

3. Ti lt the pelvis forward, and' sense the sit bones moving 
apart while the ASIS moves together. 

4. Trlt the pelvis backward, and sen'e the sit bones moving 
together while the ASIS moves apart 

5. Ti lt the pelvis forward by thinking of a concentric action 
in the lower transversus. Imagine this muscle as active 
and alive j ust at the ·ins,de and deep to the left and dght 
pelvic crest. You may not be able to do thfs at the outset. 
Keep thinking this until it wakes up (figure a}. 

6. As you titt the pelvis to the front, bring lhe rectos abdominis 
into focus. It is lengthening wh~le the transversus short
ens. 

7. Tilt the pe~vts to the rear, and think .eccentric (lengthening) 
in~ the transversus. Think spread in the musde at the 'inside, 
and deep to the left and right pelvi'C crest (figu(e b). 

8. Tilt the pe~v is to the back., and visualize the antagonistic 
action of the lower transversus and 
rectus abdominis: The rectus acts 
concentricaUy and the transversus 
eccentrically as the pelvic bones widen 
in front because of the posterior tilting 
of the pelvis. 

'9. 'magine the abdomina Is as a stretchy 
sweater (obliques and rectus) reach
,ing down to the pub;c symphysis and 
a pair of pants beneath (transversus) 
with a zipper starting at the ,I eve I 
of the pubic symphys•s. When you 
tilt the pelvis forwa(!d, the z1ipper of 
the pants moves up and pulls the 
pants together in front The sweater 
stretches (figure c). As you tilt the 
pelvis to the back, think o( the 
zipper moving down, stackening 
the pants to the side. The sweater 
sh(inks e·rasticaUy. 

1 0. R~peat five times. 
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TRIMMING YOUR WAISTLINE 

This exercise combines a traditional abdomina I curl with awareness of the transversus abdom i
nis. You use the transversus to stabiHze the pelvis as you lower the torso ·Out of the curl. 
Developing this awcueness is valuable for reverse arching movements (spinal extension). 

1. Attach a Thera-Band 'to a fixed 
obj-ect 10 inches off the ground. 
Lie supine with the torso ·facing 
away ffom the attachment, and 
place a loop of the band around 
each knee (figure a). 

2. Place tne nands behind the head 
for support, and let tne band puU 
the knees ·sl igntly away ·from the 
torso. 

4. Feel length in the spi~ne and 
openness in the hip joints. 

5. tlChale as you lift 1he head, upper spine, and right l·eg, as in a tr.aditiona! abdominal 
curl. 

6. tnhale as you lower the head ar:~d upper torso slowly, drawing the waistljne 
i•nward. 

7. Repeat the movement (steps 5 and 6) I ift ing the teft leg. 

8. Experience the rectus abdominis and the transversus abdominis as separate muscles. 
As. you lift the head and upper spine, feel the r~ectus abdominjs f f'laments sliding 
together. As. you lower the head and upper spine, feel the filaments of tne transversus 
abdominis sliding together, slimming the waisdine (figure b). 

9. Image the transversus abdominis as a cylindricail shape-changrng muscle cone deep 
w ithin the other abdom~ina l muscles. The cone narrows as you lower the back and 
head to the floor. 

10. As you lower the back to the f loor, employ the hands that are placed behind the head 
ro gently pull backward, and lengthen the spine. 

11 . Repeat the exercise 12 times, and increase to 20 ;n increments of 2 each week over 
a four-week period . ..---....___ 

b 
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ost dancers are constantly concerned wtth the strength. flexibility. and aesthet· 
ics of the legs and feet. Surprisingly, many dancers have a negative image of 
their feet. I once was coaching a dancer with her pli~ when she announced, as 

if to warn me of impending doom, "I have awful feet." "You have awful feet?'" I responded 
as I looked at her f.eet and could see nothing obviously wrong with them. I asked, "You 
mean you would like to improve your feet?" Nervously, she agreed. 

Thls and slmUar experiences have convinced me how deleterious self-judgment can 
be when it comes to the dancer's body. A dancer imbuing a part of the body with a 
strong negative image blocks her road to improving that part of the body. Ask a group 
of dancers, Do you like your feet? and many will have reservations. Then ask them how 
they treat someone they do not particularly appre<:iate, and they begin to get themes .. 
sage. SometJmes the result of this foot fear is excessive foot training practices where 
the feet are forced to adapt to desired aesthetics. The key is to integrate increased 
strength in the feet and legs into a whole-body feeling. The position and movement of 
the feet reverberate throughout the body; a change In posltJon In the spine and pelvis 
influences the feet. Therefore~ improving coord1nated actLon and muscle balance as you 
strengthen the legs and feet is the key to successful foot and leg conditioning. 

I have seen performers who looked as lf they had great feet on stage, but when their 
motion was anaJyzed, they were found to have less than average range and arch. These 
dancers used their feet in an advantageous way and strengthened their actlon with 
imagery (see also Franklin 1996a. pages 100-103). Even U the feet are not perfect from 
the prevailing aesthetic standard, this does not mean they are not sultable for dance. 
Often feet that have a very high arch from inherent tlexlbilJty are prone to injury from 
incorrect alignment and lack of strength in the supporting musculature. For the longev
Ity of the dancer, foot strength and alignment are the primary concerns, and aesthetics 
should be secondary. What use are the beautiful feet if the dancer is sidelined because 
of injury? Besides, most foot imperfections can be resolved by conditioning that ls 
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based on sound understanding of the lnterre1atlonship of the joints of the feet. 1egs, 
and pelvis. 

Let me describe an example of such an interrelationship: If a dancer turns out the 
feet more than the hip joint can accommodate, the feet tend to pronate., lowering the 
inner borders of the feet and dropping the front of the pelvis. As a response, the dancer 
may try to Uft the inner border of his feet with extra muscular effort and supinate the 
foot . This action reverberates along the whole joint chain up the leg to the pelvic bones. 
The sit bones are pushed together, the sacrum counternutates, and ease of motion is 
lost in the hip joints .. The knees are pushed forward in plie, and the dancer pulls them 
backward in an effort to keep them aUgned. Pressure builds Ln the joints of the leg. feet , 
and lower back. Also. the muscle that supinates the foot Ls a powerful plantar flexor 
(foot pointer) as weiJ (see following text for a note on terminology). A plle, however, 
requires the foot to flex dorsa11y (flex. in dancer ternts). Obviously the movement of 
pointing the feet does not go well with the action of a plie. U the dancer trains in this 
s·et of circumstances, he will devel.op tense, hard muscles predisposing him to pain 
and injury. 

Conditioning in and of itself only strengthens the deleterious pattern. UnJess the 
movement Is corrected through the dancer's personal experience of a preferable move.. 
ment pattern, the problem wiJJ not be resolved. This resolution should proceed through 
using the correct amount of tum.oOut based on the dancer's anatomical potential and 
cre-ating coordinated joint and muscle action through the legs and feet, which will in 
itself Increase turn-out by releasing tension. 

A note about terminology: Dancers often use the word Rex to denote anatomical 
dorsiflexion of the ankle a pulling up of the back of the foot toward the shin bone. 
In a pointed foot the ankle is plantarflexed, and the foot as a whole Ls tn a flexed posi
tion. This termJnology may be confusing because the tenn flexion appears to describe 
opposing positions of the foot. You may be able to remember what direction the foot 
is supposed to be g.oing by thinking of dorsal fin (on a dolphin's back) for dorsiflexion 
and plants (plants are usually underneath your feet) for pJantarflexion. For the action 
of the toes, I use the anatomical terminology flexion when bending them down and 
extension for liftJng them up. 

Strong, Coordinattd r~~t 
Strong and well<oordinated feet are a cornerstone of a dancer's technique. In most 
styles of dance (except perhaps for contact Improvisation and modern dance styles 
that use the hands and arms for balancing), the feet and legs are used proportionally 
more for support titan the upper body. As a result, the feet need to withstand much of 
the body's weight in an infinite variety of consteUatlons and speeds. Because of time 
constraJnts. most dance classes can offer onJy a limited amount of preparation for the 
feet. Inadequately conditioning the feet causes overuse syndromes and rapid wear and 
tear of the joints, muscles, and connective tissue. Knowledge of the coordinated action 
of the front and back part of the foot enables a dancer to gain her full ROM for the whole 
body. Many traditional ideas about how to correct the feet actually impede natural foot 
action, because they do not take a holistic approach. The foot does not have a Ufe of Its 
own. Rather. its movement is related to the movement of the hlp .. pelvls, and spine. 

Before you exercise the foot with a Thera-Band. look at key extrins1c musc1es that 
control the action of the ankle and foot and greatly influence your stability and power 
to move the tibialis posterior1 the peroneus longus, and the flexor hallucis longus. 
The extrinsic muscles of the foot, as opposed to the intrlnsjc ones located wholty in 
the foot, originate outside of and insert tn the foot . 
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EXPERIENC·I:NG DYNAMIC FOOT COORDIN~ATIO,N V.l 

Having explored the complex movements of the pelv;is and legs, we now address awareness of 
the feet This exercise creates more ftexibiltty and better alignment~ from which strength is gained. 
I have seen dancers improve their balance and jumps just from doing ttl is ~oot exp1oration. 

1. Stand oomfortably with the legs in paraUel or in a turned-out position. lmagtoe che feet 
al'le -on a ·flat unchangeable surface, such as hardwood or cement Perform a p lie and 
notice the flexibility and ease of movement of your ank~e, knee, and hip joints. 

2. Now image the floor as clay that adapts and supports changes in ~the (oot as you plie. 
Not1ice the ·flexibility and ease of movement io the ankle, kneef and hip joints. 

3. Uft the inner border of your feet (suptnate) as you bend the legs and notice how this 
adversely affects the flexibil:ity of the ankle, knee, and hip joints. Clearly, forceful fifting 
is not the solution. 

4. Sit down, and w,ith one hand firmly hold the right forefoot; with the other, hold the 
heel. 

5. Twist the foot along its l ~ength as U it you were trying to wring water out o( a wet doth 
or sponge. Move your hands back and forth, slowly at first, then with increasing speed. 
Repeat this twisting several t imes. 

6. Stand up and compare the feel ing of the legs and pelvic halves in a plie. You may notice 
a significant difference 1n ease of motion and flexibiHty gains. Also, your balance wilt 
improve on the side that you touched, and jumps will be easier to perform. 

7. Perform the same touch procedure with the other foot. 

MOVING TH'E BONES OF TH.E FOOT i7.2 

It is hetpful to visualize the bones and musdes in action. If you do this while conditioning, your 
e~ercises. will be more precise and coordinated, resu~ting in better dance technique. Build a 
positive image of the feet, r~ecognizi:ng prob,.ems but focusing on the so ~utions. 

a 

1. Hold one foot in both hands, and flex and extend the big toe (figure a). 

2. Use 'the hands to increase the range of movement and aiiO\v flexion at the t<u~ ometatarsal 
joints, where the small bones of the tarsus meet the ~ong bones of the midd~e foot. 

J.. Repeat this action w ith each ~oe of the foot, one after the other. 

4. Move the hands further back; push the sides of the foot down and pull them to· the side. 
Imagine s,preading the bones of the foot, creating space between them (figure b). 

5. Imagine the ·foot as a fan you can widen out to the side. Try to move the big and little 
toes to the side (abduct,ion). 

b 
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7.3 BALANCING FEET AND LEG RHYTHMS 

l51 

- -- -

Now that you have experienced the feeling of allowing the feet to change their configuration 
as you move the legs, you can appreciate its anatomical basis. Key jo.ints in the foot are the 
subtalar, transverse tarsal, and tarsometatarsal joints (see Franklin 1996b, pages 173-186). 
These joints do not move independently of each other when bearing weight. As you move 
downward and back up in a plie, the front of the foot subtly twists, fi rst sup·inating and then 
pronating. This movement is important for optimally supported leg action in the closed chain. 
The twisting action often occurs as a reaction to an uneven surface. 

Twist ing gives the feet an added dimension by which they can generate force and deal 
with the shifting load of the body as the center of gravity moves down and up. It also helps 
the foot to change easily between its dual roles of base of support and propulsion lever. By 
wringing the feet in exercise 7.1, you tuned the feet to th is action. Now you can support the 
action by imaging anatomical changes as well. 

1. Begin this exercise in a comfortable first position, or choose parallel or second pos i
tion. Imagine each foot as two barrels on the floor. One barrel represents the back 
of the foot, and the other the front. The barrels touch in the tarsal area of each foot. 

2. As you bend the legs, imagine the back barrels of both feet spinning toward the front 
of ,the body, whi le the front barrels spin toward the back. Spinning simply means that 
they stay in place and rotate. With imagery, exaggeration is permitted. The movement 
is just a small twist; the spinning barrels are intended to help you become aware of 
the feedback from the nervous system. 

3. As you stretch the legs, the back barrels spin to the back of the body, and the front 
barrels spin to the front. 

4. Repeat the action several times until you get a feel for it. 

5. Appreciate what happens when you use the opposite image: As you bend the l·egs, 
let the back barrels spin to the back, lifting the inner border of the heel bone. As 
you stretch the legs, imagine the front barrels spinning out, li fting the inner bor
ders of the fron t of the feet. Both of these images impede the Hexibility of your 
legs. This image is complicated, but think of it as a 
game of body organization that need not be won 
instantty. As you plie, think of the pelvic halves 
turning in, the femurs rotating out, the lower leg 
turning in, the heel turning in, and the front of 
the foot turning out (see 
figure). ~::--;·-. __ _ _ _ ,., 

- r-
6. As you stretch the 

legs, reverse the actions: The pelvic halves 
turn out, the femurs in, the lower Jegs out, the 
heel in, and the front of the foot out. 

7. Practice by selectively focusing on different 
relationships. You may also add the 
widening of the sit bones as you go 
down, which correlates to widen
ing at the base of the sku ll . 

I.._ 

, , I .... , 

--
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PSOAS OF THE FOOT ----·-------- - -... - - ----- - - - - -

Similar to effici·ent iliopsoas act ion with respect to the pelvis, the tibial is posterior helps 
the foot feel lifted. The tibialis posterior originates from the tibia, fibula, and the membrane 
between these two bones (interosseous membrane). It passes under the inner ankle bone 
and attaches to the tarsal bones (except the talus). [t is a powerful inverter of the foot and 
can plantar flex the foot and ankle. It is important for maintaining a strong arch. Inversion 
may be simply described as a lifting of the inner border and a lowering of the outer border of 
the foot. Together with the peroneus longus and anterior tibialis, the tibialis posterior forms 
a sling similar to a powerful net grasping the tarsal bones and Ji fting them toward the lower 
'eg. lf the t ibialis posterior is weak, the dancer's foot rolls onto the inner border, making it 
difficult to raise the heel and balance on the ball of the foot. 

The ability of the t ibialis posterior to lift the foot is important in actions requiring a smooth 
lowering of the body's weight. If the tibialis posterior is weak, the body is not sufficiently 
cushioned when landing from a jump. The resulting dropping down of the inner ankle bone 
strains the ligaments inside the foot. 

1. Touch the inside of the shin bone, and feel its sharp edge. At the back of this edge 
you can feel the tibialis posterior when you invert and plantar flex the foot. This action 
involves the whole foot, and is also known as supination. 

2. When you practice supination do not avoid a sickle-shaped foot action which, from 
the point of view of ballet aesthetics, is displeasing. It is important to strengthen the 
tibialis posterior. If you invert with a somewhat dorsi flexed foot, you engage the tibialis 
anterior. 

3. When you lower the weight from a releve position, 
imagine the tibialis posterior lengthening gradually. I 

Tibialis posterior 

r 

I 

l 
I ., 
•• .. , I 
J 

_. I 
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7.5 STRENGTHENING THE PERONEUS LONGUS 

151. 

Peroneus 
longus 

- -- --------------------------------------

The peroneus longus arises from the head of the fibula and from the lateral surface of the 
fibular shaft. It runs vertically downward and behind the lateral malleolus (ankle bone). Jt 
passes through a groove in the cuboid bone that acts as a guiding channel much ~ike a canal 
that di rects water. It passes diagonally across the sole of the foot and inserts into the base 
of the first metatarsal (of the big toe). U opposes the tibialis posterior. The peroneus longus 
muscle he,ps to maintain weight over the central axis of the foot in the r·eJeve act i on~ and 
it supports the lateral arch of the ~oot (see figure). It also assists the large calf musdes1 the 
gastrocnemius and soleus, in pJantarflexing the foot. 

The peroneus longus everts the foot, raising its outer border and lowering its inner border. 
You can feel the belly of the peroneus longus muscle on the outside of the lower leg when 
you evert. Its funct ion in an ape is to aid the foot's gdp when climbing trees. lt still retains a 
bit of its grasping ability in humans, heJping to stabilize the foot on the floor. Without enough 
strength in the peroneus longus, the ankle is in danger of faUing to the outside when the heel 
is raised off the floor (releve). 

.~ .............. libialis anterior 

1. Standing with your weight cquaUy distributed on both feet 
and with the legs paraUel, raise the heel, and lift your weight 
up onto the ball of the toes. Visualize the peroneus longus 
supporting the outside of the foot and bringing your weight 
over the center of the foot, the second toe. 

2. When raised on the ball of the foot, move the ankles to the 
outside, only to move the feet back to cen~er again while 
feeling the activity of the peroneus longus. 

1. Repeat this action several times before you slowly lower the 
feet down again . 
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7.7 THERA-BAND F·OOT AND HAMSTRINGS WORKOUT 

a 

b 

I~ 

~~======= 

This exercise increases fool and ankle strength, improving jumps and leaps and aU actions of 
the foot. n improves the flexibility of the hamstrings and, because of the sensory stimulation 
it provides to the toes, it atso improves batance. What looks like a foot workout .js bene·fidal 
for the whole lower limb, because the whole leg is learning to coord~nate. The increased 
dynamic act ion of the foot helps release the ~ower back of the same side. 

1!. Use a medium-strength Thera-Band (red or green). 

2. Before you start this exercise, check the f l.ex;biHty of the hamstrings. and back by lean
ing forward in a straddl·@d s1tting position, and reaching for the toes. (Don't stretch; 
just check your range of movement). 

3. Bend the knee, dorsiflex the foot, and toop the band around tne large toe. 

4. Flex the large toe against light r·esistance of the band {figure a). Then stowly extend 
the large toe, gently puUing backvt~ard with the band. Move the hand forward and 
back with the movement of the toe to keep the pul1l on the toe equal during flexion 
and extension phases. n1e other toes rnay flex and ·extend along wilh the large toe, 
but keep the ankle dorsi flex·ed. 

5. Loop the band around the second and third toes, and f lex and extend these toes (f igure 
b;. Emphasize the extension phase by making it a longer than the flexion phase. 

6. Loop the band around the fou~rth and fifth toes. Gently nex 
and ·extend these toes. 

7. Place the band lengthwise under the foot .and across your 
hee,ls and toes. Flex and ·extend aU tne toes against the resis· 
tance of the band (figure c). 

c 
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8. Now flex and extend the ankle, rolling the heel on the floor. Imagine the heel length
en ing away from you as you dorsiflex the foot. Feel the toes stretching out as the foot 
plantarflexes. Extend the toes slowly as the foot moves back. Image the toes carving 
the space in an overcurve action, or think of digging through day with your toe5. 
Emphasize the eccentric phase of the movement. Do not let the toes snap back from 
the flexed position, even though the band is pulling to the rear. Slowly move your 
toes back. 

9. Stretch out your l·eg on the floor. 

10. Rock your pelvis forward as you point the foot. Notice the relationship between the 
pelvis and foot. Synchronize the movement of your foot, pelvis and spine: they all 
rock forward with the forward movement of the foot. Imagine the foot pulling you 
forward (figure d). Do not let the heel slide backward. Think of the sit bones and the 
heels as wheels. 

11. Repeat the rocking motion 15 times if you are warming up, 30 times for conditioning 
purposes. 

12. Remove the band and point both feet, placing them next to each other to compare 
their flexibility. Check the flexibi lity of your hamstrings by leaning forward over the 
respective leg on the left and right sides. You may notice an increase in flexibility on 
the conditioned side. Stand up and perform battement tendu with the trained and 
nontrained leg. Compare your foot action for jumping by doing small sautes first with 
one, then the other leg. 

13. 

14. 

Sit back down and place both hands, one next to the other, under the hamstrings. 

Keep the same action of the foot and pelvis forward and back and visualize the slid
ing filaments •n the hamstrings musculature: As you move 
forward, they slide apart, as you move back they slide 
together (see figure). 

15. Keep one hand under the hamstring and place the 
other hand in the crease formed above your right 
hip joint Think of the pelvic organs around the hip 
joint relaxing and dropping in the process. 

16. 

17. 

18. 

Loop the band around the foot as in the previous 
exercise and perform 15 rocking movements using 
sliding filament and organ imagery. 

Gradually increase the range of movement of 
the spine, pelvis, and foot 
Compare flexibility in the hamstrings from 
left to right. 

I' \ 

19 . Repeat the exercise with the other leg. " I I . I 
' 

d 
• 
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7.8 STRENGTH FOR THE P:ERONEAL AND TIBI.ALIS .MUS·CLES 

a 

b 

c 

d 

To comp1ete a foot workout you need to indude ·inversion, ever
·sion, supination, and pronation of the foot. In the latter part of this 
exercise you condition the toe extensors and the ankle dorsiflex
·ors. tf these muscles are not frequently and sufficiently strength
ened in dance d asses the dancer is predisposed to injury. 

1. Lean to the outside of the leg and hotd on to the Thera-Band 
looped around you.r foot Use your weight to hold the band 
to 'the ground (figure a). 

2. Invert the heel .and sweep the foot inward. Think of grab· 
bing the band with your foot. Feel the outside of the l ~eg 
lengthening. Ma1ke sur.e your large inward sweep includes a 
planta rflexed phase to train the tjbialis posterior and a dor
siflexed phase to traFn the tibiaHs anterior (figure b). Do not 
perform the action with the who~e leg initiating from the h~p 
joint. Keep lhe movement smooth in both directions. 

3. Lean to the other side and loop the band under the leg that 
has no band attached to it {figur-e c). 

4. Pronate the foot by pushing outwa11d and up against the band. 
Make sur~e you initiate the action from the foot and not in the 
hip jo;nt. Check your thighs, they should be relaxed. Feel the 
inside of the leg l·engthening. 

5. Repeat steps 1 through 4 six times if you are warming up, 
twelve times for conditioning. 

6. Bend the knee of the foot you have been ,exercising. loop the band around 
the top of your foot and sling the r~emaining segment around your back. Fee:l 
a stretch on the top of the foot by 1lncreasing the pull of the band. 

7. Extend and f lex the toes six times. You may feel the muscles on the top of the 
foot working hard. These short toe extensors are often unders1rengthened in 
dancers, causing a muscular imbalance between the toe flexors and exten
sors. 

8. Dorsiflex the ankles {on a two-count) and plantar ftex them (on a three-count}. 
Repeat six tjmes. 

9. Hold ·the final dorsiflexion for an eight-count, then pull the foot into plan
tarflexion by shortening the band around the back. This action increases the 
stretch of the tqp of the foot (figur,e d). You are performing a contract-release 
str·etch of the top of the foot (see chapter 4 ). 

10. Remove the band, and check your flex~bility by reaching for the 
toes on the side you have fin,shed. Then reach for the toes on the 
side on which you haven't applied the band. 

11. Stand, and notice the d~fference in your ability to bailance be-1\-\reen 
the ·t·rained and nontr.ained side by balancing on one leg. 

12. If you perform some hops on the trained leg and then on the other. 
you may notice a significant difference in elasticity of the leg and 
the abil'ity of the foot to push off the floor. 

13. Repeat the exercise with the other leg. 

T p 
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HIP EXTENSION B·OUNCING BALLS 7.11 

The muscles that extend the hip are the gluteus maxim us and the hamstri ngs. The gluteus 
maximus arises from the iliac wing and crest and from the sacrum and sacrotuberous ligament. 
The gluteus is a hip extensor, abductor, and external rotator. It is assisted in external rotat;on 
and hip extension by the outer (tateral) hamstrin& the biceps femoris. The inner hamstrings, 
important for extendjng the hip joint in the turned-in position, are the semitendinosus and 
semimembranosus (semis). Because many dancers train primarily in a turned-out position the 
gluteus-biceps group tends to have more power than the tv~o semis. Through its connective 
tissue connections, the gluteus maxim us can also help stabilize the knee and the lower back. 
But if its great strength is not balanced, it can also contribute to lower back and knee pain. 

At the knee joint, the lower leg can turn out relative to the upper leg oniy if the knee is 
flexed to 90 degrees. The biceps femoris turns the lower leg out; the semis turn it in. If the 
semis are significantly weaker than the biceps femoris, the dancer may be predisposed to 
knee problems, because the knee will tend to remain in a somewhat turned-out position 
at all times. It is therefore important to balance the strength of the inner hamstrings during 
conditioning. 

1. Fasten a short length of a Thera-Band to both feet.. or place one end of the band under 
your knee while the other is attached to the ankle. 

2. On aU fours, lift the right leg to the back. Feel the tens.ion of the band when the leg is 
stretched out horizontally to the back in an arabesque position. 

3. Move the leg up and down against the resistance of the band in a turned-out position 
four times. 

4. Move the leg up and down against the resistance in the turned-in position four times. 
The turned-1in position may feel difficult because of the relattve weakness of the inner 
hamstrings and a somewhat decreased ability of the gluteus maximus to extend the leg 
when turned in. The piriformis, the most important deep rotator of the hip, may also not 
be sufficiently stretched to achieve the turned-in position comfortably (see chapter 4). 

5. Imagine the psoas major muscle HI aments on the side of the gesturing leg sliding apart 
as you lift the leg, and sliding together as you lower the leg. This image prevents you 
from overly arching the back during the lift phase of the movement (see figure). 

6. Imagine that you are bouncing a ba II up 
and down w ith the sole of the foot. This 
image helps you to emphasize an initiation 
from the end of the leg (dista I initiation), 
wh ich increases your ROM. Feel the toes 
pushing the ball to create length in the leg. 

7. Imagine energy flowing from the heart down the 
anns to the floor, and maintain a sense of elasticity 
in the upper spine. 

8. Repeat steps 3 and 4, choosing any of the images pro
vided in steps, 5, 6, or 7. 

9. Increase the repetitions to eight times per position in 
increments of one each week over four weeks. 

10. Before you repeat the movement with the other leg, 
compare your extens.ion to the back on the left and 
~ight sides. The increased flexibility on the exercised 
side is from the powerful reciprocal inhibition effect on 
the hip flexors. 

- -
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IMAGING GOOD BRUSH TECHNIQUE 7.12 

The following ideas will help you create effortless and technica lly sound brushes and 
tendus. 

1. Become aware of the anatomy of the pelvis. Visualize the location of the pelvic bones, 
the sacrum, the pubic symphysis, and the pelvk crest. 

2. Keep the pelvic crests level as you move the leg to the front, side or back. ilf you 
need to move toward tne gesture leg, keep any lifting of the side of the pelvis to a 
minimum (see also imagery in Frankl in 1996b, pages 135-139.) 

3. Do not keep the pelvis level by increasing tension, but by moving from the hip 
joint. Be clear in your mind about the location of tne hip joint, and try to initiate the 
move:ment from that point without additional effort in the spine or other area of the 
body. You may need to make some subtle adjustments to the pelvis and sacrum, but 
let your main focus remain on the hip joint. 

4. Feet how the ball at the top of the femur bone can swing freely in tne hip jointl and 
keep the surrounding muscl·es fluid. In the mind's eye, allov¥ the head of the femur 
to float within its muscular surrounding. 

5. In tendus to the back, aU ow for a minimal forward anterior ti1ting of the pelvis. l.f you 
feel pressure in the lumbar spine as the gesture leg moves backward, imagine the 
ball of the femur ~dropping down on the gesture side as the leg moves to the back. 
Once you find that you can move the leg into a brush without unnecessary ti lting 
movements, you wi II feel I iberated in the hip joints and it wW be easier to feel the 
ball of the femur. Once you can clearly feel this place, you will have better feedback 
about the p~acement of the pelvis and the use of the legs in many movements. Also, 
the tightness in the hip joints and the surrounding muscles will vanish. 

6. When moving the leg from the side (second) position to the back (en arriere) position, 
you need to subdy change your spinal and petvic alignment because the ligaments at 
the front of the hip joint do not a How for much extension (20 degrees if the knee is 
extended). tf you keep the pelvis rigid or tucked under and try to move the leg from 
side to back, you will hike up the hip on tne side of the gesture leg. As you move the 
leg to the back, allow the pelvis to tilt slightly forward and extend the spine subtly 
with the moving back of the leg. The pelvis tilts to a greater degree if the knee is bent 
in an attitude posi1Hon. The rectus femoris muscle that flexes the nip and extends the 
knee joints lengthens over the knee and limits extension at tne nip as the leg moves 
from the side to the back position. The spine and pelvis need to adjust to maintain 
pelvic and upper body alignment. If this is not done, t:he pelvis wi ll lift on the stde 
of the gesture le~ and the supporting 1eg will twist. 
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161. 

LEG BRUSH, BATTEMENTTENDU AND 'DEGAGE 

In this movement you change from a two-legged to a one-Jegged movement w ith the addi~ 
tiona I challenge of a Thera-S.and Hed around the ankle. When you first perform this exercise, 
balancing may be difficult. Adjust the length of the band so that you can prioritFZe correct 
alignment over initial. strength gains. Using rhythmic music during this exercise gives the 
conditioning exercFses a more danceti ke feel. 

1 . Attach a loop of band about 10 inches above the ground. 

2. Step into the k>qp, and move back until you ~eel tensi1on. As you progress over several 
weeks, you can increase the resistance of the band by moving progressively farther 
avvay from the point of attachment. 

3. Maintain I he arms in second position throughout the exercise, or move to an arabesque 
posit ton in 'the banement to the back. 

4. Start in third position facing the band, which ts looped around the left leg (fig~re a}. 

5. Battement (brush) the feft leg to tne front {en avant) (figure b), and return to third posr-
• t1on. 

6. Battement the left leg to the side (a Ia stkonde), and return to third 
position ('figure c). 

7. Repeat the front and side battement moving through third position 
eight times. Perform the action at moderate speed to feel the l ~eg 
muscles being adive throughout your movement range. If you 
move too fast, you wm not have sufficient eccentric training of 
the muscurature. 

8. Rotate the body a quarter turn. Stand the legs in third position. The 
band j s pu IIi ng to tne I. eft. 

9. Perform a moderate-.speed batlement to the ~side (a 'Ia seconde) w1ith 
the left leg (figure d), and rerurn to third position. 

,, 0. Perform a moderate-speed battement to the front (en avant} witn 
the left leg (figure e), and return to third pos~ition. 

11. Repeat the side and ifont battements moving through third position 
eight times. 

c d 
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12. 

13. 

Rotate the body a quarter turn. (You are novv facing away from tne band.) 
Slart the next movement from third position, w·ith the l ~eft [eg in back. 

18attement the left leg to the back {en .arriere) (figure f). Return to 
third position. 

14. Battement the left leg to the side (figure g}, and return 
to third posi lion. 

15. Feel the ribs integrating .into the spine (figure h) to -
aUOVJ the legs more ease in their action and stablliz:e the 
torso without increasing. t·ension. 

16. In aU exercises, maintarn a clear sense of the space around you. Feel the 
width of the chest, and at! ow 'the a.rms to be part of tne e>cerd se, even 
though they are not working as hard as the legs. To majntain the image of 
space around you, imagine glittering diamonds in the hands, feet, and chest. 

1 7. Visualize· rhe psoas major and adductor musdes anchoring the spine and pelvis to the 
supporting I eg. 

18. Perform the action eight times, moving through thcrd position at moderate speed, so 
that you feel the leg musdes being active throughout your movement range. 

19. Remove the band, and 'test your battement actton without its resistance. 

20. Perform the sequence on the other s:ide. 

You may perform the same exercise from f ifth position turned out or in pararlel, except to 
the back, where only ~he turned-out version is feasible with the positioning of the band. The 
paraUel version is highly recommended for modern dancers. Make sure you mainta;n a truly 
paraUel position when facing the band, ensuring sufficient acti:v.ation of the ~nner hamstrings 
(semitendinosus and semimembranosus muscles) and lengthening of the external rotators. 'lfthe 
tcg is always turned outf the outer hamstring {biceps femoris) wHI increase in strength relative 
to the jnner hamstrings, causing a muscular imba!lance, which is not healthy for the knee. 

If you feel any of the previous movements twisting I he supporting leg, ·switch to a lower
resistanoe band, or decrease your distance to the attachment of the band. In time you wi ll 
gain so much stability :in the supporting leg that you wm feel imperturbable. 

f g 
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FONDU BATTEMENT: FEEL THE PROCESS 

You may perform the 'fondu battement with a barre nearby so you can stab•l'i~zc yoursel'f with 
a han<L As you gain suength and coordination, you will be able to do without the barre. 

Some dancers ;am the ,rotator muscles in an effort to turn out. The r-esult is the opposite of 
theer goat: restricted and even painful externa'l rotation. Thi'S exercise provides an opportunity 
to buHd flui,dity and strength into ext,ernal rotation while balancing on one te~ when it is 
often hardest to maintain turn-out. A word of caution; Never use the leverage of the f loor 
to increase your turn-out. Turn~ng the feet out more than the hips permit and then using the 
resistance of the floor to ~ecp the ~eet in position causes the feet to pronate (inside of the 
foot drop and tilts the pelvis anteriorly). You react by lifting the inner bo rder of the foot and 
shonening the abdominal and pelvic floor muscles to, lift the fron·t of the pelvis. Both of these 
actions ef(ectively loc!k the joints of the leg. The result is ev,entual back, knee, and foot pain. 
If this remains your strategy over extended time, you will develop a sickl,e-shape of the feet 
through years of forced supination to keep tne feet from pronating. 

'I . Loop a Thera-Band around the lower leg just above the ankle. Adjust your distance to the 
attachment of the band so that you have some ,resistance throughout the exercise. 

2. Place small towets or soft balls under the arms to release ~ens ion 
in the shoulder and neck. 

3. Start with the foot of the gesture leg pointed and in front of the 
ankle {coupe en avant) fud ng the attachment of the band (figure a). 

4. Slowly move the foot to a battement tendu positio:n {figure b}. 

5. Move the gesture leg back in a controlled fashion to the coupe 
en avant position in front of the ankle. Repeat tne action eight 
Urnes. 

6. Remove the balls, and perform tne movement without balls or a 
band. Notice especially that you can have a lot of 1eg power while 
maintaining relaxed shoulders. Feel the space between the shoul
der blades. Feel1 the back of the hands expanding into space. 

7. Now perform the action eight times to the back Start with the 
gesturing foot pointed and behind the ankle of the supporting leg 
(coupe en an·iere, tigure c). 

• 
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8. Battement to the back, performing an accompanying port 
de bras (figure d). With the arms moving into a third 
arabesque position, imagine the muscle chains crossing 
the back to increase your dynamic stabi lity. The musde 
chain through the latissimus dorsi, the lumbar connec
tive tissue, the oblique abdominal muscles, and the glu
teals lengthens on the side of the arm being stretched 
fol"\-vard. At the same time, the chain on the other s5de 
shortens (figure e). 

9 . Feel the process of stretching and bending the supporting , 
leg; don't just become aware of it when it is stretched. 
Feet the action of the muscles during the whole con-
tractive phase to gain controUed strength. In the fully /.~ 
ext·ended position, avoid pushing back the knee of the ---~ 
supporting leg. 

e 
--
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- - - .. 10. Visualize the line of force of your quadriceps femoris in the 

with the lower leg and foot. r 
11. As you did with the supporting leg, tune in to the process of stretching and 

bending the gesturing leg. Avoid locking the knee into a stretched pos.ition. Fee~ 
the end of the stretch, then return rnto the bending of the knee in a continuous 
flow. 

12. To deepen your plie, relax the neck, shoulders, tongue, and jaw. If you become 
tense, rest, and gently knead the neck muscles. Perform a series of battemcnt 
fondus with one hand on the neck. Then perform them without the hand on the 
neck. You may notice that your posture is more upright and that your pHe is deeper 
(see also chapters 4 and 5). 

13. Deepen your plie and improve alignment by visualizing the horizontal rotation 

~~~ 
\ ~ 

of the pelvic half and femur. As you go down in plie, fee1 the pelvic half of the 
supporting leg rotating inward as the femur counterrotates. The sit bone moves,....:-""""'----.:~ 
outward as the ASIS moves inward (figure f) . As you raise 
up and battement tendu the gesturing leg, feel the pelvic 
half of the supportit~g leg rotating outward as the femur 
counterrotates. The sit bone moves inward, the ASIS outward 
(figure g). 

14. As you practice, observe the spine with the mind's eye. Jmag· 
ine a bright flashlight illuminatjng the front of the spine, and 
become aware of minute changes in position (figure h). 

15. Repeat the sequence 6 times, and increase r-epetitions to 12 
in increments of 1 each week. 

16. Perform the movement without the band. Enjoy the feeling 
of simultaneous strength and relaxation. 

You may also exercise with the gesturing leg facing sideways 
to the band's line of pull. This is an excellent action to improve 
balance while conditioning the adductor muscle group. Perform 
the exercise slowly, feeling every moment to gain controlled 
strength. 

h 

7.15 

• ._ 

g 
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7.16 STRENGTH FOR ROTATION: CENTERED T,U ,RN-OUT 

• 
~----------------------~ a 

• 
• 

~----------------------~ b 

(10 

The following exercise improves tutn·Out, the strength of the 
passe, and foot position. To i,ncrease turn.-out, maintain a sense of 
sliding in the muscle. Before you begin the exercise, revi,ew your 
awareness of the external r-otator action. Place a f inger behind the 
greater trochanter of the femur on the s•de of the gesturing leg. 
The greater trochanter is the bony bump at the top and outside of 
the th igh. As you bring the gesturing foot into a pointed position 
in front of the ankle of the supporting leg (coupe en avant} and 
then passe at the knee, you feel the rotators in action behind the 
great,er trochanter. 

1 . Loop a Thera-Band around the hindfoot and heel so it 
puHs back against the heef bone. 

2. Perform a taupe plie with the gesturing 'eg in front of the 
ankl,e {figure a) with the arms in port de bras . 

3. lift lhe gesturing leg into a passe while stretching the 
supporting leg >(figure b). 

4. Imagine the heel pushing for\Ya,rd against the band. Feet 
the activity of the adductor muscles on the i nner thigh. 
Imagine the adductors 'lengthening while the rectus femo
ris centers the leg in the hip socket (figure c). 

5. Repeat this sequence 8 t[mes on each side, and increase 
to 12 repet,itions in increments of 1 each w,eek. 

I 

• 
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he human body is uniquely constructed to give the hands an unparalleled range 
of movement. The wrists, elbows, and shouJders allow the hands to move with 
maximum dexterity and provide the hands the ability to adjust to the most deli

cate tasks. Using the wrists, elbows, and shoulders to move the arms in a coordinated 
and graceful manner helps center the whole body and is paramount to improving dance 
technique. 

TradltionalJy, dance classes have emphasized training the legs. but this focus is 
changing. In some dance companies. dancing on the anns is becomJng more of the 
standard repertoire. Particularly ln ballet training, the dancer's arms and torso need 
to have enough strength for lifts and rapid gesturing in the petit allegro. Developing 
arm and torso strength not only improves all dance techniques, but also eliminates the 
common strength imbalances between the upper and lower body (see also chapter 4 
on releasing shoulder and neck tension). The arms can function properJy only when 
supported by a strong and muscularly baJanced torso and back. Muscle chains that 
enve1op the upper body create the baseline from which you can initiate graceful and 
powerful arm movement. 

(~nt~r thP Arms 
The hand and arm connect to the spine through a complex s·et of joints. Moving from 
the center of the body outward, focus on the Interaction of the rib joints, the rib cage
shoulder blade jolnts, the shoulder joints, the elbow, and the wrist joints. lf you can 
feeJ how the arms interact with the spinal center, you can improve your arm coordina. 
tion and dance with minimal tension. The following imagery exercises are designed to 
liberate your arm m·ovements and create a sense of natural lift in the upper spine. 

MarepV1an 3a~V1~e blli1 aeropcKV1M npaBOM 
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CENTERI1NG THE ARMS IN THE FIRST RIB ---·· - - I • I ••• -. -· 

Your coordination depends on where you experience weight transfers. For example, if you 
take a step, you can experience the interaction of the feet with the floor, or the leg with the 
peilvis. Depending on what you are aware of, your coordination changes. One of the skiUs 
of good technique is to be able to fee1 a distinction bet\veen the more central skeleton and 
musculature, such as the spine and rib cage, and the outside, or appendkular skeleton. In the 
case of the upper body, the outside skeleton is the shoulder girdle and arms. By experiencing 
the shoulder girdle and arms as separate yet balanced and close to the central skefeton, you 
W'iU create more efficient and tension-free movement. 

1. Hold the arms horizontally in front of you or overhead, with the pa lms facing ea,ch 
other. Feel the wei,ght of the arms resting on the shoulder blades. 

2. As you ho:ld up the arms, visualize how weight transfers f;rom the shoulder blades to 
the clavicles, and through the clavicles to the sternum and first db. See how the first 
rib sits snugly in the jo;int provided for it by the topmost tho:racic vertebra. 

3. Feel how the weight of the arms rests at the level of the fi:rst thoracic vertebra. 

4. Now allow the weight of the arms to travel down the spine. This action centers the 
upper body gestures and relaxes the shoulders. Don't let the weight of the arms rest 
on the rib cage, because this position depresses the thorax and may lead you to 
counteract it by i,ncreasing neck tension (see figure). 

5. U ltimately you may feef the weight of the a,rm arriving at the base of the spine and 
in the pelvis. Pract ice this feeling by standing with equal weight oo both 'legs, and 
experience the weight shift ing in the hip joints as you move the arms. 

--
I ,:;:::; .. -

-- - ·-
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8.6 ARM LIFT 

b 

178 

The arm tift is the first of several C'xercises done ·from the same basic starting position and 
aimed at strcngthenins tnc musd·es of the arms and shoulders. Jt engages the muscles that 
aid in elevating the arms, bending the elbow, and stabilizing the torso, especially the deltoid~ 
biceps, trapezius, and erector spinae. 

1 . Bend the elbows at right angres, and place the hands 
under .a Th1era-Band (figure a). 

2. lift the arms, pushing against the band with flat hands 
(figure b). If you find the band slides up the back, lean 
back to increase tension. If the band feels uncomfort
able on the arms, use a kneepad or wear a long-sleeved 
sweatshirt for protection. 

3. Take more time 'to lower the arms than to elevate them. 
Think up for one count, and down for three. Imagine 
two balloons pulling up as you s:lowly lower your 
arms. 

4. Imagine the muscles performing the action (especially 
the deltoid) sliding. 

5. Explor·e a variety of breath iniUations: Exhale when you 
~ift the arms, and ·inhale when you lower, or vice versa. 
As you push up, allow the ~ower rib cage to widen and 
the f irst rib circle to narrow (figure ·C). You may coor
dinate this image wtth an inhalation. As you lower the 
a(ms, aUow the first rib cirde to widen and the lower 
ribs to narrow. You may coordinate this image with an 
exhalation. 

6. Imagine you are pushing the biind upward from the 
pelvic base and sit bones .. 

7. lift the arms without tbe resistanc·e of ~the band to enjoy the feeling of lightness ·in 
the arms. This is a good idea after any of the exercises, because it presents the ner
vous system with a clear sensation of how effor1less movement can be. The nervous 
system t·ends to reproduce what it has experienced, so these sensatjons improve your 
enjoyment of dane€!. 

c 
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8.8 OUTWARD PUSH 

a 

b 
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This exercise strengthens the rhomboids, deltoids, and horizonta~ trapezius muscles. It al'so 
exercises the muscles that rotate the arm, creates a sense of width in the back and rib cage, 
and strengthens the muscles that move the wrists and fingers. 

c 

1i. Place the hands on the inside of a Thera£Band, palms 
fac ing outward. Make sure the band is unwr,inkled 
and is spread over the surface of ,the hand (figure a). 
Position the arms, in front of you at a sJight downward 
iodination, and slightly bend the elbows. 

2. Push sideways against the band with the hands (figure 
b), and move the arms back to center. Take three counts 
to move the arm in, and one count to move it out. 
This pacing emphasizes ~he eccentric training of the 
musculature, creating more strength and a sense of 
length in the musd es. 

3. Feel the back w~idening as you move the arms to the 
sides. 

4. Imagine the musdes sliding. As you move the ,arms to 
the sides, the filaments in the rhomboids and horizon
tail trapezius slide together, and those in the pectora:ls 
slide apart. As you move the arms back in, the filaments 
in the rhomboi,ds and the horizontal trapezius slide 
apart, and those in the pectorals sHde together. 

5. During the movement, visuatize the rib heads msting 
in their spinal joint sockets. AU ow the ribs to fee~ sup
ported in thejr connections to the front of the body 
as wellll. This posWon helps you maintaFn a sense of 
spaciousness within the rib cage and length in the 
spine (figure c). 

'6. Enhance this exercise by cirding the feet whi le moving 
the arms out and in. This simultaneous movement 
trains your coordination and strengthens the muscles 
of the ankle and foot. 

p b Mn M 



By reversing the movement in the preceding exercise, 
you wi II strengthen the pectoral muscles and release 
tension between the shoulder blades. The inward push 
eng~ges the muscles that stabilize the shoulder joint and 
the abdominal muscles to create a sense of knitting at 
the front of the pelvis. The exercise also strengthens the 
musculature tha.t moves the wrist and ftngers. 

1. Place the hands such .that the palms are facing 
the outside of a Thera-Band. Spread the band so it 
covers the whole palm of the hand, and position 
the arms at a downward angle with the elbows 
slightly bent (figure a). 

2. Move the hands toward each other to push the 
band toward the midline (figure b). 

3. Move the am1 back out. Take three counts to 
move the arm out1 and one to move it in. 

4. Feel the psoas major muscle lengthening down
ward to create a sense of grounding whire releas
ing the spine ·into length (figure c). 

5. As you move the hands toward the midHne ... imag
ine the transversus abdomrnis muscles knitting 
together in the navel area. You can visualize the 
transversus as .a rope or stack of ropes being 
tied firmly at the front of your body. Notice now 
this image creates a sense o( width in the lower 
back. 

6. As with exercise 8.7, you can enhance this exer
cise by circling the feet while moving the arms 
in and out 

• 

INWARD PUSH 8.9 
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,8.10 

a 

ROTATIONAL POWER FOR THE TORSO 

This exercise strengthens the muscles that rotate the spine and torso. This includes the inner 
and outer obli·que abdomina:! musdes and the deep rotator muscles of the spine such as the 
multifidi , semispinalis, and rotator·es. Aft·er performing this ex·erdse regu:lar'ly, you wi ll notice 
an increased flexibility of the spine in rotation and a sense of I ift and power in the abdominal 
area. This exerdse also strengthens your turns .and all spiral dance movements. 

1. Befor-e you begin, check the range of rotation of the tooo 
witnout the resistance of a Thera-Ba:nd. 

2. Lace the band over the upper arms, and hold it from above 
as shown in figu~re a·. 

3. Rotate the torso to the right, keeping the head over the pelvis. 
Maintain the arms in the same configuration relat.ive to the 
torso to acnieve the desired effect on the obHque abdomjnals. 
Initiate the rotationat movement from the· central, core muscles 
of the body-the pelvic ffoor; abdominals, intercostals, and 
scalenes. ·Often this core group ofr muscles is neglected for 
movement initiation in favor of the more superfidal muscles. 
If you can reengage the core, you will find that tension in the 
supe.rfiicial m·uscles melts away. 

4. As your reach ttle end oi you:r range, gently flex the spine to increase the activity of the 
abdominal muscles. As you flex the spine, feel the beUy button moving back to help 
you create more movement in the lumbar spine. 

S. Retum to center, and rotate the torso to the· other side·. Maintain the· arms in the same 
configuration relative to the torso. As your reach the end of your range, gently flex the 
spine to incr.ease the activity of the abdominal muscles .. Make sure that your movement 

,. -.,_ is smooth and continous. 
~ ) JC; 6. lower the band to the back of the pelvis, and check your rotational flexibility. 
·~ / ~ You may notice sjgnificant improvement. 

~~ ~ ,.. 7. Repeat the exercise 4 times to each side, and increase to 20 in increments 
; /~ of 2 each week. 

~ ~ · ~magine the spindle rotating afat.md its long axis ~o begin your movement 
~It>~-- (figure b). This .adion may not be easy if ydu are used to initiating with 

b 
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superficial muscu~ature. After a whlle, you wiU notice that you can ditfe:r
entiate initialing from the ·core from initiattng from the periphera~ 

muscles. It may be helpful as an experiment to initiate from 
the sl'.ou11der and arm muscles to demonstrate that you wiU 
have less rotational range than when you initiate from the 

spindle core. ) \ 
9. Feel. the peripheral muscles rel.easing tens·ion. Stay relaxed and - )\ Z 

tension free in the shoulder and neck muscu:lature as you rotate ( 
the core spi nd I e. 11 magi ne the trapezius muscle as a sa H 
being bi llowed by a cool breeze (figure c). (/- _-

If you are able to stay relaxed in the shoulder and .neck, -
you will have more· rotation in lhe torso and therefore 
increase your strength over a greater range of move
ment. Flexibility and freedom from tension allow you 
to develop your fuU strength potential in this as ·well as 
a II the other exercises. 
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ELAST'IC POWER FOR THE RIBS 

The ribs are not considered an active part of movement 
and are usually :r·elegated to being p~aced i·n position 
or even closed or pushed down in front Because the 
body is a dynamic whole, and all joints and muscles 
(including the rib ·cage) interact to create movement, 
the fol lowing two exercis·es can strengthen your 
dynamic awareness of rib action. This awareness not 
only improves alignment, breathing, and a sense or 
relaxation in the shoulders, it centers pirouettes and 
incr·eases the height of jumps. 

The ribs .are connected to the spine and sternum 
through a comp[e.x network of more than 150 joints. 
These joints make subtle adjustments as we move the 
spine, afims, and legs. If you imagine the rib cage as a 
static partklpant in movementr the spine, arms, and 
legs wi II lose Oexibil'i ty and power. 

1. With a Thera-Band in the hands and the palms facing downward, stretch tne arms 
forward, and lift the band overhead. Jf this posinon is difficult, seled a band with 
Jess resistance~ or make a longer loop. Make sure never to place the band behind 
the neck. You should feel .a comfortable level of resistance (figure a). 

2. Bend to the left for two counts, keeping the arms stretched and pushing the band out 
and away from you (figure b). 

3 . As you bend to the teft think of the right ribs Lifting up and the left ribs lowering 
down. This action •s simi lar l·O lifting a bucket handle, except that every rib is a bucket 
handle in its own right (figure b). 

4 . Return to the center for two counts, and bend to the right for two counts, keeping 
the arms stretched. As you return to center, visualize the left ribs lifting and the right 
ones lower1ing. As you move back and forth, allow this rib movement to become 
smooth and continuous. This movement increases the lateral nexibility of the spine, 
especially in the thoracic area. 

5. Return to center for two counts, and repeat bending to the left and right four times 
each. lncrease the repetitions to 12 in increments of 1 each week. 

6. Because the spine is a series of curves, a si·debend always has an e lement of rotation 
to ft. Try this exercise with a flexible rod or 
t\vtg. Bend it, then tilt it to the side. 
You will notke a totation· along the 
long axis of the rod. As you bend 
to the right, imagine the rib cage 
rotating to the right. Do not actually 
pe.rform this movement just imag· 
ine it to increase your lateral flexibUity. 
As you bend ~o the le~ imagine the 
rib cage rotating to the left. tf you 
think of the rib cage rotating in 
the opposite directron, you 
wm feel as if the spine is 
locked. 

-
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8.12 CENTRAL CO~NTROL OF ARM M~OVEMENTS 

b 

c 

IBt 

¥ou started the exercise series with an upper body drcle. You wm 
now periorm ,another such circle, but with the arms stretched out This 
position strengthens not only the musdes of the torso, but also those 
of the arm and shoulders. This exercise creates a wonderfu~ sense of 
central support for your arm movements. 

1,. Sit with the legs stretched at a comfortable angle to each 
other. 

2. Place a Theta-Band under the pelvis, and reduce its length 
so you can have comfortable l'lesistance with the band In the 
hands, stretched over head (figure a). 

3. Make a ci~de io the left by laterally fle~ ing and rotaHng ~he 
spine (figure b). ~niti ate the movement from the navel center, 
and feel the activation ~of the abdominal musdes and the sup
port of a flexib ~e lumbar spine. 

4. Reach forward and downward until the hands nearly 
touch the f loor (figure c). 

5. Continue the movemen,t to the right 

6. Return to· the startjng position~ and repeat the move-
ment three more t imes on each side. 

7. To create a sense of resilient support without tension, 
think of the arms as supported by the lungs. The left 
arm is supported by the left lun~ and the right arm by 
the right lung (figure d). Feellhe shoulder and neck 
muscles melt as the lungs take ove.r the support of 
the arms. 

- -- -
..... • . .. 
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STRONG ADDUCTORS FOR BALANCING POWER 8.13 

Thts exercise strengthens the adductor group of muscles, which ~s important ·for stability 
in dance, especially when balancing on one leg. Dancers learn how to stay as centered as 
possible when they lift one leg off the filoor as in a passe retire movement Beginners tend to 
mov.e way over to the side of the standing leg and ba lance there, which is fine ~or everyday 
use, but not for dance, where weight needs to be transferred from leg to leg with minimaJ 
sideways deviation. ~tis important to remember that this exercise does not replace training 
the neli'Vous system to con trot balance this happens mainly th·rough doing the actual move
ment-but laying a stirongfoundation will speed up that process. This exercisewm feel quite 
:intense, espedaUy if you are at the beginning stages or conditioning. If the adductors fee,l 
exhausted after e1ght repeHtions, start practicing thi·s series regularly. 

1. Loop a Thera-Band around the feet and 
back. 

2. lie on the left side of the body, and place the 
right foot and rignt hand on the upper strand 
of band1 holding it down agajnst the floor. 

3. The left foot is now in a l'oop of band, ready 
to be lifted upward. Keep the upper loop 
of the band around the shou~ders (figure .a}; 
don't let it slide down the back. ~n the begin· 
n;ng, arranging the band this way may be a 
challenge, but after a few practice sessions 
it becomes second nature. You may vvant to 
practtce with a mat or ~crwe~l underneath you for mor·e comfort. 

4. Now lift the l.eft 'foot and leg upward aga,inst the band, keeping the foot parallel to 
the floor. 

5. tmagine that an elastic thread is pulling the lifting leg upward. No effort is required 
on your part;; the eiastic is taking care of the work for you (figure b). 

6. lower the leg down to the starting position. Take two counts to move down, and one 
count to move up. 

7. Send the breath into the addudors. lmagfne the br·eath providing a continuous (low 
of fresh oxygen to keep the muscles ·energized. Imagine the color red filling the 
musdes for renewed ~energy . 

.a.. Turn over to the right side, and repeat the movement with the other leg. 

I 
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8.14 ABDUCT·OR STRENGTH 

186 

ow you will exercise the muscle group that opposes the action of the adductors tne 
abductor . The abductors are also ~mportant for stability when you stand on one 11eg. Because 
tanding on one leg is common in dance, these muscles are often ove·rV\/Otked. They may 

, I so feet train if you elevate the leg with the help of the abductor musdes instead of the 
iliopsoas. In modem dance and jazz, the l·eg can be lifted tO· the srdc in parallel, placing the 
abductor in direct demand. These factors may contribute- to tension in the area of the hip 
joint. It is therefore important to :keep breathing and to send as much r~e:l axing imagery to 
rhe muscles as possible during the abductor strengthen:ing exercises. 

You may wonder whether you should strengthen an ovel'\vorked muscle in the first place. 
In th js case, the rationale for strcngthenjng is to incr.t~ase muscle endurance to support the 
demands of dance. Also, the elastic rebound provided by the band may 1increase circulation 
t·o the muscle. 

1. lie on the left side with a Thera-:Band looped 
around the feet as when you were s ittin~ only 
reduce the length of band between the feet to 
increase the l·ev.el of resistance ('figure .a). 

2. Uft the right leg up against the band. Lower the 
right hand against the band. 

l. Lower the leg, to the starting position. Take tvro 
~counts to move down, and one to move up. 

4. Imagine the breath melting aU tension out of the 
abductors whi le you exerci·se. 

5. Move the m1ind's eye .and sensa tion to the bony 
surfaces at the outside of the ilium and gr.eater trochanter where the abductors attach. 
Glide an imaginary ice cube ovet these surfaces to keep them cool while you exer
cise. ~Feeil tne mu cular layers {gluteus medius. and min~mus) softening and melting 
toward the bone. 

6. Imagine a large spring between the feet. This spring pushes the leg up without any 
effort from you. Let the imaginary spring do aU the work, whi11e the leg simply responds 
to its movement (see figure b). 

7. After the ~exerc ise, tap the muscles that (eel tight, make sure you release all tension 
before you 11011 ~o the other side, and repeat the exercise with tne other leg . 

. 
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The next part of the exercise series (exercises 8.15 through 8. 18) ,fs both demanding and 
fun. If you have arrived at this point and still feel vigorous and ready for more. continue 
on with the following exercises. Otherwise, practice the series up to this point for three 
weeks before continuing. 

SAILING THROUG~H T'HE AIR: SECOND POSITION S'PLIT 8.15 

The second position split al~so e:xercises the abductors, but it engages both legs at the same 
time. This exetdse cal:ls for brarn activity s(mitar tO· that required in the performance of a 
second position leg split while leaping. The nervous system is the key component in performing 
a movement. w ;tnout tts organizational ski lis, all the strength in the world won't make you 
perform a leaping spJ it Because it is difficult to do a regular split jump with any consistency 
20 consecutive times whil~e a band is t;ed to the legs, you wi II reverse the body's position, 
so the legs w1i.U be in the ar~r while you perform .a shoulder stand. This position should feel 
reasonably comfortable and wilt i~ n no way strain your neck if you are to perform it. 

1 . Move into the shoulder stand position with the hands 
supporting the pelvts. Start from a supine posit ion, bend 
both legs and lift them off the f loor. Support the lowea 
back firmly with both hands. Always use care ''hen 
moving into or out of a ·shoulder stand position. 

2. loop a Thera-Band around the back and feet . Hofo on 
to the band with the hands so it does not slide ofi the 
b.a ck (figure a). 

3. Split tne legs, moving them to the sides at Pqual dis
tances from the center (figure b). 

4. Move the legs back in. Take two counts to movP tht~ 
legs in, and one count to mov·e them out. 

5. Petform the movement both in parallel and turned-out 
positions. 

6. It may be difficu:!t to focus on imagery 
while you are in this unusual pos'ition. If 
you can manage to visualize y·ourself per
forming a split j ump, your nervous system 
will soak up the informat;on and provide 
you with an improved second position split 
. 
JUmp. 

7. If you prefer an anatomical image, imagine 
the muscles on the ins ide and back of the 
legs from the sit bones to the hee:ls length
ening as you move the legs to the sides. 

8. Engage the reliable elastic string image, 
and imagine the e:lastic pulling the legs to 
the sides effortlessly. 

9. Start with 4 repetitions, and increase to 12 
in increments of 2 each week. 
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VERENA'S SPLIT AND RO·CK 8.17 

This exercise is called Verena's split and rock because the model for this exercise series spon
taneously performed this movement after finishing the series. It certainly is a natural exercise 
for dancers, because it stretches the adductors and helps to release hip and back t.enston. 

1. Cont~inue from exercise 8.16 by resting supine and moving the legs to the sides in 
wide second position stretch. 

2. Rock the pelvis back and forth, and aflow 
the legs t-o swing up and down in response to 
this movement Do what feels comfortable to achieve 
a stretch and release. 

3. As you rock back and forth, feet the muscles of the lower 
back melting into the floor, and keep the shoulders relaxed. 

4. ~I the mu~cles on the inside of th~ leg, the ad~uctors, stretching -a 
mto length hke taffy, and push out mto space wath the feet. ~ 

J. Engage the quadratus lumborum and psoas major musdes, then rnitjat·e lateral flex ion 
of the sp:ine as the pelvrs rocks. 

NATURAL LIFT-HEAD FLOATS UP 8.18 

This exercise is the last in the series. It will get you ready for the standing position by increasing 
the tone in the muscles that create lift through the torso and especially the spine. In this way, 
you can diss'ipat·e discomfort remaining from the shoulder stand exercises. The exercise will 
:leave you with a feeling of floating upward and great lightness in the head and spine. 

1. Place enough length of a Thera-Band under the petvis that you have a moderate 
amount of tension in the band when you place the remaining loop over head. 

2. Slowly flex the spine for four counts while maintaining a feeling of ~l ength in the back. 
3. Slowly extend the spine for four counts while being careful to keep the head well 

aligned. Do not allow the head to jut forward. 
4. Remove the band, and enjoy feelrng the head ffoating upl 

5. Repeat the exercise four to six times at a comfortable speed. 
6. After doing this exercise, you will have the experience of effortless lengthening of the 

spine. You may, however, add several ideas to increase the benefits of the movement: 

• Ma•ntain a sense of length between the tail and the top of the head throughout 
the exercise. Exhale as you flex the spine, and inhale as you extend the spine. 

• Push the sit bones into the floor, and reach up with the head to maximize the 
distance between the top of the head and the pelvic floor. 

• Think of pushing ~e head through the band as you move up. 
• Imagine muscles sliding in the errector spfnae muscles of the back: As you roll 

down, they slide apart. As you roll up, they slide together. Imagine muscles sliding 
in the rectus abdominis muscle: As you roll down, they slide together. As you roll 
up, th.ey slide apart 

• Imagine the ribs rotating downward as you flex the spine, and imagine the ribs 
rotating upward as you roll back up. 

• You may find it helpful to roll the back on ba.lls for a few minutes. Then perform 
a simple dance step with a new feeling of length in the spine. 

t89 
M arepV1 an 3a~V1 ~eHHblli1 aeropcKV1"' OM 



This page wa s n•t downloaded by GBD 



-
• 

ALIGNING FOR TURNS 9.1 
--- --- -----·--· 

Without good alignment, performing multiple turns is not possible. You can always manage 
one or two with decent alignment and a good sense of rhythm and spotting. Spinal align
ment is the first place to look for problems. If the spine is aligned, joints throughout the body 
are balanced. Also, the spine is both the support and area of attachment for many organs, 
muscles, and connective tissues. In th is way, changes in the spinal alignment wi ll transfer to 
every part of the body and vice versa. 

When you have trouble turning, scan the following areas of the body to improve spinal 
alignment: 

1. Let the spinous processes release. lmagine them dropping and melting downward. 
Visualize the processes above each other in the same sagitta l plane (see figure in 
exercise 6. 16). 

2. Notice the balanced alignment of the left and right joints of the jaw (temporoman
dibular joint), the left and right joints between the head and the top of the vert·ebrae 
(atlanta-occipital joint), and the left and right joints betv~een the ilium and sacrum 
(il iosacral joint). Become aware of the stat·e of these joints and how they relate to 
each other, and trust the nervous system to start you on the path of better alignment 
(see also chapter 5). 

3. Imagine the equal arrangement of the paired organs (the lungs, kidneys, and 
large intestine) within the torso. 

4. Notice the position of the pelvis. If it is tilted forward or tucked (posterior 
t i It}, it wiU throw off your balance when turning. Notice whether the pelvic 
crests are on the same horizontal pJane and whether their alignment in this 
plane changes as you go from preparation into the turn. 

5. lmagine the alignment of the brain and spinal cord as a soft axis (see figure). 
After you have laughed off the novelty of the image, the awareness might add 
a new quality to your turns. 

6. In the preparatory phase for pirouettes, think of the centra l axis' plumb line 
grazing the front of the cervical and lumbar spine. 

·- ......... 
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UNCLENCHING THE JAW 

Many dancers tighten the neck and clench the jaw when they perform a pirouette. This may 
sound exaggerated, but observe a class and you will see it happen. Seeing o~her dancers 
clench may be one of the best ways to recognize and stop this pattern in yourself. 

1. Perform a pirouette with a clenched jaw, then perfonm one with a relaxed jaw. You 
may notke that the tight jaw makes turning difficu~t. The position and tension tevel 
of the jaw are key to the alignment of the spine. Also, a tight jaw tends to make the 
neck inflexibl·e. 

2. Put one finger in each ear opening, and push the finge.rs forward. As you open and 
close the jaw, feef the action of the joints (figure a). The jaw joint has a disc (as does 
the knee), which divides it into an upper and l.ower part The disc improves the range 
and stabili ty of the joint. By imaging the soh, elastic disc, you can create a sense of 
smoothness and relaxation in the jaw. Imagine the disc resting on the joints as a lazy 
I izard (or the animal of your choice) resting its belly on a warm rock. 

3 . Put the fingers just in front of the ears, and move the jaw to feel the acti·on of the joint. 
It may be painful to touch if you have been tense in this area. 

4. As you open the mouth wide, think of the disc sliding forward and downward. You 
can imagine the disc being a slippery raft gliding on a river {figure b). 

5. As you close the jaw, imagine the disc sliding back up (reverse the r:iver; aU ts possible 
with imagery if it helps you). 

6. Move the fingers forward half an inch, and slide them vertically down the side of the 
jaw. You are now massaging the masseter, one of the strongest muscles of the body for 
its size. Massage all the way down to the low·er rim of the jawbone. Think of the mas~ 
seter melting down as you seek out and soften tension spots in the muscle (figure c). 

7. After relaxing the jaw, repe.at the pirouette, and notice changes in the mobility of the 
neck and the alignment of the head. Turns feel different \Vith a tension-free jaw, so 
do not be surprised. Notice also the increased sense of rhythm in the head and neck. 
Tension makes it hard to experience rhythm. 

Disc of jaw joint 
b 

/ Ear opening 

Styloid process • 

Mandible 

-

c 
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9.5 EQUAL BODY HALVES 

191. 

Sensing both sides of the body equally goes a long way to improving pirouettes. The equal 
momentum (speed, force) of the body halves, not just their alignment, is important. 

1. As you turn, think of the pelvic halves revolving around the sacrum like a revolving 
door with the sacrum at its center. 

2. lmagsne the bones under the eyes, and let the eyes rest on these bones. As you turn, 
allow the floors under the left and right eye to be level. 

3. Feel the equality of both sides of the back. Feel the equality of both sides of the rib 
cage. 

4. Keep the arms level with each other. If you have trouble feelrng horizontal in the 
arms, imagine a water balance placed between the left and right elbows. The air 
bubble at its center shouJd rema in centered as you turn. 

5. VisuaUze the rectus series of musdes (see Hgure). Th ink of both sides of the rectus 
abdominis having equal length, from the right pubic bones to the right ribs, from the 
left pubic bones to the left ribs. Imagine the median sag:itta l plane transversing this 
musc'le. This image will help center the spine for better turns. 

6. Feel the equal length and rhythm of both sides of the neck as you turn. 

7. When you spot, think of the face being photographed from the front~ twice for two 
turns, three times for three turns, four times for four turns. The picture being made 
shows an al·igned face. 

Rhythm is all important in turns. Onct:? you have established a balanced 
tension-a.lignment relationship, use your auditory imagery to hear yourself 

turning. Hear the music to which you are turning, or create an inner 
rhythm and connect it to your alignment imagery. Rhythm and 

alignment are the winnjng combination for successful turns. 

~~~Geniohyoideus 
;;wr~ Mytohyoideus 
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Jumping High~r With l~ss [ffort 
Jumping is fun, especially once you notice that you need much Jess effort than you 
thought necessary. This feeling is achieved by using the full elasticity of the body, 
optimal alignment , rhythms, and finely tuned muscular control. Besides the following 
exercises llsted, you will find ideas throughout this book that wiU help you with your 
jumps. Of great value are the alignment and pelvic floor exercises in chapter 5, the foot 
exercises at the beginning of chapter 7, and the relev~ exercises In chapter 10. 

- ---- - MU_S·CLE TEAM PLAYS FOR BETTER JUMPS 

When landing from a jump, focus on the eccentric (lengthening) action of the leg muscles. 
Feel the lengthening of the gluteals and the hamstrings. This lengthening gives you more 
stability and reduces the pressure on the knees. Also, feel the lengthening of the muscles of 
the calf as you Jand from small jumps. lf you do this regularly in training, your landing wil l 
become smoother, and you will develop better coordination. 

As with turns, for powerful jumping, al ignment is key. If you are not aligned, a lot of force 
wi ll be wasted by compensatory tension. 

1. Practice feeling an equal push from both legs in plies to pfepare for balanced jump~ 
ing from two legs (see figure). 

2. Do not provide force for jumping by bending the upper body for
ward and backward. Feel the upper body completely relaxed, 
yet vertically bouncing on a giant spring, the legs. ) 

3. Perform jumps whi le focusing on the breath. Don't 
do anything specific; just let yourself breathe. ,_...-.,..,- -~ 
This focus greatly improves your endurance ~ y { 

and your power. Any holding of the breath 
t~ightens the joints. 

-

,-

I 
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9.l TRAVELIN,G LEA.PS 

The human body is bui lt for efficient movement; it is good at conserving energy. In a sense 
the body consists of a combination of swinging pendulums that exchange, but do not waste 
energy. 

1. When you push off the f loor for a traveling leap, imagine the body as an •nverted 
pendu~um swinging from the point of push-off (see figure). Th.e head is the weighted 
end of the pendulum swinging around the foot. Use this image to increase the length 
and ease of your jumps. 

2. As you take off from the floor, imagine the head swinging out into space. 

3. In forward leaping action, feel the push-off foot connecting to the whole body. Feel 
the a(.iion of the pushing leg creating force that embraces the whole body. 

4. The flying carpet image can provide exceHent support for traveling leaps. As you 
perform a sideways leap with the legs stretched out to the side (grand jete a la sec
onde), as is commonly seen in jazz dance, imagine the pelvis being carried along 
by a supporting force such as the flying carpet 

9.8 JUMPIN_~ WITH T_E~SION-FREE FO·RCE _________ _ 

,. 

( 
( 

196 

When you jump, your strength should be added: to the jump, not tension. If the shoulders are 
rounded and tense, it is difficult to jump high or do jumps that involve turns. The more you 
can relax the shoulders, the more centered you will be. Try this during your next jump: 

1. Feel the rib cage in balanced alignment. Differentiate the first rib and clavicle to 
release tension in the upper chest. 

2. Keep the neck free and released. Feel the head resting on the top of the spine while 
you jump. If you can achieve this feeling, you will develop more control and have 
more leg power. 

3. Try jumping with a relaxed jaw, then with a clenched jaw. ~f you can relax the jaw 
while jumping, you gain more leg power. Your net jumping pow·er is your power 
minus rnternal resistance, or tension. Image the jaw and tongue dropping, creating 
length in the spine (see figure). 

4. Do not let the leg and arm movements distort the spine. Think of the arms and legs 
moving freery without disturbing the elasticity of the legs and spine. 

5. Imagine a partner pushing you upward just a bit further as you reach the highest 
point of your jump. 
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DIAPHRAGM JUMPING 

The d'aphragm greatty influences the height and elasticity of your leaps. Rarely do you see a 
dancer who has a sense of flow, space, and elasticity in his rib cage. With an aim to reduce 
extra movements, dancers may have been told to hold the rib cage in various ways. These 
instructions, however well intentioned, tend to make the ribs less elastic and inhibit the action 
of the diaphragm, which is attached to the rib cage. The following exercise is designed to 
give you an idea of the helpful elastic support of the diaphragm and rib cage for jumping. 

-

1. Perform a few jumps (sautes) in place focusing on the rib cage and diaphragm. 

2. Hold the beUy in to impede the breath, and perform a few jumps. Notice changes 
in the elastic rebound of the legs and the whole body. 

3. Jump once again, and inhale as you land. Notice how stable you (eel as you land. 

4. Jump up and down once. Exhale as you land from the jump, and think of the dia
phragm relaxing. How stable do you feel on landing? You may feel more grounded 
if you exhale on landing from a leap. 

5. Rest for a moment, and visualize the diaphragm as an elastic structure, I ike the surface 
of a trampoline. 

6. Per1orm a series of jumps. Imagine tne diaphragm being elastic, reacting to the body,s 
movement. Allow the diaphragm to bounce up and down with your motion. 

7. When you :land, the diaphragm counters the downward movement by moving up 
on your exhalation (figure a). 

8. When you leap up, it counters the upward movement by moving down on inhalation. 
This action helps stabilize your leap and gives you more thrust, because the body is 
employed as a complete elastic system (figure b). 

9. Rest for a moment, and rub the area just below the sternum, where the abdominal 

---

muscles begin and the diaphragm is attached to the front of the Perform a series 
of jumps whi le feeling the elasticity of the diaphragm. Notice leg action is 
influenced by the bounce of the diaphragm. 

~· 
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Dismvtring Your [lastidty 
Bones. tendons, ligaments, and fasciae are all connective tissue. All connecUve tissue 
is made up of structures that are like miniature ropes and elastic wires. This includes 
connective tissue surrounding and creating the shape of ceUs. Cartilage, for example, is 
a type of connective tissue that needs to resist pressure in joints, so it contains proteins 
that are able to contain water and help cartilage act like a tough water cushion. 

Ligaments and tendons contain the most common protein in the body, cal1ed col.. 
lagen. Collagen is an extremely tough fiber, capable of resisting a pull that equals 

10,000 times Its own weight. Tbls reminds us of the amazing abUities of the human 
structure, always a good thing to do when we are so often focused onJy on our 
shortcomings. Another common fiber in tendons and ligaments is called elastin. 
As its name implies, it is rather elastic, more so than collagen. Together they make 

tendons and ligaments elastic, yet very tough. 
Connective tissue in and around muscles forrns tendons at each end of a muscle 

and Unks them to the bone. In that sense, muscle does not move bone; it moves 
connective tissue (the tendon), which moves the bone. Thls sequence is advanta
geous, because the Unk is elasUc and can store some of the power produced by 
the muscles. 

• 

The elasticity of tendons helps to create the bouncy feel of jumps ... If the tendons 
are not sufficiently elasti.c, the muscles work harder to compensate. Certain liga
ments and connective tissue sheets are connected to muscles, making them more 
dynamic In their function. The gluteals and the tensor fasciae latae on the side 
and back of the pelvis connect to a large expanse of connective tissue that 
attaches to the thigh bone and reaches all the way down beyond the knee 
joint. This connective tissue helps to maintain the optimal position and ten
sion of the thigh muscles. 
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ELASTIC POWER OF THE ACHILLES 9.10 

When you a1re landLng from a leap, much of the energy is stored in the tendons of the body, 
foremost the Achilles, connecti.ng the heel bone to the calf muscles. This is the largest tendon 
of the body, and it stores the elastic energy generated by the muscles for reuse in the next 
• JUmp. 

1. Perform a few jumps, and get a sense of the elasticity of the Achilles tendon con
necting the calf muscles with the heel bone. 

2. Sil down, and place the right Ach iUes tendon between the left thumb and second 
finger. Gently massage the tendon up and down, from the heel bone to the begin
ning of the muscle beHy. This action should not hun:; if it does, consult a qualified 
medical practWoner, because you may have some inflammation in the tendon. 

3. Press the tendon rhythmically while you visualize jumping on the right leg. 

4. Stand up, and perform a few jumps on the l·eg that had its tendon touched, then on 
the other leg. You may notice an astonishing difference in the ability to jump. 

5. Now imagine jumping on two legs thal are more like the left one, and realiz:e how 
much elastic power you have been missing out on. 

6. Sit down, and repeat the exercise with the left Achi lies tendon. 

7. Once you have experienced both s;ides, make a firm commitment to build Achilles 
tendon e:lasticity into your body image . 

ELASTIC KNEES 9.11 

In ~he foUow,ing exercise you will touch the pateUar ligament between the patella and the 
shin bone. You will try to feel the subtle changes that happen through your touch and notice 
how this exploration affects your 'eaps. 

1. Perform a few jumps while focusing on the front of the knees. 

2. Sit down, and place one finger on the lower rim of the patella, the kneecap, and the 
other on the bump on the top of the shin bone. This place is caUed the tuberosity of 
the tibia, and it is the point of attachment for the quaddceps musde. 

3. Focus on the ligament spanning the space between your touches. lmag:ine that it is 
an elastic band that can activety support your jumping. 

4. Massage the pateUar ligament from the patella down to the shinbone. Squeeze it 
gently in the rhythm of the jumps you intend to do. 

5. Remove your touch, and support your weight on the leg you have worked widl. 
Perform a plie, then bend and stretch the knee. Do the same with the leg that you 
have not touched, and notice the difference. 

6. Perform some jumps on the touched leg and then on the other leg, and notice the 
difference in knee elastidty. 

Other ligaments that store elastic energy when you are reaping include theY ligaments 
(in front of the hip joints), the ischiofemoral ligaments (at the back of the hip joints), the 
sacrotuberous ligaments (connecting the sacrum with the sit bones), the spring ligament of 
the foot and, to a lesser degree, aU the ligaments of the spine, knee, and foot. 
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TOTALLY ELASTIC 

Once you have developed a feeli ng for the elasticity of the tendons in j umpin~ it is helpful 
to imagine the whole body acting as a elastic unit. The body, from a connect,ive tissue point 
of view, may be viewed as an interconnected mesh of semi-elastic fibers. 

1. Many connective tissue sheaths in the body communicate forces between muscles, 
bone, and even nervous system structures (figure a). 

2. Even the cells of the body contain structures called the cytaskeleton, made up of 
rap·idly adjustable microtubules. M icrotubules together with microfilaments form a 
web that maintains and alters the shape of the cell. 

3. The skeletal-ligamentous arrangement as well as the cytoskeleton remind me of tenseg
ri ty structures. Tensegrity structures are made of interconnected tensile (elastic) and 
compression members (spacers). Tensegrity structures are very light and robust and 
distribute the forces they receive to all their parts. 

4. When leaping, practice thinking of yourself as a total elastic structure; thi.nk of yourself 
as hav•ng the abUity to recei·ve and drstribute force without losing central organization. 

5. Imagine the elasticity happening everywhere in the body. This is not slumping e I as tic ity, 
but one that maintains its shape while it absorbs and recycles the absorbed forces. 

6. Feel the spinal curves deepening resi liently as you land, and rebounding into increased 
length as you jump up (figure b). Visualize and 
do not pantomime the image, or you will not ~ 

have the desired result. ~~ "" n:"' 

7. As you ~land from a leap, feel how the bottom ~ 
of the foot sprea,ds to break your fall. Allow ~ ~~ 
the elastic recoil of the foot to provide force "' 
for your next jump. 

Fa I x cerebr1 

Plantar fascia 
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Central tendon of diaphragm 
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lncr~asing Tum- ut th~ H~althy Way 
Now you will look at some simple methods to increase your tunrout without causing 
any damage to the tissue or straining muscles. 

A dancer's maximal tum-out is limited by the structure of her bones, joints, and con
nective tissue. Some dancers obviously have better bodies for turn-out than others, 
but most dancers are not using their fuU turn-out potential. Reasons for this include 
the following: 

• Excess muscle tension caused by incorrect muscular coordination. Jt reduces the 
freedom of movement In the hips. The most powerful external rotator of the hip 
joint is the gluteus maximus. Because it also extends the hlp Joint, It ls not a good 
candidate for external rotation when the hip is flexed. such as in an attitude en 
avant position. Focus on the deep rotators (see following text) and accessory 
muscles, such as the sartorius. to create the desired result. 

• Alignment problems (excess forward tllt of the pelvis) causing the hips 
to be limited In outward rotation. 

• Not practicing hlp joint rotation in dance class. I have often observed 
dancers who may believe they are turning out the leg when they are 
mostly twisting the pelvis. Hip joint rotation remains limited, because , 
the brain never learns about pure movement of the hip joint. 

• BeLng able to maintain tum-out whil·e dancing. You may be very mobile 
in the hip and yet unable to maintain turn-out becaus·e of lack of strength 
and coordination in the appropriate muscles. Tightness In the muscles 
that oppose tum-out may also be causing this situation. These muscles 
are the tensor fasciae latae, the gluteus minimus, and the anterior fibers 
of the gluteus medius. 

• Too much tension in the muscles that turn out the leg. To function well, 
the muscles of external rotation must be able to lengthen and shorten 
to their full range. Focusing solely on the shortening aspect Is a problematic 
approach that causes tension. Most often s elf-touch and imagery can work won
ders to release these areas. 

• Forcing tum-out twists the knee and foot excessively, causing the pelvis to tilt 
forward, the knee to be pushed forward, and the feet to roll in (pronate). This 
misalignment causes an imbalance and strain ln the muscles and ligaments 
supporting these structures and leads to injury. The dancer's compensationss..
forc1ng the knee back and using tension to Uft the front of the pelvis and the Inner 
border of the foot cause furthe·r technical problems. This pattern is dif:ficuJt 

• 

to change, because dancers are so used to it and do not want to turn in to the / 
correct position. 

Ideally, tum-out should be achieved in the hip joint with little participation of the 
joints of the lower limb (figure 9.1, a and b). 

Figure 9.1, a and b The safest way to achieve optimal turn· 
out is by initiating the moveme-nt from the hip joints. 
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Here are five main ways to improve rotation and turn-out, some of whi·ch were dis
cussed in earlier chapters: 

1. Review the joint rhythms of the leg and pelvis. Once these are dearly visualized 
and felt, the joints and muscles wUl discover their natural maximum range of 
movement. which is always greater than range achieved through tension and 
force (see chapters 5 and 7). 

2. Release excess tension in all the muscles of the hlp Joint. especiaUy the adductor, 
abductor, and internal and external rotator muscles with baU rolling exercises, 
imageryt touch, and stretching (see also chapter 4). 

3. Perform exercises for the iliopsoas and external rotators to create more force and 
length in these muscles (see also chapter 6). 

4. Strengthen turn-out with Thera·Bands, and balance this strength to create equal 
turn-out (see chapter 7). 

5. Strengthen turn-out through leg-pelvis coordination and pelvic Roor awareness 
(see a1so chapter 5). 

R~leasing the D~~P Rotators 
The six deep rotators are key muscles for dancers. They are the obturator internus 
and obdurator externus, the superior and inferior gemelli, the pirifonnis, and the qua~ 
dratus femoris. They are important both for turn-out and pelvic alignment, and they 
need to be strong without being tense. If they are tight, they will tilt the pelvis forward , 
decreasing and limiting turn-out. The lower back Ls then strained in an effort to turn 
out and lift the front of the pelvis (see iliopsoas, chapter 6). Except for the quadratus 
femoris, which is an adductor, the deep rotators can also assist abduction of the leg 
depending on the elevation. 

Tightness in the deep rotators predisposes the hip joint to arthritic changes, because 
the legs tend to remain somewhat turned out, even during daily activities. If this Is the 
case, the ligaments of the hlp joint remain somewhat slack, and the lack of stability may 
contribute to increased wear and tear of the jolnt. Pay special attention to the pirllornlis 
(see following text), because it is the strongest of the six rotators. 

One of the hallmarks of good technjque is being able to experience weight transfer 
in the hip jo.ints. It enables you to us.e the pelvis as a center of power that can hardly 
be felt when the rotators are tight. Once the deep rotators are released, your pli~ is 
deepert the pelvis is more aligned~ your balance improves, and leg power~ also in the 
turned-out position. is fu11y availab)e to you. Rather than just stretching these muscles 
once they are tight, use them with a sense of length and ease. Simply increasing the 
awareness of the area immediately adds to the available flexibility. 
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INNER OBTURATOR AND PIRIF·ORMIS ---

The focus. of th is exercise is the piriformis and obturators, because they are important for 
adjust,ing the weight transfer from pelvis to legs. The obturators and the piriformis attach to 
a groove (fossa) just inside of the ridge of the greater trochanter at the top of the femur bone. 
This detail is important, because visuatizing softness in this groove helps to release tension 
in these muscles. 

The obturator internus travels around the sit bone to the front of the pelvis, attaching to an 
area called the obturator foramen. The obturator externus attaches to the same place, only 
its route i·s shorter. It trave11s under the hip joint to the outside of the obturator foramen. The 
extern us aliso acts as an elastic support for the hip joints, like a hammock stretched beneath 
it. The obturators are difficult to visualize both in their location and action, but it is well 
worth spending the time to embody their function. 

Besides being external rotators of the femur, the contracting obturators tilt the pelvis for
ward when the legs are fixed on the ground (closed-chain position; figure a). 

a 

1. Walk the f ingers up the outsi·de of the left leg until you feel a bony prominence, the 
greater trochanter. Don't confuse the trochanter with the pelvic crest., which is further 
up. 

2. Touch the left greater trochanter with the left hand, and the sit bone of the same side 
of tne body with the right hand to visualize the first half of the path of the interna l 
obturator. Massage these points gently with ci rcular motion of the fingers, while you 
think of the obturators' route from the trochanter around the sit bone to the i r1side 
of the pelvis. 

3. Image the muscle f lowing from the trochanter downward to ~he sit bone and then to 
the front of the pelvis, like a river (figure b). 

4. To complete the inner obturator visua lization, move the left hand to touch the left 
pubic bone. Focus on the part of the obturator after it nas traveled around to the sit 
bone and Hows into the inside of the pelvis. 

5. Visualize the end of the obturator spreading like a river delta as it attaches to the 
obturator foramen. 

6. Compare l ~eft and right hip flexion and rotation, and repeat the touch on the other 
side of the body. 
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OUTER OBTURATOR 

The external obturator runs under the hip joint from the groove on the inside of the trochanter 
to the outside of the obturator foramen. As it passes under the hip joint, it also forms con
nections with the hip joint capsule~ a dynamic aid to hip stability (see figure). 

1. Visualize the outer obturator by touching the trochanter and the part of the pubic 
bone that descends to the sit bone on the same side. 

2 . Again, think of the flow traveling from the trochanter to the sit bone. Imagine the 
muscle sagging like a hammock as it travels under the hip joi:nt. 

3. Once you are able to visualize these muscles, turn the leg in and out (medial and 
lateral rotation in the hip joint). Embody the sliding of the filaments in the obturators. 
As you tum out, they slide together. As you turn in1 they slide apart. 

4. If you visualize these muscles with great sensitivity, you may be able to increase 
your turn~ut to an astonishing degree. Do not imagine shortening in the muscle; 
just think of easy sliding of fi laments. 

5. As you turn out, also focus on the tensor fasciae latae, an internal rotator and abduc
tor of the leg. Touch the ASIS, and slide the fingers downward an inch or two and 
slightly to the back to feel this muscle. Massage tbe tensor fasciae latae whi le you 
image the muscle melting down the front and outside of the pelvis. 

6. Before you ·work on the other side, compare the right and the left legs so you can 
~ppreciate the results of your effort. 

7. lift your right leg into a passe. Turn the leg in, and imagine the obdurators sliding 
apart. Turn the leg out, and imagine the obturators sliding together. 

8. Once you have exercised both sides, perform a plie and think of the outer obturators 
shortening and lengtheni:ng without tension beneath the hip sockets. Also try exten

sions in second position while th inking of the obturators. Let 

~ -= t__ _} _ ---.....,_ the gt reater trochatntert~rop ftoththe bbtack ~and d
1
fownwardtto 

-. I -. ge an easy con rae aon o eo ura ~ors. y·ou maser 
"-... ( . ~} ~ 

1 )~" this skill, you will have more turn-out with less effort in 
,_~ the upper th igh. 

r -- - --

~ t,J ~ 
:!) ./ <X 

.J,tr( 

External obturator 
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ROLLING BALLS RELEASE ROTATORS 

This exef'cise teaches never to forc·e your turn-out. Muscle· fr,eedom, not strain, incr·ea~es 
turn-out. Also, tight muscles cannot develop strength and will not be able to maintain turn
out during movement. 

1. Plac·e a ball under the right s1ide of the pelvis between the greater trochanter and the 
sit bone. (lnfo·rmation about ro l ti.ng balls is included in the references and resources 
listing at the end of this book.) You need to rotate the pelvis to the right to be able 
to do this. Adjust the body unti I you feel comfortable. It may tak·e a b it of practice to 
ger the ball in the right place and stiU fee( comfortable in the n~st of the body (figure 
a). 

2. As you roll over the ball slowly, imagine the muscles m.elting .. Breathe i.nto this area. 
Imagine the breath having the power to dissolve all tens~ion. 

3. As a variation, use t\vo balls, one under the pelvis and the other under the outside 
of the thigh, just above the knee. You can now release tension both in the lateral 
pelvic and thigh muscles {f igure b). Adjust the positlon of the baU on the outside of 
the thigh w ith the hands, and roH unde.r various areas of the outside of the leg. 

4. Increase or decrease the pressure on the balls depending on the state of the mus
cles. 

5. Initiate movement from the right pelvic half, turn the leg in and out, breathe, and 
move slowly. 

6. Imagine the muscles melting over the ball. Breathe into the knots you encounter and 
dissolve them with the breath. 

7. Practice for about five minutes on one side. Before 
changing sides, take a moment to stand up and 
perform a pi ie and develop:pe extension with each 
feg. You may notice a s·ignificant difference in the 
ease of motion an.d amount of turn-out between 
sides. Also practice balancing on one teg and 
notice the stability of the knee. 

8. Brush the l·eg to the front and turn the leg in and 
out. You may have tncreased both the range and 
fluidity of the in-and-out motion. Notice the rest of 
the body as you do tnis. Can the action be focused 
in the hip joints, while the rest of the body stays 
undisturbed? Or do you tense up certain areas as 
you try to turn out? 

9. After you have completed both sides, perform some 
more plies in second position to integrate the new 
range jnto the nervous system's movement guid
ance· system. 

10. Visualize the muscles around the greater trochan
ter. Focus on the groove (fossa) on the inside of tne 
trochanter, and see the muscles melting to rnorease 
the ,depth of your pl.ie without disturbing pe~vic 
alignment. 

p a 
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9.18 STRETCHING THE PIRIFORMIS 

206 

Contracting the piriformis turns the leg out in standing, but abducts and turns the .leg in when 
you elevate it over 60 degrees. I have frequently observed in dancers that when thrs muscle .is 
not dittgently stretched, the leg turns in as it is elevated, and the abductors (gluteus medius) 
instead of the iliopsoas come into play to create higher leg elevations. Because this action 
causes the greater trochanter to push against the side of the petvis, a dancer cannot lift the 
leg very high to the Slde in abduction. To compensate, the dancer lifts his pelvis on the side of 
the gesturing leg. For ballet this is not acceptable, and it is not a good strategy for any dance 
form because it throws your support ing leg out of alignment and endangers the knee. To lift 
the leg ·in abduction as seen in some jazz and modern dance styles (e.g., Horton Technique), 
you need to consciously keep the knee of the supporting leg over the foot. 

• 

1. For this stretch you need a ballet barre or some el.evated surface. :P1ace rhe side of 
the left foot on the surface, fully turn out the hip joint, and bend the knee just over a 
right angle. 

2. Move the leg toward you on the barre to increase the adduct; on of the left nip joint. 

3. lean the torso for\vard and turn it to the left. You may now start to feel ~he stretch a.t 
the side and back of the left pelv·ic half. Depending on your individual configuration, 
you may also feel a stretch in the back or other areas A stretch does not feel the same 
for everybody, because we all have a different length and shortnes.s in our muscles. 

4. Breathe as you go deeper, and use the hands to tap the areas of tension. This tapping 
.increases circulation, which helps to release tension. Stay .in the stretched posit ion 
for one minute, then lift the torso up and rest for a moment 

) 

I 

5. Go back into the stretch, drop the left knee, move the torso 
over to the left, and adduct the left leg. Breathe, and visual
ize the piri formis lengthening for one minute as you relax 
the shoulders (see figure). 

6. Come out of the stretch, and rest. You may .repeat the stretch 
a third time if you wish. 

7. Before doing the other side, perform a second position pHe, 
and notice the difference in turn-out and knee alignment. 
The right knee will drop forward reil at~ive to ~he left. But 
the most interesting comparison is the extens;on: First per
form a developpe with the left leg, and notice the ease of 
movement, turn-out, and height of the leg. On this side the 
iliopsoas muscle is helping to achteve the elevation. Now 
perform a developpe with the other J.eg. You may notice that 
the leg is more turned in, and the musdes on top of the hip 
joint feel bunched. These muscles are the abductors that are 
overworking with less iliopsoas support. 

8. Repeat the exercise on the other side. 
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INNER THIGH ,MUSCLE RELEASE 

If the turn·out muscles are straining to keep your external rotation intac~ the nip joints will 
feel tight. Th~i s. tightness is because the gluteu maxim us, the mo t powerful exte-rnal rotator, 
is a hip extensor. Logic tells us that if you contract the most powerful hip extensor in an effort 
to incr,ease turn·out, you cannot flex the nip well. A dancer will flex n~s hip joints anyhow, 
but with strain (and pa.in) in the legs. 

The rolling balls will now massage the adductors and, depending on our posrtion, the inner
most quadriceps (vastus medFal is), tensor fasciae latae, and sartodous muscles. Move carefully 
and slowly, as the adductors n1ay be very light. even if you have been stretching diligently. 
Never roll the ball under an area of acute pain or recent injury. The balls may however be 
useful for releasing tension in muscles and scar tissue related to an o~d injury. 

1. lie prone with the left leg angled off to the side. You may pJace a on ball or a pillow 
under the nead for more comfort. 

2. Place one baU undef' the inner 
thigh of the same leg, but not 
direct'ly under the knee (figure a). 

3. Sear~ch, discover, and re lease 
points of tension. Keep breath
ing; you may encounter ~some 
hefty knots. 

4. Slightly tum the thigh in and ou,t, 
and jnitiate movement from the 
pelvic haU of the same side. 

5. M ove the whoJe body downward 
to slowly roll the ball upward 
along the inner thigh toward the 
hip ioint 

6. Release tension in the area at the 
top of the l ~eg (figure b). 

7. Rotate th·e body to reach the 
muscles at the outer ~edge of the 
upper thigh and pelvis {figure c). 

8. Move the body further up to mas· 
sage the muscles at the front of 
the thigh and around the hip Joint 
(figure c/). 

9. After having released tension 
points to your satisfaction, stand 
up, and notice the difference in 
tum-out in extension as weU as 
in second position plie betvveen 
the rolled !eg and the other. 

10. You may notice that the leg that 
has been worked on is much iess 
prone to dropping inward into a 
turned-in and adducted position. 
Turn-out is maintained with less 
effort. 
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Pelvic Hoor and Turn-Out 
The pelvic Door ls r,elated to turn-out through its dose proximity and connective tissue 
relationships to the muscles of the upper leg. An inelastic peJvic floor inhibits the move. 
ment of the pelvic joints, which in turn reduces the flexibility of the joints of the whole 
leg. A strong and elastic floor wiU not only ,create more turn~ut. it will help the dancer 
to maintain tum-out in difficult dance steps. 

PELV'IC FLOOR EXTE ~NSION 

This ex,erdse is quite challenging but very valuable for coord'n,ating the pelvic Hoor and leg 
muscles. It helps to increase the strength for !eg elevation and turn-out :in extens~on . 

1. Lie supine whh two balls supporting the pelvis. You can do the 
exercise without the support or w•th a rolled towel. The baHs 
make the exercise more comfortab'e and ,easier to perform. 

2. Place the heels together; the 1egs are turned outf abducted, and 
flexed at the hip joint. Dorsiflex. the feet at the ankles (figure 
a). 

3. Stretch the legs up at an angfe of about 70 ~degrees. Think of 
pushing against the air with the soles of the feet 

4. Initiate the mov,ement from the pelvic floor and adductor mus
culature. rmagine a line of force extending fro m the s[t bones 
to the heels. The abdominal muscles actively support the pefvic 
floor effort . 

5. Move, the l ,eg~ to the sides into an abduct,ed position (figur,e 
b). 

6. Benci the knees, and flex the hip joints, keeping the feet flex,ed 
as well (figur,e c). 

7. Repeat the act ion four ttmes, each time exhaling as you stretch 
the legs out Increase the repetitions to ,eight in increments o( 
one ov,er a four-week period. To increase the workload on the 
abdon1inall musdes, you can lower the tegs to a 45-degree 
angle. Do not attempt this variation until you have exercised 
the ilriopsoas and transverse abdomina~ musculature for at least 
three weeks, or you wi II arch the back (see chapters 5 and 6). 

8. Stand up and perfa:rm an extension to the side, and not ice the 
changes 1n altgnment and turn-out. Don't feel surp rised if you 
feel a bit wobbly after this exercise, especially if you are at the 
beginning of conditioning the adductors and the pelvic floor. 

b 



ADDUCTOR MAGNUS TOUCH 9.21 

The adductor magnus adducts, extends, and medially rotates the hip joint Creating a sense 
of length in the adductor magnus increases turn·out while improving stab ility. The muscle 
connects the back of the sit bone to the back of the femur (short head) and to the top inside 
,of the knee (long head). 

1. Feel the bump above the inner side of the knee, the medial femoral condyle. 

2 . just above this spot you can detect a tendon. It feels like a thinner version of the 
Achilles tendon. Massage this tendon up along the inside of the leg, as far as you 
can feel it It eventually blends with the big muscle mass of the adductor magnus. 

3. Then touch the right sit bone and the adductor tendon attachment simu l~taneous ly, 
and visualize the length of the adductor magnus. 

4 . Now stretch the right leg forward in a turned-out position with the heel flexed. Image 
the adductor magnus flowing outward from the sit bones toward the inside of the 
knee. This imag-e wi II probably not work as well on the untouched side. 

5. Perform a pUe, and in the downward move imagine the adductor magnus to be a 
sail pushed to the front by wind blowing from behind you. This image helps increase 
turn-out by promoting the correct movement of the femur. 

·6. 'Repeat the touch on tne other side. 

,._____~.-------' 

ADDUCTOR MAGNUS AND PELVIIC FLOOR 9.22 

In the following exercise (adapted from Bonnie Bainbrtdge Cohen), you will engage both the 
adductor magnus and the pelvic floo:r simultaneously. 

1. Lie in a supine position with two baUs supporting the pelvis. Engage the pelvic floor 
and adductor magnus to bring the legs together. 

2. Stretch the legs out to the sides, and visualize tne pelvic floor and adductor magnus 
musculature. Think of the adductor magnus as the continuation of the pelvic floor. 

3. Bring the legs back together by engaging 
the pelvic floor and adductor magnus (see 
figure). 

4. Slowly lower the legs, and think of the eccentric 
lengthening action of the adductor magnus and pelvic 
floor musculature. Visuailize the musd e fi]aments sl1ding 
apart. 

5. Repeat the adduction of the legs by initiating fn the pelvic 
floor and lett~ng the power travel down the inside of the 
legs to the adductor magnus. Exhale as you do this. 

6. Repeat the exercise no more than six times when you -==,_~ 
beg;n to practice. Increase the number of repetrtions - ........... 
to 12 in increments of 1 over a six-week period. 

7. Stretch the legs to the sides, and notice your f lexibility. 

8. Stand up, and notice the state of your tum-out in a second posi-

• 

tion plie and extensions. If the legs are shaking, this is a sign that the pelvic floor and 
adductors are in dire need of conditioning. 
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CENTERED PARALLEL WITH 
TENSOR FASCIAE LATAE AWARENESS 

Now that you nave extensive knovvledge of how to improve turn-out, iet's finish with a focus 
on the parallel position. Standing with the legs and feet in true parallel is important in many 
dance forms, and it is just as challenging as turning the legs out. Modern dancers who have 
trained with a lot of ballet often have difficulty achieving a parallel posit ion; they are always 
slightly turned out Also, it is highly recommended that ballet dancers practice the pa,rallel 
position, because it helps to improve the sense of centered leg movement. 

One of the key musdes to be aware of in creating parallel position is the tensor fasciae 
latae you encountered earl ier. The tensor fa~ciae latae is connected to the powerful iliotibial 
band (JTB), which runs down the side of the leg. The tensor fasc iae latae flexes, abducts, and 
internally rotates the hip, and can assist in extending the knee through the ITB. One of its jobs 
is to help stabilize and center the heads of the femurs in the hip sockets, which is important 
in all dance forms. It influences the position of the upper leg muscles through the fascia, a 
connective tissue sac surrounding these muscles. In her book The Hidden You, Mabel Todd 
describes the tensor fasciae latae as a postural muscle that "'aids the support of the lower 
spine, that part of the spine which must lend power to direction and control of movement." 
She points out: .. The tightening of the fascia latae prevents any one muscle from overworking 
to the extent of serious·ly jeopardizing the safety of the thigh and knee jot nt.'~ (Todd 1953, 
page 57). Some dancers experience an uncomfortable snapping over the greater trochanter 
because of tightness in the ITB and tensor fascia latae (iliotibial band syndrome). Related 
knee and lower back pa in may also exist. 

1. Visualize the tensor fasciae latae attached to the front upper and outer part of the iliac 
bone. It descends to attach to the il iotibial tract and ends about mid-thigh (figure 2). 
Through the iliotibial tract1 it can send its influence all the way down to the lower 
leg. It hetps to flex, abduct, and internally rotate the hip joint and extend the knee 
joint. 

~ 
. I ' . 

2. Massage the muscle on the right side. To localize the bulge 
of this muscle flex, abduct, and internally rotate the hip 
joint. Place the body's weight on the left leg, keeping the 
right foot on the floor. Begin at the upper attachment and 
massage down to the upper front and outside of the leg. 

3. Swing the right leg front and back in parallel, and imagine 
the tensor fascia latae pulling on the sleeve surrounding the 
thigh muscle with the goal of centering the femur head in its 
socket. Imagine the tensor fasciae latae moving the musde 
butk toward the midline (see figure b). 

4. Stand on the right le~ and notice the stability of your par
allel position. Stand on the left leg, and compare the two 
feelings. 

5. Repeat the movement with the left leg. Stand in parallel on 
both legs, and perform several plies with a sense of the action 
of the tensor fascia latae in support of focusing the heads of 
the femur into their sockets. Imagine the tensor fasdae latae 
acting as the guiding force in achieving this goal together 
with its partner/ the iliopsoas. Both muscles are weak int·ernal 
rotators, but when their forces combine, they cre.ate a sense 
of para lie~ leg action. 
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he Thera-Band centre workout is a complete body conditioning routine for danc
ers. The movements are derived from ballet and modern technJque to provide a 
close match between the building of strength and flexibility and the movement 

patterns requlred for dance. The keys to success ln the foUowlng exercise sequence 
are good alignment, reiaxed breathing, and correct movement initiation. 

Pr~paring for th~ S~qu~nc~ 
Ideally, you should wear tlghts or long pants so that you wUJ not be bothered by the 
Thera-Band occasionally rubbing against the legs. Select a band that is at least three 
yards (about three meters) 1ong. To determine whether you have the correct length of 
band for your height, place the center of a Thera-Band on the head. It should be long 
enough to touch the floor on both sides of the body. 

Create a fairly large loop on one end of the band, and make a knot (figure IO.la). You 
may have to experiment with the s.ize of the loop that best fits the foot. Place the loop 
over the foot, and make a figure eight with the band to create a second loop (figure 
10.1, band c). Pun the second loop up over the foot so the knot faces upward. The band 
should not be too tight on the foot, or it wiU constrict the flow of blood. On the other 

' hand, U it is too loose, n will sUp off durlng the exercises. 
During the following exercises, keep your awarene.ss on the whole body, not just 

the part that Is resisting the band. Even when you are working with a specific image to 
support the exercls~, always tune part of your attention to whole-body awareness. Suc
cess in thls exercise sequence requires proper alignment. You will strengthen muscles 
to support the position and movement you are doing, so if you are not wen aligned, 
muscles wiU gain strength to support this faulty alignment, which is not good for your 
dance technique. Every exercise de.scription includes movement instructions as well 
as imagery pointers to keep you aligned. 

\ 

lB 
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figure 10.1, •l through c To pr ·p.uc ior fnc 1 nct,l-Hamf workout, 
---.-" Cft:'i.JCt• the right ~i1. · loop iu lh · h,md .m~i tie a knnl . 

Initiate all movements with toinimaJ tension, and breathe fr·eely. Build strength for 
movement, not tension. Watch how you hold the band,, as this is often a source of tension. 
Hold it tightly, but without tension. H you feel strain and tension~ you are using a band 
that is not long enough or that has too much r·esistance. Increase the ~ength and use a 
lower-resistance band until you can perform the exercises without excess tension. 

How you think during the exercise is a crucial part of the traiJling. Use imagery and 
awareness of the breath to stay focused on the movement. Feel transitioJJs dearly, move 
smoothly. and think of the band as a friend, not an opponent. 

You may perform this s·equence daiJy as a warnt--up or cool..<Jown before ·Or after 
class. or rehearsal. However, to use it for conditioning, practice the sequence at l.east 
three or four times a week.. Once y.ou have learned the indlvJ.duaJ ·e~ercises, try to do 
them in seq·uence. When you move up to a higher-resistance band, begin again with 
four repetitions for the first week, six the second? and eight the thJrd. 

Begin practidng with a medium· to low-resistance (red or green) Thera .. Band. After 
one month of regular practice graduate to the blue Thera-Band1 and after two months 
you may use the black, and then the silver for conditioning purposes. For warming up 
don,t go beyond the blue Thera-Band. But you should always return to using a lower
resistance band under the following circumstances: 

• You feeL that the band you are using offers too much reststance to do the exerclse 
with good aH.gnment while remaining free of t~eflsion. 

• The band does not feel sufficiently elastic to you. 
• You are using the exercise sequence as a warm-up or cool-down. 
• You have not practiced the sequence ·for over a week. 

• You are recovering from an injury. 

Perform each exercise first with the right leg. Then when you have completed the 
sequence, repeat each exercise with the left. 
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CREAT:ING· AN ELASTIC SPIN'E 

The back hammock is not actually part of the Thera-Band workout, but it warm up the back 
and relaxes ,and deepens the breath for the following exercises. The exercise also lubricates 
the Joints between the r:ibs, relaxes the musdes betv"een the ribs and the spine Ontercostals), 
and creates a sense of width in the back. 

a b c 

1. Place a Thera-Band behind the back and noJd each of the loose ends 
W1ith the arms bent at the eibows {figure a )'. 

2. Bend the spine, and fest the ba.ck into the hand , s if it were a hammock 
(figure b). Relax the neck and jaw, drop the shOlJiders, and exhale as you 
let the back rest into the hammock. 

3. Push the arms forward, and extend the spine to get out of the hammock 
aga:in. Repeat thts sequence four times. 

4. Move the arms. to the right, and push the ribs to the left into lf'le bt'md 
(figure c). Then move the arms to I he left, and push the ribs to the right 
into the band. Repeat this sequence foLJr times. 

5. Imagine the many joints of the ribs and sp.ine being lubricated by rich 
synovial fluid: the spinal joinls, the joints b lween the sternum nd rib 
canilages, the joints betw.een the ribs and the spine, and all of the joints 
of the body. 

6. Circle the rib cage to the right within the band, moving tne arms in 
opposition to the movement of the rib cage to create a constant tension 
level in tne band. Repeat, circling toward the left. 

7. Imagine that tho lungs are.mobi le withrn the rib cage and they are slip
p~ng within the ribs like a gfant bar of latnery soap (figure d) . 

. a. l et go of the band, and appreciate the newfound feering of width in the 
back, depth of the breath~ and limberness of the spine. 
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COORDINATING POWER OF THE LEGS AND ARMS 

This exercise marks the beginning of the Thera-Band centre workout 
.and it is aimed at strengthening the body us·ing a p~i·e position includ
ing an upward arm action. It emphasizes the qua,driceps, glutea~, 
and triceps eccentdc and concentric strengthening as well as coor
dinated l·eg and arm action. The primary lateral flexors of the spine, 

I 
the oblique abdominal muscles, the longissimus, and ilioc"OStal;s 
muscle of the spine are also strongly engaged in the second part of 
the ·exercise. 

1. Attach a Thera-Band to the right foot, and start in second 
position plie while hofdrng the band in both hands with the 
elbows at right angles (figure a). 

2. As you move upward, push the band upw.ard wilh both arms 
(figure b). 

3. As you move downward in pili@, bend the arms, resisting the 
band with miinimal tension. let the band push you down. 

4. Compare the feeling of pushing with tne arms to· that of pushing the band from the 
legs and feet. otice whether the latter feels as though it takes less effort, and you 
may experience how much a srmple· image can change the way you perform a move
ment. 

S.. Visualize the noors of the body tn horizonta' alignment (pelvic floort diaphragm, f:irst 
rib, base of skull; see ·figure b). Feel the feet connect to the pelvk floor, and experi
ence the pe'lvic floor supporting the legs. This image allows you to drop the shoulders 
and feel the push of the arms connected to your base of power. Feel the thrust of the 
feet and legs transferr.ing to the pelvic, diaphragmatic, and first rib floors. 

6. Aft.er doing four to eight repetitions, add a sidebend to the left as you come up from 
1ne plie. 

( 

' 

b 

7. Pull the belly button inward toward the sp,ine as you bend to the 
side. Notice how flexible the sp:ine feels. Now breathe freely, and 
bend to the side ag,ain. Do you notice an increase in flexibility? 
The idea of approximating the belly button and spine .restricts 
the breath and I im iits flexibility. If you restrict the action of the 
abdominal muscl~es by holding them, you nave less lateraf flexion 
because they are act ive'ly involved in producing lateral flex;on. 
The be'l'ly button postura~ strategy results in less strength, because 
it mduces the ROM. If you nave less ROM, the musdes do not 
contract and release over the same distance, resulting in less 
training effect If pufling in the belly feels stronger to you, then 
you may be confusrng tension with strength for movement. 

8. Repeat the sequence 8 times, increasing to 16 Urnes in increments 
of 2 each week. 
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COORDINATING THE LE·GS AND SPINE 10.3 

The contractron with spiral exercises trains all the muscles of the torso, 
spedficaUy the abdominal muscles and the spinal lateral Hexors, 
extensors, and rotators. The .contraction spiral improves the simulta
neous initiation of the tail and head and improv.es the coordination 
of spine and leg movements. 

1. Stand with the feet in a wide stance, and hold the upper arms 
out to the sides (figure a). 

2. Turn to the 'leh by pivoting the feet on the floor (figure b). 

3. Straighten the arms, bend the knees .and raise the right heel, 
and .adjust the legs and feet so the knees remain over the 
feet. 

4. Place the Thera-Band over the right shou[der and back just 
to the right of the spine. 

5. Curve the spi,ne, and turn the head slighdy to the left and 
down\f\lard. Pull the band down in front of you. 

6. While bending the spine, initiate the movement simultane
ously from the tail and head, and feel the spine bend smoothly 
and equaUy a~ong its whole length. Allow the lumbar spine 
to drop back, and let the sit bones and tai~ move forward 
('figure c}. 

7. Push the left knee forward un~il you feel tne right thigh (quad
riceps) actively contract. 

8. Imagine a spiral action from head to tai'l through the upper 
body, bring.ing the right shou,der closer to the left hip. 

9. Return to the starting pos,ition, and repeat the exercise four 
times. Increase to eight repetitions in increments of two each 
week of practice. 

c 
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BENDING TO THE SIDE WITH EASE 

This exercise strengthens and stretches the lateral flexors of the spine as well as the muscles 
of the arms and shoulde(s. It helps create coordinated torso and leg action and a feeling of 
moving out into space. This exercise is ideal for keeping a dance feel during conditioning. 

b c 

1. Start with a ptie in second position/ holding the Thera-Band at the 
same l'evel' in both hands (see exerdse 10.31 figure a). 

2. Push the band up/ and stretch the tess mgure a). Focus on pushing 
the band away from you and moving the limbs into space. 

3. Cross the right leg behind the left (figure b), and bend 'the spine to 
the left During the inittal phase of the e·xerdse, m·ake sure you don't 
hyperextend the back as you bend to the side. 

4. C•rcle the band over the head w•th the right arm, and place it across 
the left uppet arm, dkectly above the left elbow (figure c). 

5. lift the left shoulder; and push forward against the band with the 
left arm, (figure d). Imagine the spine lengthening and the shoulder 
muscles sliding. 

6.. lift both shoulders and the right heel, and push the band higher. 
(Obviously the left arm is working harder as it is pushfng against tne 
band). 

7. Lower the shoulders and heels. 

8. Retum to the original position by stepping to the right w ith the right leg 
and moving the band ba.ck over the head in a semkircular swing. 

9. To keep the upper body in fluid motion, visualize sliding joints 
between the organs. Image the Jungs sUding over the heart in the 
sidebend (figu,re @). In the sidebend to the left. the right lung slides 
up, and the left lung sHdes down. Notice how this internal perspec
tive creates a more fluid ~eeJ in the superficial musculature. 

10. Repeat the sequence four times. Increase to eight times in increments 
of one each week of practice. 

d 
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10.6 LENGTHENING EXTENSION' TO THE B·ACK 

ZZO 

From the previous exercise, continue directly into this exercise, the backward extension, 
which may be chad l·enging for your balance and spinal alignment. This exercise strengthens 
all the limbs, especially the supporting le,g, and it helps you gain a feeHng of an elongated 
spine in arabesque pos itj on. 

h d 

1. Begin in the CT05Sed leg position with the Thera-Band in the left hand. Adjust the length 
of the band. It should not be so short as to strain the arm and shoulder (figure a). 

2. Shift your wei8htto the 11eft leg. Bring the band up and over the left upper arm (figur·e 
b). 

3. Extend the right leg and the left arm, and feel the length of the 
p ine. Ra.ise the right heel off the floor (figure c). 

4. Return to the starting posit ion, and repeat the sequence B. times, 
increasing to 16 in increments of 2 each week of practice. 

5. Tilt the upper body forwa~rd, nd balance on the left leg. Extend 
the right leg behind you in an arabesque-like position. 

6. Bend the standtng leg, the extending leg, and the arm holding the 
band (figure d). 

7. Pu n the hand to the front with the left arm and to the back wtth the right 
leg. Stretch the supporting leg (figure e). Make sure the back does not ar~ch, 
and keep ·the head aligned with the spine. 

8. Bend and stretch both legs and the left arm eJght ~times, maintaining a dear 
sense or spinal alignment. :Increase to 16 repet itions jn increments of 2 each 
week of practice. llet the right arm rest at the side. 

9. Imagine the connection betvveen the head and tailbone, and feel it lengthen as 
you ·extend the arms. You may exhale as ~'Ou J,engthen the spine. 

10. Notice the position of the pelvis. Keep both halves of the pelvis ·equal, and feel 
the spine balanced between the two sides of the body. Feel the spine being 
supp<lrted from underneath, .especially in the lumbar area. 

T b 
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BATTEMENT FONDU WITH POWER AND EAS'E 

The follow~ing exerdse is excell·ent for strengthening your extension 
without sacrificing alignment. The supporting leg works hard andwiU 
improve its ability to balance the whole upper body when landing 
from a jump onto one leg. The gluteus maximus and medius and the 
quadriceps, .and calf musculature are strong~y engaged throughout 
this e~ercise. 

1. Continuing directly from step 11 in exercise 1 0.6, switch the 
band to the feft hand, and drape it over the leftelbo\v (figure a). 

2 . Place 'the left arm in second position, and keep the elbow 
lifted against the band. 

3 .. Place the pointed right foot in a coupe position close to the 
ankle, with both knees bent (figure a ). The band should not 
be too taut. Use the left arm to adjust the band's length during 
the ex.ercise. 

4 . Move the right iegtosecondposition while str-etching the sup
port[ng leg (ba"ement fondu a Ia seconde). lift the ·extended 
leg between 45 and 90 degrees depending on your capacity. 
You may lift the leg higher than shown in f igure b. 

5. Use only very light resistance of the band against the extend~ 
ing leg. 

6. Visualize the sacrum and tailbone as a weight pulling the 
spine into aligned length (Ogure c}.. This pull creates more 
space bet\veen the individual vertebrae and releases tne spine 
downward. This imag.e is applced to gr·eat·est effect when you 
a.re stretching the legs. When bending the l·egs, imagine the 
taU becoming lighter to increase hip flexibility. 

7. Feel a current, How, or sense of release down the gesture 
side of the spine and sacrum. This feeling netps. to keep ·the 
spine a l ~igned and increases hip flexibili ty, which you wjll notice when you practice 
an extension after removing the band (figure d). 

*ur~----..... 8. Feel the stiding filament .action in the muscles of 

c 

the supporting leg. It is espec•ally beneficial to 
feel the sliding 1n the muscles at the back of the 
supporting leg (hamstrings). Notice how this feel
ing changes your .alignment and improves your 
balance. 

9. Repeat the sequence 4 times, and increase to 12 
repetitions in increments of 2 each week of 
practice. 
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10.10 SECOND POSIT.ION PLIE AN'D· REt EVE 

Th ;s e ercise strengthens and deef)ens the p!l 1i e in second position and is ~ classic exam pie o( 
how you can gain strength and flexibili ty from one exercise. The resulrs after only ~one ser,ies 
are usually a wekome surprise because of the reciprocal release of the musdes tnat oppose 
a deep plie. (The muscles that oppose the primary \Vorking musd~es are lengthened by s~igna l s 

from the nervous system.) The exercise lengthens the adductors, creates more ·e1astidty in 
the pelvic floor, , nd trengtnen turn-out. Further benefits tndude a stfonger releve and a 
clearer sense of moving the torso vertically in second position releve. 

b c 

1. loop the band around the back of the right lower leg and then around the front of 
the both lower ~egs (figure a}. 

2. Holld the band with the teft hdnd. Be ready to adjust the tension during the exercise. 
The band should be loose enough to aUow you to widen the legs to a comfortable 
second position. 

3. Turn out the legs in a comfortable first position. Feel the relaxed stacking of the ver
tebrae of tne spine. Widen the pelvic f loor, and allow the muscles .of the back of the 
leg (adductors and hamstrings) to release outward toward tne knees. 

4 . Slide the right leg out to the srde, and mov~e into a second position pHe (figure b). 
Feel c; deep crea lng Lin 1the hip joi.nt, with tne knees floating up as the pelvis moves 
down. Exha1l . as you I ide out i1nto second po ition. As you slide into second posi
tion plie, feel the back of the pelvis wtdening, spreading out to allow for a natur'a1 
increase in tum-out. Visual izc the ~emur externally rotating in response to the release 
at the back of the pelvis. 

5. Rclcvc in second position (figure c). 

6. Return to the plie, and slide the right leg back into first pos·Won. 

7. Visua lize .aH the muscles that attach to the front o( the pelvis and can potentially 
puU the front of the pelvis downward {rectus femoris, sartorious, tensor faciae latae). 
While performing (;. , plie, notice whether you feel any of these muscles tugging on 
the front of the pelvis to pufl it down. Think of these muscl~es !lengthening and letting 
go of the front rim of the pelvis. Notice the increased flexibility of the hip joints. 

8. Repeat the sequence eight times. 

p b p 
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STRENGTH AND SPEED FOR LIGHT, DELICATE, 
POWERFUL FEET 

This exercise imparts a great lightness to your battement and brushing actions. It strengthens 
the moscul.ature of the toe and the arch of ·the foot. The muscles of the leg and foot ar·e pre
pared for quick action for ~rappes or ja~z dance styles that require a rapid and coordinated 
action of the foot and leg. 

1. lift the band above the dght knee and place the lower ~oop below the left knee. 
Adjust the length of the band to allow you to move the right leg with some res;stance 
in the battement act ion. 

2. Perform a turned-out 1tendu, with the teg ·extended foi'Vv'ard and the toes and ball of 
the foot on the floor. Uft the heel, sensing lhe arching of the foot 

3. Push the toes down rapidly, lifting the foot j ust a few inches off the floor, and extend 
the toes fully (figul'1e a). Push the tips of the toe-s against the floor to initiate the lifting 
of the leg, keeping the action light and delicate yet explosive. Imagine the toes tele
scoping into tength. (Oon'tdaw them inward.) Imagine pushing the floor downwafid 
with .the toes. 

4 . Rapidly low·er the ban and toes back onto the floor. Move the leg to the side (second 
position), with the toes and ball of the foot on the ftoor (figure b). 

c 

5. Push the toes down rapidly, lift&ng the foot off the floor. Repeat 
this act ion 16 times in second posit~on (figure c). 

6. Move the leg to the back (en .arriere), with the toes and ball of 
the foot on the floor. 

7. Push the toes down rapidly, lift ing the foot off the fJCX>r (f igure 
d). Repeat this action 116 t imes to the back. 

8. Repeat the action to the side (a Ia seconde) 16 times, then 
repeat the action in an directions 16 times. 

9. If you are doing the series for the fi rst time, now remove the 
band for a moment, and try the movement without it. You witl 
be happi ly surprised at the I ightness, ease, and speed of your 
movement! 

10. Feel the feet being under water, worki1ng a_gainst the water's 
resistance (figure e). Th.e bottom center of each foot is able to 
suck the water in, and the extension of each foot causes water 
to squirt forcefully out of the tips of each toe. 
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11. Don't let the leg and foot movement wiggle the pelvis or cause reverberations through 
the whole body. This ;sa sign that the action is not centered in the hip joint. Pract ice 
maintaining your alignment in a dynamic way by being aware of where the move
ment should happen as opposed to keeping the body steady through tension. Think 
of moving the leg from the hip socket while the pelvis and torso remain calm. 

12. When you move the l·eg from the side 
to the back position, the sacrum wi II ti It 
forward, slightly increasing the arch of 
the lower back. If this slight increase in 
the tilt is inhibited, the nip joint wiH not 
be able to accommodate the movement 
of the leg to the back, and the pelvis 
will lift on the side of the gesturing ~eg. 
~f the pelvis remains li fted for the batte
ment action to the back, the spine wiH 
twis~ causing muscular imbalance. 

• 
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AN~KLE RELEVE 

The ank~e re'leve develops your arch and increases the strength of the ankles and calf 
muscles. ilt trains the caU muscles in a predominantly eccentric fashion. This training results 
in softer, more controlled landings from leaps, deeper plies, and more stability 
in releve. 

1 .. Start in second position pi ie (see exercise 1 0.1 0, figure b). 

2. Without shifting the pelvis, I ift the heels off the floor (see figure). 
Feel the toes spreading on the floor like pancake batter. Feel 
the width of the iower back and pelvis. Imagine the 
ta:ilbone lengthening to the floor. 

3. Silowily return the heets to the ground. 

4. To ma.intain turn-out, think of both knees being 
puUed to the Sldes by imaginary strings. Move the 
heels up and down, slowly pushing on imaginary 
springs (see figure). Breathe freely, and drop the 
shou;ders. Keep the action fluid. You may experi
ence a slight trembling in the musculature; this wi II 
pass as you gain more strength. 

5. Repeat the sequence eight times. 
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INCREA'SED EXTEN'SI·ON, ALIG ED ATTITUDES 

This exercise creates well-aligned, strong attitudes and higher leg extens.ion. It strengthens the 
support,ing ieg for all positions of the gestur.ing leg and is an opportunety to improve pelvic 
alignment for leg, lifting actions. As in the previous exercise, this is a three-part exercise with 
movement to the front, si·de, .and back in a ·turned-out position. The ·exercises can also be 
performed jn a parallel leg position, which encourages balanced devel·opment of the Jeg 
musdes. The foUow·ing description and photos show the turned-out variation. 

1. Support with the rtght leg.. and gesture w ith ·the left (figure <1). While you place the 
tip of the left foot on the Hoor, bend the right knee. 

2. Lift the left leg against the resistance of the band (figure .b). 

3. Lower the feg ~owJy; don't let it drop. 

4. The hamstrings need to lengthen to pertorm an attitude position to the front. The 
hamslrings, primarily the biceps femoris, arc connected by the figaments and con· 
necti.ve tissue of the lower back to the latissimus dorsi muscle forming a musculo
ligamentous chain from the upper .arm to the knee (see chapter 7). As you li ft the teft 
leg, visuaHze the lengthening of the charn extending from the right upper arm down 
the back, over the sacrum and sit bone to the knee. As you lift the right leg, visual-

ize the other diagonal chain lengthening. Notice whether 
·ou feel t1 chH"'rerKe b tween tht> ch.1111~ 011 the l·fa .1nd 
righl sides. lhis feeling nlc.\y indicate< n imbdl,tnce in lh" 
position oi the p lvis. It is abo b ·n •fid,1lto visualin~ huth 
chains simultarlC<JUsly and independent oi which leg IS UCing 
Jifted. 

5. PIJce thr tip of rhc I 'ft foot on the noor at th .. right side of 
the bod\ !second posilion , and bend th knee. 

6. Uft tl1e leit leg into altitude po~ition (tl~ur =- c). 

7. feel a rei a~c nf t.:ompr~ ~;on around tim tuilbullc. _reate 
.1 widening space Jround the tail, and ( cl tnc neck Js soft 
tlncl fie:\ ible. Nnt ice how I his feeling increases I he flexibiHiy 
of thP. hip joint. 

8. Slowly fov\'er 1 ht~ leg. 
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9. Thi.nk of the tailbone as a miniature pendulum, swinging slightly backward as you lift 
the leg and slightly forward as you lower it. Th is image supports the small, necessary 
adjustments of the sacrum in response to leg movement Make sure to image this 
and not to do this action. 

10. Jmagine the muscles resting on the bones as you move the leg through space. Now 
focus on the lightness of the bones: Think of the fa·ct that a million new cells are 
bei.ng born in the bone marrow every minute. Use this image to feel al ive, light, and 
immense:ly creative in your I imb movements. 

11 . Now place the t,ip of the left foot on the floor at the back of the body, and bend the 
knee. 

12. Uft the left leg to the back in attitude position (figure d). 

13. Slowly lower the leg. 

14. Create alignment through balanced flexibi I ity. Instead of tensing the back musdes 
with the i ncreas~ing resistance of the band, focus on where movement needs to 
happen to keep the back upright and free of tension. Allow the space between the 
vertebral bodies to widen in front, and feel the sliding of the facet joints between the 
indiv idual vertebrae. 

15. The hip joint allows for only about 25 degrees of extension. Attitude and arabesque 
require I ift ing the leg significantly higher, requiring changes in the position of the 
pelvis and spine. This movement must be done in a balanced and coordinated fash-
. 
100. 

16. For the m1iddle back to be flexible, it is important to be aware of the relationship 
between the diaphragm, lungs, and upper abdominal organs. Often dancers hike 
the pelvis, in turn twisting the back to achieve attitude, and causing discomfort in 
the back. 

17. In the middle back, where tension often builds in the 
arabesque, visualize the diaphragm sliding back on the 
upper abdominal organs. Imagine both sides of the back 
working equally (figure e). 

18. Repeat the exercise 6 times to the front in a turned-out 
position, an.d increase to 16 repetitions, increasing by 2 
each week. 

19. Jf you are doing the series for the fi.rst time, you may 
want to remove the band for a moment and try 
the previous movement without it to feel the 
difference. 
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ATTITUDE SOLE TURN: S:HOULDER BLADES AS LEAVES 

The following exerdse trains your balance and may be quite challenging. 
lndude it only after you have practiced the Thera-Band workout sequence 
for one month. The supporting leg may be exhausted from the previous 
exerdse and may not have enough strength to continue without causi·ng 
tens•on in the rest of the body. This tension will reduce the benefit of 
the exercise. 

1 . Place the band under the right 1 eg .. 
2. lift the r ight leg into att itude position and the band overhead, 

holding it with both hands (figure a). 

3. With the right leg in attitude position, turn on the left leg sole 
(hopping w.ith very tow repeated ~ ~iftiog of heel). 

4 . During the attitude rotat1on, feel the whole shape moving as a 
unit Avoid 'tUrning the arms and then adding the torso and legs, or 
vke ve.rsa. This movement distorts the shape and is not beneficial 
(or the joints. Before you start turning, get a dear sense of your 
position, and move th;s position around with the action of the 
supporting leg (figure b). Keep the shoulders c1 nd neck relaxed, 
and thtnk of the whole body, every limb, relying on the centered 

power of the supporting l·eg. Keep the movement slow, but in a continuous rhythm, 
and turn out the supporting leg with the !knees aligned over the feet. (Dance the leg 
into turn-out; don't think of ~orcing ~it there). 

5. Imagine the shoulder blades resting on the back. Think of them as leaves resting on 
the rib cage. Feel these leaves floating on the back, with a nice air cushion between 
them and ~he rjb cage. You can use this image in all positions where the leg is raiised to 
the back to keep the musdes surrounding the shoulder 
blades relaxed. 

G. It may not be helpful ~o think of pulling up to create 
balance. Although the intention coherent in this image is 
correct, the ·effort to pull up usually resu ~ts in incr.eased 
tension and distortion~ causing the dancer to lose his 
balance (or at least his grace and flow of movernent). lift 
and ba1lance are created with respect to biomechaoical 
principles by allowing the weight to flow down through 
the torso, spine, and supporting limb(s). This distribution 
or weight causes an increased counterthrust experience, 
resulting in more lift than w ith pull fng up. 

7. ·Once you experience this spontaneous li ft through coun
tenhru t~ as opposed to the a.rt ifEcial lift through pumng up, 
you wifl have a better understanding of how to create balance. 
The problem is that many dancers are so used to pull ing up that 
they wi II not even allow themse:lves to try other options, even if 
they have been failling at balance for years. 
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ATTITUDE B·ALANCE STRETCH: FOUNTAIN OF 'BALA,NCE 10.18 

Enjoy this stretch to finrsh up the Thera-Band work
out Increase the fle.xibBity of the hip joint and spine, 
and improve your balance at the same time. 

1 . Us·ing a Thera-Band, pu 11. the leg into an 
arabesque position. 

2. Pul l on the band to increase the eteva
tion of the gesturing leg {figure a). Do not 
ov·erstretch. The pos.ition should never feel 
painful. Remain in the position for about 30 
seconds. 

3. Imagine yourself as a founta·in with the water 
gushing up through the supporting leg and 
spreading out into space to cr·eate the shape 
of the upper body (figure b). 

4. Slowly lower the leg 
5. U the knees ar.e h}~perextended (as the dancer 

in figure b illustrates), make sur·e that you do 
not push them back any further in an effort 
to maintain balance. Engage the quadrkeps 
of the supporting leg to compensate for a 
hyperexte:nded knre. .. 
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Repeat the series wrth the other leg. ~ suggest using your favorite music to perform the 
Thera-Band workout. Ask another dancer to perform tne seri·es wftn you, and perform a 
conditioning duet Share and enjoy the process of becoming a better dancer. 
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e erences an esources 

Thera-Band• products may be purchased at www.Thera-Band.com or by caiUng (800) 321-2135 in the 
United States or (330) 633-8460 outside the United States. 

The exercise balls mentioned in the book can be obtah1ed by writing to 
lnstitut fUr FrankHn-Methode 
Brunnenstrasse 1 
CH-8610 Uster 
Swtuerla.nd 
e-mail: info8fran tdin-methode.ch 
To order the balls ln the United States, e-mail plnhaslamos@hotmall.com. 
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Note: The Italicized I following page 
numbers refers to figures. 

A 
abdominal muscles 

alignmnentand 85, 141f 
balancing with pelvic floor 97-98 
ln breathing Ill , 113 
contractions of 144, 1441 
Iliopsoas and 120 
in peJvtc tilt 145 
strengthening 139, 140--148. 179. 182. 

216, 217, 218 
abductors 186-187 
Achilles tenclor~ 199 
adductor magnus 211 
adductors 

lengthening 17 I, 21 1 
relaxing 209 
strengthening 166-167, 185. 222 
str tchlng 1&9 

adrenal glands 101 
aerobic conditioning 

exe:rcl.se for 49 
role In dance ;t 5:6 

aUgnment 
balanre and 84, 85. 86-87, 97-98 
flexibility and 2 
for fondu battemenl 222 
geometric planes of 88, 881 
1mprovtng 77 
for jumps 195 
for Leg extensl:ons 223, 228-229 
Jumbo-pelVic 147· 148 
of organs 101-108 
of pelvic Ooor ~98 
sensing 88 
of spine J07, 191 
tensk>n and 83-85 
for Thera-Band wotkcmt 21 J 
ol three Ooors 99 
tum-out and 201 
tor turns 191 
ol upper body 100 

anaerobic cxerdse J 
ankles, strengthenkng 156-157, 227 
aplomb 84. See also a.Jignment 
ara~ue 

Improving 232 
liver and 79 
spine lengthening In 220 

ann extensors J 37 
arms 

bala.nc:lng musdes in J8 
coordinating wfth legs 216 
counter-rotations 175 
first rib and 173-174 
muscle sliding (contraction) In 57. 57f 
ne«l for conditioning I n 
relaxing 76 
str ngthening 139, 17~186, 218,219 

attlt udes 228.229. 233 
8 
back hammock exercise 2 15 
back muscles.~ spinal muscles 
back pain 11 G 
backward extensions 220, 223 
balance 

l36 

adductor strength and 185 
aJJgnment and 84, 85, 86-87, 97·98 
ball eJCercl!ces 44--19 
or body halves 39--tJ. 391 
of feet 152 

improving 29-JO. 81 , 156-J57, 230 
mental aspect of 1~110 
ol muscles 33-38, 33f 
obUQ ue strength and t 42 
reflexes and JO 
sensory mechanisms In 30...12. 3lf 
In turns 194 

IJalk!t tcnns. defined viii, 150 
ball exercises 

bala.nce 44-49 
guidelines for 74 
hips 161. 206-207 
Iliopsoas 124-125 
tnner thJgh 209 
pelvic floor 95 
relaxation 74-n 

battement 
described vtJI 
fondu 168-169, 221-223 
foot strength for 226-227 
grand 231 
tendu 38, 164-165 

bending to side ~isc 219 
bleeps 

balancing 38 
mUK.Je sliding (contraction) in 57, 571 
strengthening 178. 179 

bladder 102, 108 
b lood vessels. stretching and 52 
BMcn' ~ 
body halves, balandng 39-43. 391 
Body-MJnd Centerln~ (BMCTV) 1..9 
bones 69-70 
brachJaUs 

balancing 38 
musd sJJdlng (contraction) in 57. 57f 
strengthening 179 

brain 108 
breaststroke. reverse 137 
breathing. See also lungs 

diaphragm In 110-115, 110{, 1111 
ln Imagery 21 
lddneys and H 1 
tension and 75, 85 

brush 
described viii 
foot strength for 226-227 
~maglng 163 
with Thera-8and 164 

buJJd-up phase a 
c 
calves 

in )UffiJ>$ 195 
relwdng 77 
strengthening 221 , 227 

Ct\J'dlovascularfitness.Sfi!aeroblccondiUonJng 
cartilage 198 
center strength 

abdomJoal muscles 141-148 
diaphragm 110-115. 1101, U If 
iliopsoas 1 1 &-130, 1171 
mental aspect or 109-110 
splnal muscles 131-140 

chest, flexibi lity In 58, 176 
Cohen. Bonnie Balnbndge J.g 
collagen 19 
Collins. Dave zn 
concentric tralnlng & 
conditioning 

concepts of 4::9. 
tips fOT 2 

conn~Uve tissue 52, 198-200 
consciousness, versus control 16-J 1 
consistency, In imagery 2d 
constructive r-est 

In cool~own ll 
descrlbed ~ 1.8 
Vet'S us MSM 2£} 

contracHon spiral exercLse 217 

control. versus consciousness 16-17 
cool-down.-. U 
coordinatJon ~ 15 
coremusculature39,391 Seeafsocenterstrength 
crawl, hOlnOiateral 138 
cross-training 9 
crura 

conditioning 114 
described 110. lll. U lf 

curtains dn>~> exercise 72 
D 
Dance and the Specific Image (Nagrln) 10 
Dancp lmaJ~f>ry for Technique and PerfOI'-

mance (Franklin) 9 
dancer's extension. See d~op~ 
deep rotators 202-208 
d~ 

desert~ viii 
wtth Thera-Band 164-165 

deltotds 
gluteal«i and 6..1 
strengthenlng !1. llf, 178, 180 

d~loppe 
described viti 
LUopsoas In 129 
lmproving 61 

diaphragm 
alignment of 99 
in breathinfJ H 0-115, 110/, U If 
evolution ol Ill 
In jumps 197 

dorsiOexton 150 
dynamJc allgnment 84. See also allgnment 
dynamic flexJbility 51 
E 
eccentric training 8 
elasUclty, In jumps 198-200 
ela.t;Hn 198 
erector spinae 

lma.ging 132. 135 
lengthening 136 
pelvic: floor and 97 
strengthenJng 137. 140, 178 

ethmoid bone 70 
exercises. St-e ball exercises; Thera-Band 

exercises; specific musde.s or goaJs 
eyes, training for balance 32. 
F 
feet 

arches 155, 227 
balancing j<>Jnts or 152 
coordinated action In 150-15 I 
dancers' Image of l-t9 
flexion or 150 
Lmaglng 151 
relation to legs and pelviS ISO 
strengthening 153-154. 156-158, 226-227 
warm..up 159 

femur 121 
fifth position vlll 
fingers, strengthening 181 
first pusltJon viii 
first rib 

alignment of 99-100 
arm$ and J 73-174 
tungs and 104, 1041 

flexibility. SeP al.'+o .wecific muscle or body part 
ball ex:erclus 74-77 
ln bones and joints 68-70 
as clement o f conditioning 2.:3 
goaJ of 50 
Imaging 55, 60 
muscle s!idl.ng (contraction) and 5&62, 561, 511 
ln neck and shoulders ~7. 70..73 
organs and 78-81 
range ol motion and 51 
stretching for 81-82 
tension and 51-54 



types ol .SQ..SI 
weight and 55 

nextoo tennlnology 150 
Oexor hallucis longus 155 
fluttering fLatl exercise 73 
focus, In lmagery ~ 24-26 
fondu banement 

lntercostals 143, 215 
inlervl.ewlng 27-?8 
lntestlnes 

alignment and I 03, 108 
hlp Oexibillty and 80 

lntuJtlon. of body 85 
lntuJtlve lmagery 19-20 
lnward push exercise 181 described vUI 

witb Thera-Band 168-169,221--223 
fourth position reiM 225 

J 
jaw, tenslon in SJ, 192 
}eM en l'air 188 Franklin, £. 9. 

frequency or exercise 7 joints 68, 152 
G Jumps 
geniohyoid l.fO 
gluteaJs 

components of 190 
diaphragm In 197 
elasUclty In 198-200 deltoid and 63 

In hlp extensJon 161 
ln jumps l9S 
pelvk alignment and J 17-118 
In pll~ 59 
relaxl~ 75 

foot and ankle strength for I 56-I 57 
ilfopsoa.s ln 130 
leg muscles In 195 
shoulder tensk>n and 196 
traveling leaps 196 

spinal mu.sdt!S and 136 K 
5trengthenlng 216. 221 kidneys 

Gothelner, Zvi 55, 83 alignment and 101-102, 101/, 108 
graciUs 37 center strength and 117, 11 
grand batteme:nt viii, 231 spinal OexibiJJty and 81 
H knees 161. 199 
hamstrings L 

flexlblUty Ln 156-157 tattsslmus dorsi Jfi. 137 
in hlp extenslon 161 leaping spUt 187 
In jumps 1'95 leaps. See Jumps 
spinal muscles and 42, 136 leg extensions 220, 223, 228-229. See also 

bands developpe 
relaxing 53~ 73 legs. See also- specific mnscle..~ 
strengthening 181 coordinated action tn 216, 217, 219 

heart 78, 106 In jumps 195 
hip Oexors. See ilk>p.soas pelvic Door and 89 
hlp rotators 168-171, 201-208 pyramJdal muscles tn 37 
hips.. See ul.so Iliopsoas strengthening 163-171, 216, 231 

balandng 86-87 tension In 53 
flexlblUty ln 54, 63. 75, 80, 233 In weight transfer 162 
range of motk>n in 60, 62, 231 levator scapuJae 41, 64 
relax1ng 189 ligaments 19 
rotation In 1~171, 201-208 ligamentum nuchae 73 
strensthenlnt 139, 141, 15~161 , 166-167,223 liver 79 101 

hook-lying position. See constructive rest longtssl~us 134, 216 
HRmax ~ lungs 
I ' aUgnment and 104-105, 1041. 108 
ldeoldnesls 1S.19, 18f In center strength 142 
Iliacus 116-111, 123 Oexlblllty In 78 
mocostalls 134, 216 M 
UJopsou malnt~nance phase 8. 

abdomlnals and 120 maximal heart rate 6 
ooodJtJonlng benefits for 116 mut ma' strength ~ 6 
!n d~p~ 129 mental slmulatJon of movement (MSM) 2D 
hlp Joint •nd 121, mind, relaxing 11 
tmag1ng 11

30
8-119 mind-body connect1on 34. 16-17, Seta also 

In jumps 1 lm.age:ry 
leflithenlng 126 . misalignment. See alignment 
lower back and 122 The Moleculf!s of Emotion (Pert) 20 
muscles In 116-117, 117f movement 
In piJ~ 128 alignment And 8S 
relaxing 127, 207 In hnagery 21 
strengthening 123-125 MSM zo 

imagery. See also specilk mouemenll. muscles, multifidi 
OT OIJlOIU Imaging 131 

applying erfectivety 21-24 In rotation 182. 21 
defined lB. muscle filaments 56, 56(, 57, 51f 
developing personal 24-28 muscles. St!e also ~ific muscles 
as element ot condJtlonlng Z appe.aran of z 
for stretching 82 balance of 33-38, 331 
types or 18:20 evolution ot 33 
In wann~p Ul movement ln 33-:M, 331 

lnferlor gemeUJ 202 slJdlng (cootm~Uon) and flextbiHty 56-62, 
lnlury 23-24. 84 56l 57/ 
lnner ear 3fb11 • muS<:le sptn<il~ J4....1S 
loner thJgh 209, 212 muKulat endurance 5. z 
intensity of ,~:etelse 6 myoaenlc change 1 

N 
Nagrin, Daniel 1.0 
neck 

balancing ~ 41 
relaxing 70.73, 76 
teruion ln 53, 70, 193 

ne:rves, stretchlng and 52 
neurogenJc change I 
nine lines of action 1.6. 181 
0 
oblique abdominal muscles 

described 141 
strengthening 141-143, 182, .2 \ 6, 218 

obturator externus 202~204 
obturator lntemus 202-203 
of1ans 

alignment and 101-108 
OexibiiJty and 61, 78-81 
in rotation 218 

outward push exercise 180 
overt:ralnlng 9 
p 
parall I posJtlon 212 
pas~ 1~167, 170, 17) 
patellar ligament 199 
pectoralis major 58, 181 
pelvic allgruuent 

abdominal muscles and 14 7 
gluteaLs and 116-118 
for leg extensions 228-229 

pelvic floor 
abdomlnal mu.·~dcs and 97-98 
deeper pll~ with 9() 
described 88 
Imaging &9, 94-96, 98 
leg movement and R9 
lwlgs and 104, 1 04f 
peJvfc tUt and 9 J 
sacrum and 92-93 
strengthening 1~167 
tum-out and 210..21 I 

pel\t'1C Ult 
abdomlnal muscles In 145 
pelvic ftoor and 91 
tum-out and 201. 202 
In weight transfer 162 

pench~ bounces 232 
pe.rtneum 95 
period lzat1on Y 
periost um 69 
peroneus longus 151, 158 
Pert, Candace 19-20 
pes anserlnus 37 
plrilonnl.s 

lnugang 203, 205 
roleof 202 
stretching 208 

pirouette.~ turns 
plaotarficxlclll 150 
pll6s 

deepenlng 59, 90 
dJaphrawn and 115 
lllops0o1s Jn 128 
second position 224 
as shoulder rdea.~lng rclse 66 
with Thera-8and 166-167 
in warm-up lJ 

posi ttve thinking ~ 2B 
power 1S 
preparatory phu 8. 
pro.greMkve u\T rload prlocipl 6:8 
psoas major 

desert bed 116-117 
hnaglng 135 
strengthen Lng 123 

psoas minor 
described 117, 117 f 
strengthentng 123-125 

pubococcygeus 94, 140 l31 
bl~ asropcK~M npasoM 
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Q 
quadratus femorLs 202 
quadratuslumborum 

balancing 42 
described \47, 1<17/ 
strengthening 147-148 

quadriceps 
ln pll~ 59 
strength nlng 216, 221 

R 
range of motJon 

OexJbUity and 51 
inhips 60,62, 231 

re ~iprocaltnnervatlon 12 
rectus abdomln1s 

descr1 bed 1<40 
pelvic floor and 97 
strengthening 141. 143 

reJJue:s, In b4Jance 30 
relaxation exercises 74-77. See also Oex· 

reiM 
lbUlty, specific musdf!orbodypoTt 

anlde 227 
fourth posilion 225 
second position 224 

repcUUons 6:2 
r'Ht 

construcllv ~ lL I , 20 
as element of conditioning 8:.9 
dutln~ reh ar.sa.ls U 

rhomboids 180 
rhythm 

In Imagery 22 
In turns 194 

rtb cage 
awarene s of 18.1, l84 
Oexlbtllty in 176 
ln jumps 197 

rolling balls. See ball exercises 
rotation 

In hips 168-171, 201-208 
In spine and torso 182, 218 

rotatores 182, 218 
s 
sacrum 92-93. 2'l3 
sattonus 37, 209 
&CAJenes 40 
SC:l4tlca. rolling balls and 74 
scripUng 21-2S 
second J)()Sitlon 

pll~ and relev~ 224 
spill 187 

seed Imagery 2Q 
sell-observation 54 
self-talk 2a 3S 
scmtmem branos LJS 38 
semispinalis 182 
semitendinosus 37, 38 
sensory rnechanlsm.tt, in balance 30...12. 311 
shoulder blades 65 
shoulde-rs 

allgnment of I 00 
OexJ blllty In 58, 139 
relaxing 63-67, 72. 76, 81, J8l 
strengthening 178, 179, 184, 219 
tension ln 53, 61, 63, 196 

Skrlnar. Margaret 21 
snapping hip syndrome 117 
solar plexus I 0 1, I 0 lf 
sol~ 230 
Solomon. Ruth 116 
!iOmath: disciplines 52, 109 
spedfidty prlndple ~ 
speed strength 5 
spinalis 134 
spinal muscles 

balancfng and coordinating 138 
gluteats and 130 
hamstrings and 42, 136 
Imaging 131-135 
lengthening 189 
pelvic Ooor and 97 
relaxing 122, 189 
strengthening 137, 139, 140, 178. 179. 
182, 216, 217,218,219,223 
WanJHJp 215 

spine 
aHgnment of 107, 191 
balancing curve of 43 
Oex;bility in 53, 78, 81, 233 
Oexion and extension of 47-48, 107 
relaxing 77 
tension in 54 
ln turns 193 

spUts 187-189 
stabUity. Sett balance 
static flexibility 50-51 
sternohyoid 140 
strength training. See also specific mus· 

cles or goals 
consciousness In U 
ecoentric and concentric 8. 
as element o f condltlonlng 2::3 
elements of S. 

stress, balance and l5 
stretchlnR 

benefits and restrictions of 81-82 
Ln cooJ-<town 11 
as element of OexJblllty traJning ~ 52 
lmngery for 82 
with Thera-6and 233 
ln warm-up 1.0 

stretch reflex ~ 
subocclpltals 71 
subtaJar joint 152 
superior gemelli 202 
suspended carpals ~rd 73 
sustentaculum tall 155 
Swelgard, Lulu 18 
swlnglng lungs exerclse 142 
T 
I an;ometat.arsal joint ISZ 
tendons 1~199 
tendu 

described vlll 
improving 38 
wlth lbera-Band 164-165 

tennJs balls 7~ 
tens Lon. See also Oe.xlbJJJty;.speci/ic body part 

alignment and 83-85 
breathing and 75. 85, 112 
llextblllly and 51-54 
In shoulder! 63 
in spine s• 
In Thera-Band workout 214 
tum-out and 20 1·202 

len or fasciae lata 209, 212 
Thera-Band® C!Xerclse bands 

choosing 13-14. ~ 213 
d fined 12 
development or vU 
using 12-15, 121. 213-214, 214/ 

Thera-Band exercises 
abdominal muscles 141·143, 145-140 
aerobic conditionlng 49 
ankles 227 
balance 46, 49. 230 
coordinated leg action 216. 217 
feet 156-159, 22(,-227 
fondu battement 221·223 
grand battement 231 
hips 160-161 

IJlopsoas 127 
leg extensJons 220. 223, 228-2'29 
legs 164-J 71, 187-189 
pench~ bounces 232 
pli~ 224 
relev~ 224-22.5 
shoulder tension 67 
spinal muscles 137-140, 215, 219 
stretch 233 
upper body 176-189, 219 
warm-up 215 

third po.slllon viH 
t ibialis posterior J53,, 158 
Todd, Mabel 19. 23. 212 
torso 

b41anclng and coordinating 138, 219 
Oex1 blUty In 176 
strengthening 179, 182,184,189,217.218 
WCUlll-Up 177 

touch 
•n Imagery 2&.27 
improving flexibillty with 60, 61 

trabeculae 69 
transverse tanal joint 152 
transversus abdominis 

desc:rl bed 144, 1<4-41 
~lvlc floor and 97 .. 98 
strengthening 1•5-146 

trapezius 
relaxlfli 61, 64 
strengtherung 137, 178, 180 

traveling leaps 196 
triceps 38, 216 
Tully, Roger 84 
turn-out 

balanclng 38 
cautions about 168 
components or 190 
deep rotators In 202-208 
tmprovlng 60, 170, 20 I f. 202 
i nnu thigh and 209 
LlmltaUons on 201 
~lvlc floor and 210..211 

turns 

u 

alignment foT 191 
balance ln 194 
clenched Jaw and 192 
components of 190 
condltlonlng for 218 
neck tension and 193 
rhythm In 194 
sol~ 230 
spine flexion and 193 

upper back. relaxing 76 
upper body, strengthening l 76-189, 219 
v 
vacation on balls exercise 77 
vastu medJaUs 209 
Verena's split and rock 189 
vestibular organs 3()..31 
vlsuaJJzatlon. See Imagery 
Volianitls, S. 10 
volume or exerdse 6-7. H 
w 
waistline, trl rnm i ng 146 
warm-ups 

card lovascular 49 
described ~11 
feet 159 
Thera-Band worlcout 215 
torso 177 

weight transfer 162 
whol~body conditioning 3-4, 213 
wrlst, strengthening 181 
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ric Franklin has more than 25 years' expe
ri-ence as a dancer and choreographer. ln 

.... addition to earning. a BFA from New York 
Uruverslty~s Tisch School of the Arts and a BS 
from the University of Zudch, he bas studied and 
trained with some of the top m.ovement imagery and ·conditioning specialists around 
the world and has used this training as a professional dancer m New York. 

Franklin has shared imaging techniques in his teaching since 1986. While a faculty 
member of the American Dance Festival from 1991 to 1997 he began developing dance
speclfk conditioning exercises for students. He taught again at the ADF in 2003 and 
regularly teaches conditioning for dance at schools and universiUes throughout the 
world induding New York University Schooi of the Arts, the Royal BaJJet School, and 
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Eric Franklin regularly offers workshops and teacher trainings open to 
anyone on the topics covered in this book. You may find out about upcom·ing 

1 events by visiting his web page .at www.franklin...methode.ch. Or you may write 
to him at the following address: 
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EXfRClSE BA~DS 

' ' 
=-=Thera .. ~Band-

EXERCISE BANDS 

nmr • thun _5 ye!.lrs, Thc~1-B:m<l11 has been 
the workl·, l ~•uJing brand of progrc"'jve 

dastic resistance pn,du ts for profC~!\ional 
n.:h;thil i tatinn and homt.: fitness. n1era-Band 
exerci~C bands afl.! hJW-tOSl. (lOrtCJbJt: aJlU 
versatile rL"sisl!lnce p odm:m.s for bualcting upper 

anJ loVt. ~r body ~Lrcngth and 1ncrcasmg 

- ... ~ .. -

llcxihil1cy. hndm~scu by Lhl' Amcric.:~n Phy~icall her:~py 

A,,,ociation, the) ar~ recognized \\ orldwid~ a the uriginul 
• y~ IC tll ,1f Progrcssi\.e Exercis.c. 

For a de.a ler near you call 800·321-2135 
The Hygenfc Corporation 

124S Horni! Avonue, Akron, Oh~ 44310 USA 
330--533-8460 800-321-2135 Fax 330-633·9359 

www Thera-Band.com www.Thera·BandAcadomy.com 

Thera-Band Gm1bH 
Mmnzer Landstrane 19, D-85589 Hadarnar. Germany 

Phone +49-6433-9164-0 Fax +49-6433·91 64-64 
www Thera-Band.de 

r t tEAA S~ bnd Aal«ii!ICIO Cdoni ~ of RlO I l'tl;lll'~ COffiliiUa\ U 

C200l rm li NC'tXOComancon riiJI•Ii ,_..'!Ill, 

Exercise Bands 

e. Yard 1otspcnser BOX 
20010 Tufll XTRA fHIN 
20020 ~llew~ I THIN 
20030 Red I MEDIUM 
20040 Green I HEAVY 
20050 Blue I EXTRA HEAVY 
20060 Black I SPECIAL HEAVY 
20070 Sil•.'ar I SUPER HEAVY 
20080 G ~ I tAAX 
50-Y rd Df.SJ)CPSOr BOlt 
20110 Tan I EXmA THIN 
20120 lfellow I lfiiN 
20f30 RotJ f MEOIUM 
20140 Oreon I HE.AVV 
20~50 Bluo I EXTFIA HEAVY 
20160 Bl:ad< J SPECIAL HEAVY 
20170 Stl\lut' I SLIPEFI HEAVY 
2(U SO Oold I MAX 
&-Foot Cut Lengths Ln Reta£1 Olsplay Box 
204CVJ Ell'!mse Bands. UghC (~·131 rer1, grnl 
~tO E ~e Sands, He.wy tbh.l blk, Sll} 

LateJC:·Free Exercise Bands 

25·Yard Oiapensor Bw. 
20320 VQflow • THIN 
20330 Red I MEDIUM 
2034() Green I HEAVY 
20JS() Blue I EXTRA HEAVY 
20360 B cit I SPECIAL HEAVY 
6-Foot Out Lengtl\s In Sealec:l Bag 
20a91 Ugh, Pack (yol, rod. g n) 
2tn92 Heavy Pad\ (gfll, btu, blk) 
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