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ORIENTATION  
There are five types of information in this writing, and they occur 
throughout the book.  They are as follows: 

 

A.  ORIENTATION, GENERAL INFORMATION AND COMMENTARY: 
ethical and philosophical issues for dancers and choreographers. 

 

B.  PROCESS BASED EXERCISES:  exercises for the creation of movement 
derived from “Open-Form Processes.”  

 

C. DOCUMENTATION OF CHOREOGRAPHIC IDEAS AND 
COMMENTARY 

 

D. DANCES FOR HUMANITY/STUMBLED UPON GREENERY (BROWN 
PAGES)   
“Dances for Humanity” create an ethical perspective for choreographers 
and dancers. “Stumbled Upon Greenery” reveals the fact that natural 
compositions exist everywhere.    

 

E. FITNESS (SUPPLEMENTARY INFORMATION) – pages are exercises 
for body development, including focus on:  Training strategy, flexibility, 
integrative focus, strength, breathing, and articulation. 

 
 
ÒOPEN FORM COMPOSITIONÓ (MOD)  

SOURCES IN MUSIC, ACCORDING TO IANIS XENAKIS,  
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              a.     single sounds (building bricks,)… 
            b.     groups of single sounds making short sections 
(walls/windows, 
                    doors) 
            c.     long sections combined from short sections (whole frame 
is 
                    created)… 
            d.     and whole compositions, (roof is on)! 
 
 

These Levels of decision making for musical composition MARY 
O’DONNELL has transferred into the following categories for dance 
making: 

            a. SINGLE MOMENTS IN TIME build SHORT PROCESSES 

            b. SHORT PROCESSES put in order build SMALL SECTIONS  

            c. SMALL SECTIONS put in order build LARGE SECTIONS  

            d. LARGE SECTIONS are set in order to create the TOTAL 
FORM for a 

                 PERFORMANCE WORK 

It’s impossible to think of Open Form without a vehicle like the 
Architectonic Levels of Composition.   If a piece of work is 
constructed without the concept of multiple, parallel lines of 
information, and Open Form is desired, it will never become OPEN 
FORM.  It will become either “set form” or “improvised form” in 
alternation, or at different points in the work, but it will never 
become OPEN FORM.  Open Form occurs as an entity with 
simultaneous levels of decision- making happening, some of these 
being “process based” and others being “set,” repeated exactly.   
Strictly speaking, Improvisation is not Open Form.  It is 
Improvisation, meaning that what occurs is not planned in advance.  
Guided Improvisation with direction and specific values to 
communicate is still guided improvisation, and does not (even 
hypothetically) allow for simultaneity of Set Form and Open Form.  
Within a solo, it is possible to set up Open Form only if there are at 
least two aspects of the work where something is “planned” and 
something is “unplanned” at the same time.  This could happen, for 
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example, in a carefully crafted solo phrase, where the footwork 
retains an integral pattern, and body, one arm and head are involved 
in that footwork, and simultaneously, against the logic of supporting 
the action of body and legs, one free arm has a totally independent 
process, as if, perhaps to pet an imaginary cat, not repeating any 
action, but following desire of both the human and the animal.  This 
is difficult, but possible.  Again:  within one body we have the set 
form of a movement phrase and the Open Form of the one arm 
escaping the phrase to move independently—petting the cat, and 
changing the petting frequently, as if to satisfy and interest the little 
beast.  This is Open Form. It takes a lot of practice to do this as a 
soloist.  In groups it is easier to create Open Form, as one person or 
group can be doing process based work where a general outline of 
possibilities is given, and another person or group can be doing set 
form.  It sounds difficult, but we see it all the time in real life.   

Many people are walking in a beautiful place.  One person, also 
walking, decides to sing. This anarchic act creates Open Form. That 
person walks to the rhythm of the song, but the others continue with 
their independent rhythms.  They would feel awkward walking to the 
rhythm of someone’s little improvised moment of singing.  Usually in 
a situation like this some people follow the rhythm of the song and 
others will certainly avoid it.  It’s an interesting exercise.  Everyone is 
put into an unknown place regarding their participation, alone, and 
in the group that are not singing. 

 

BACKGROUND FOR THIS WRITING 

Reflection in Stillness is the practice that has informed the work of Mary 
O’Donnell, FROM 1966 to the present, both with Release Dance and with 
Choreography. 

Consider Stillness where the whole body/mind is available but not 
engaged with experience, either past, present, or future.  

Readers do not have to be experienced with any form of Stillness 
practice, in order to be able to use this research, and apply it to their own 
life and work, but if interested, documentation of the author’s practice is 
available on CD-rom.  
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RELEVANT WEBSITES: 

For the book, “RELEASE, SEVEN ZONES OF 
COMPREHENSION” 
Goggle:  releasedance.com 
Or Google:  Mary O’Donnell and find 
releasedance.com 
The book is FREE on my website, under 
Downloads.  
The earlier writing “Language of the Axis” 
(1975) is available on CD-rom.  This is the 
first publication on Release, Mind and Body 
Integration for Dance.  
Google:  Arts Archives, see catalogue, Look 
alphabetically for O’Donnell Fulkerson, 
Mary 
This can be ordered for a nominal price.  
And there are many other interesting offers 
there as well. 
 
 

Though the focus of this book is on process-based strategies for the 
making of dance, it will be necessary to communicate something about 
the RELEASE PROCESS, as a preparation.  The Release Process is a mind 
and body integrative work.  When a person leaves the procedural, 
functional world of required activity, responsibility, and multiple 
genuine concerns, to investigate art practices that focus on mind and 
body integration, and revelation of the human spirit in dance, that person 
has to find a transitional portal to a different-from-the-ordinary 
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consciousness. It is stillness that has provided this transition for the 
author of this text.   

Twenty minutes in stillness, as described below can be the portal to 
expanded awareness and sensitivity that enhances each moment of 
perception in creative movement experience. Prior to doing any of these 
exercises, twenty minutes in stillness will be a great support for the 
work.   

 

 

RELEASE WORK DEFINED:   
RELEASE WORK is Training— 

in the Creation, 

Perception,  

and Physical Participation with Images. 

It begins with a twenty minute stillness and continues in a 
contemplative state with imagery offering possibilities for mind and 
body integrative practice. 

During the stillness, lie on the back, knees bent, feet balanced, 
“standing” on the floor, and arms resting comfortably.  Alternatively, 
the lying rest position may occur on the side of the body, with head 
well supported so it rests in line with the spine, with thighs at right 
angles to the torso, and lower legs at right angles to thighs.  The 
contemplation may also be done standing, with full length of body 
balancing though all joints, or sitting in stillness with legs folded and 
crossed.  

 

 

ABSTRACT, REAL AND REFERENTIAL (MOD) 

THREE FORMS OF MOVEMENT MAKE UP MATERIALS FOR 
DANCE CREATION 

A. Abstract movement* 

     (where bodies in spatial design create form-based 
composition) 
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Example:  Leonardo Da Vinci’s Vitruvian Man who is positioned 
in a circle and stands with legs comfortably apart, arms 
stretching out to the sides of his body at shoulder-height, with 
his body creating a five-pointed star inside a perfect circle 
(1490). 

     B.  Real/functional movement* 
           (gestures that are pedestrian activities, from 

           real life 

           Example:  put on a shirt. 

C. Referential movement* 
 (where sources beyond those actually present are referred to) 

           Example:  praying hands.  

*Abstract, Real, and Referential Movement: Concept—MOD.—this 
thinking refers not only to individual movements, but also to 
groups of movements, traditionally called Phrases in dance, also 
to sections of dance, and whole work. 
 
OFTEN, just one of these is used to create a piece, and this gives a 
kind of formal stability to the work that allows it to “hang 
together” and be seen as a total form.   
 
Mary has used these three categories to analyze the position of 
dance movement relative to transference of meaning. And she has 
frequently chosen to use all three in the same work, thus creating 
a very broad base for creative activity.   
 
Usually modern dance is derived from developing and accepting 
a movement vocabulary and forms that become standard and 
these are used to transfer meaning, thus anticipating cohesive 
form.  This works very well for choreographers who have a 
training method that demands practice of specific skills and 
physical designs, and aims at a cohesive aesthetic. 
 
As the author of this text works, she does not seek a cohesive 
aesthetic, nor does she demand a vocabulary that typifies her 
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work. This is an outgrowth of a belief in natural forms and 
structures as valid in themselves.  Not being concerned with the 
perfect tree, but with “treeness,” the choreographer may invite a 
person of great physical talent to join one of her pieces without 
having to compromise their individuality; and there is no group 
training.  Each of the individuals is self-responsible and a very 
mature artist, and they train themselves in various ways.   
 
 In Mary’s most recent works she has combined experts from :  
Afro-Caribbean dance, Release Dance, Dramatic Dance, Egyptian 
Dance, and Pedestrian Dance.  The person representing 
pedestrian dance had a small radio controlled car as part of his 
character.  And, there have been two visitors to the piece, a young 
gymnast, and a white haired lady with a white parrot on her 
shoulder …(The white haired lady has played the role of someone 
watching from within for the last two pieces, and the white parrot 
was intended to watch the piece as a skeptical representative of 
“non-human” life forms. The parrot did not serve exactly as 
expected.  Though very skeptical of humans in ordinary life 
contexts, she was highly fascinated by the dancers, and appeared 
very interested throughout her time on stage, even tolerating a 
little pink “tu-tu” skirt. So, the two of them have become observers 
from within. )     
 
When using all of these in one composition, the choreographer 
anticipates contrasting elements from very different vocabularies, 
and CONTINUITY is NOT specifically invited. A WORLD VISION 
OF ALTERNATIVES  replaces continuity in this work.  
 
Working as a soloist for fourteen years at Dartington College of 
Arts, I challenged myself to develop many different strategies for 
being on the stage, and I discovered many processes, and 
practices for communication besides the norm of that time which 
consisted of:: 
EX.  Thematic dance with variations 
EX.  Standard vocabulary reflecting a chosen or “High Art” 
concept. 
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EX.  Standard overall form of introduction of themes, discourse 
with themes, rising to some kind of climax or peak of energy, and 
denouement. 
EX.  Chance choreography, with random movements put together 
to create unexpected forms 
Though this author has great respect for these historical, formal 
concerns of dance, she has similar respect for innumerable other 
choreographic models she sees in real life; 
-- like, for instance, the amazing way the queen ant can 
telepathically direct her community, (as they seem to move 
independently) even when they venture far from her, yet they 
maintain contact).  
-- or the way some numeric symbols function, like 2pi(r) as 2pi(r) 
describes every circumference—and has an infinite but not fixed 
numerical amount included extending to infinity. 
For this author, these are as satisfying, in terms of art, as Michael 
Angelo’s Sistine Chapel paintings, or as Stravinsky’s and 
Diaghilev’s  “Rite of Spring.”  
 
 

 Also in Open Form Composition,  
 
-- Individual sources may be thematically related, thus even though 
the total 
work may be constructed across broad lines of dis-similar imagery, 
these connect and resonate through shared and chance events that 
transport meaning.  
 
Or, they are related through the contrast and disruption of logic, 
narrative, thematic sources, and  spatial placement. Each performer 
is given:  
--TASKS AND OPPORTUNITIES TO DO IN “FREE TIMING,” 
--AND TIME FRAMES WHEN TO BE PRESENT ON STAGE WITH 
BROAD OUTLINES OF HOW TO BE THERE, 
--SOMETIMES CHARACTER REFERENCES ARE OFFERED,  
--AND EACH ALSO HAS EXTREMELY SPECIFIC MOVEMENT 
MATERIAL THAT THEY MUST REPRODUCE EXACTLY.  
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Mary’s work is also set up with reference to Patrice Pavis’s thinking 
on the analysis of theater events, according to : “Text, Sub-text, 
Context and Inter-text,” as applied to movement.  The Text is the 
major statement, major communication of movement, the line of 
meaning or narrative.  The subtext is the “referred to” but unspoken, 
implied communication of movement.  The context is the immediate 
surround of ideas directly related to the movement as it actually 
occurs. The inter-text includes broad references for work from 
historical or philosophical perspectives.   
 
 
ONE GESTURE SEEN AS REAL, ABSTRACT AND 
REFERENTIAL 
 
An Example of the same gesture in all three types of communication:   

1.  Folded hands created by a kneeling person just as one might find 
in  a Sunday Catholic Church service may indicate a real state of 
prayer (real gesture).  

2.  Folded hands may be design based (abstract movement) in the 
context of dance movement where fingertips come together low, 
rising up in front of the body, finger tips leading, and  palms come 
together as hands pass through the prayer position without ever 
stopping there, continue overhead, and open to the sides of the body 
in two huge half circles.  

3.  Or, folded hands may refer to prayer but be in a different position 
(referential movement).  This could occur by placing the whole of 
both forearms together, with hands in prayer position above, and 
then rotating the palms of the hands outward away from each other, 
so that the thumbs move as far away from each other as possible, 
forearms maintaining contact, from the smallest fingers of each hand 
to the elbows, and freeing the hands to open to each side so that the 
palms are exposed as much as possible.  This is a related but similar 
position to the praying hands, and it refers to prayer indirectly.   

So folded hands could signify real, referential, or abstract movement. 

In Release, we may use any of these forms of movement to explore 
and create dance.  Or, we may focus on one or two of these.  
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Generally, as we follow the course of stillness into movement, all 
three forms of movement communication are available to us, and we 
may include any of these, freely and easily.   

   

 

SOURCES FOR CHOREOGRAPHIC IMAGES: 
 

Aesthetic source , Form derived from aesthetic appreciation:  For 
Example,                                         Visual enjoyment may be created 
through a flow of physical activity, well balanced and properly 
distributed body parts in formal awareness of all movement 
undertaken--(May be achieved through exercises in concentration 
and movement that are part of rehearsal processes.) 

Scientific source , Form derived from experimental hypothesis: 

Ex.   The question  “What IF?” may stimulate the possibility for 
physical experimentation and potential under controlled conditions. 
(May be achieved through exercises that access unusual associations 
of body parts, and imaginative resources.) 

Ex.  Any scientific processes could become the basis for a 
choreographic experiment.  (May be achieved through converting 
scientific observation into analogy that could become inspiring 
imagery: example, central vertical axis becomes the center line, the 
thought of length through the vertical center that travels with you 
wherever you go and around which all body parts balance.  This 
could be discussed in relation to the North/South axis of the earth). 
 
Psychological source,  All of us repeat life’s journey within a similar 
range of experience, birth, growing up, puberty, adolescence, being 
adult, aging, being old and death, unless the cycle is interrupted by 
illness or accidental death.   Therefore all lives may become 
examples for any of us.  Case studies do turn up interesting lives and 
events that might become resources for dance making.  
Also, verbal assessment of individual experience during and after 
each rehearsal provides clues for the choreographer as to how each 
dancer is understanding and perceiving a role:  
--How was your participation?  
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--How did you experience the flow of energy within your role and 
within the whole event?  
-How was your physical commitment? and personal involvement?   
This may be achieved through discussion. 
 
Form derived from anatomical Sources:  
Ex. How did you experience economy of action,( a principle 
stemming in the professional dance context from Rudolph Laban) 
 
Ex. And how did you experience the “center line?”(derived from the 
knowledge of the central vertical axis around which all parts of the 
body are balanced when standing, concept belonging to Joan 
Skinner, Barbara Clark, and Mabel Ellsworth Todd...  
 
Ex. How did you experience: 
--axial movement of the body,  
--rotation of whole body or body parts,  
--flexion, --extension, 
--inversion/eversion—these as footwork… 
--balance 
 
And how was your journey through this process, if you were to put it 
into one word?   
 
Anatomical movements and concepts  adhere to the body when in 
good health, centered balance, and calm/readiness.  Have you 
experienced any or all of these? 
 

Movement concept as source,                                                                        

Creation of a featured movement vocabulary, using any form of 
movement exploration   (May be achieved through physical 
improvisation or set forms.)   What movement concepts did you use 
today? 

                                                                   
Social source for imagery,  
--Physical positioning, 
--Body postural adjustment and change 
--The body in relation to others  
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--Emotional resonances 
--Psychological explorations  
--Group consciousness 
--Perception of self and groups  
--Perception within groups 
(May be achieved through referencing to “personhood”) 
 
Personal source for imagery ,   
--Individual psychological exploration 
--Memory bank of experience 
--Personal “likes” and “dislikes” 
--Individual codes supported 
(May be achieved through discussion of dreams, interview)  

                                                                                                                                                                    

Hist oric source for imagery,                                                                                          
--Background of species and Historical events of relevance to 
individuals                                                                                                                        
--Use of individual anatomical heredity                                                                                            
(May be explored through literature, artifacts, and autobiography)                              

                                                                                                                                                           
Perceptual source for imagery,    

--of life forms as they move, respond, exist                                                                                         
--of one’s environment, interior , peripheral or external                                                                  
--Spiritual and Religious states of awareness                                                                               
(May be explored through discussion, interview, literature 

 

Inner world of private knowing,   

--Individual psychological exploration 

--Memory bank of experience 

--Personal likes and dislikes 

--Individual codes that one support 

--The body itself as physical, individual signifier (continued)… 

      (May be explored through historic or present-day literature of 
belief)                                                                 
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How have you experienced:  

  

Individual preferences and tendencies?                                                                          

 

Personal relationships with others?                                                                                

 

Codes of behavior?   

(May be explored through analysis/practice of codes of behavior) 

 

Religious Belief,                                                                                                              

--of any creed or society                                                                                                
(May be considered through historic/present literature of belief) 

Secular Experience :                                                                                                                                 
--Human kindness, love, friendship 

--Truth, learning, decency,  
--Human degeneracy, destruction 
(May be considered through example, news writings, any of the vast 
range of human experiences) 
 
Animal Life:                                                                                                                                      
--Hunting 
--Foraging 
--Life and death 

In short, there is no area of human experience that is left out of 
imagery for dance, because the primary human function is to create 
and follow images into action. How do you get up and go to the 
door?  You “image” the action and an incredible series of nervous 
system activity follows that image.  We become our images, and this 
is how we navigate the world. It is an effortless life, happening all the 
time, entirely without our noticing that it occurs. And dance, along 
with music, are the primary exponents of awareness on a higher 
plane, and aesthetic experience of life, because of their all-inclusive 
referencing.  It’s no wonder that early tribal cultures used rhythm, 
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and dance (and sometimes drugs) to transcend the darkness of night 
and reach ecstatic states. 

We all live a miracle of success in genetic terms, in normal lives of 
sleeping, eating, reproducing our own kind, and experiencing all the 
enhanced sensory and kinetic effects of life.  The important thing to 
realize is how vastly complex every individual is, and what huge 
resources all have to bring to communication.   

As working with people, in open form choreography and dance, one 
may enjoy the appreciation of each individual’s capacity for 
imaginative, creative contributions.  This results in discoveries that 
are both personal and inter-relational, as well as becoming high 
quality performance work.  Both, highly trained dancers and 
amateurs who have never moved before, may have stunning 
communicative power when moving from the perspective of stillness 
where everyone may be/do their own personal best. 

In the early 70’s Mary wrote, “I describe stillness as anatomical rest, 
where body/mind is integrated through contemplation of emptiness, 
no movement, no thought, no action.”  From this rarified and awake 
state, Mary gathered, invented and developed images of the body, 
movement experiences and explorations, choreography and 
educative processes for awareness within the field of dance.  From 
this exploration Mary discovered Seven Zones of Awareness, only 
three of which form the three dimensions we experience on a regular 
basis:  three-dimensional space.  The other four zones occur outside 
the material world.  She also made the hypothesis that there may be 
a mirror image of these zones in a non-material plane, and has been 
confirmed in her belief through study of early Gnostic manuscripts 
dating approximately from AD 100-300.  These zones of awareness 
are available (free of cost) in the 400+page e-book, google:  
releasedance.com    
Since publishing that work many have asked about Mary’s 
choreographic practice, what kinds of thoughts and means have 
been useful in the formative phase where Release Work and 
Contemplation in Stillness produced (and continues to produce) so 
many solo and group performances.   

This writing, WORLD OF PROXIMITY, contains an 
assortment of choreographic practices arising from the experience of 
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making dance from process-based instructions, JOURNEYING from 
Stillness-into- Movement.  The writing presents Mary’s personal 
history with process based work and experimental dance-making 
dating from 1966 to 2009.  

“World of Proximity” focuses on the three dimensional consciousness 
revealing dance creation as a form of existence where anyone may 
enjoy the proposition:  the proximal world we live in needs, justifies 
and is supported by art works, and particularly DANCE. 

 

 

HOW DO IMAGES BECOME REALITIES? 

Think the image and it happens!  

You experience hungerÉ  

You donÕt have to think,  

ÒWhat is hunger?  

What does hunger mean to me?  

How do I get off the couch?  

How do I stand up?  

What is my primary mode of ambulation?  

Where am I?  

What is a house?  

What is food?  

Where is food kept in this house?  

What is a refrigerator?  

 

YOU FEEL HUNGRY, AND YOU GET UP AND GO TO THE 
KITCHEN AND FIND FOOD.   

We are all living a miracl e of success in genetic terms, as we live 
normal lives of sleeping, eating, reproducing our own kind, and 
experiencing all the enhanced sensory and kinetic effects of each 
personÕs life.  The important thing to realize is how vastly 
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complex every person is , and what huge resources we all have to 
bring to communication.  

As working with people in choreography and dance, letÕs enjoy 
the appreciation of each personÕs capacity for imaginative, 
creative contributions.  This results in discoveries that are both 
personal and inter -relational, as well as becoming high quality 
performance work.  Highly trained professionals and amateurs 
who have never danced before may have stunning 
communicative power when moving from the perspective of 
stillness, where everyone may  do their own personal best.  

 

 

ANATOMICAL REST  

In the early 80Õs Mary wrote:  I describe stillness as anatomical 
rest, where body/mind is integrated through contemplation of 
emptiness, no movement, no thought, no action.  From this 
rarified and awake state, mary gathered, invented, and 
developed images  of the body, movement experiences and 
explorations, choreography and educative processes for 
awareness within the field of dance.  From this exploration she 
discovered Seven Zones of Awareness, three of which form the 
three dimensions we experience on a r egular basis:  three -
dimensional space.  The other four zones occur outside the 
material world.  She also developed the hypothesis that there 
may be a mirror image of these zones in a non -material plane.  
SEVEN ZONES OF AWARENESS, the e-book is available f ree of 
cost in the 400 + page book online at the authorÕs website:  

Google:  Releasedance.com     
 

 

WORKING WITH IMAGES:  RELEASE 

Release work is a referential study where Images are invited 
as thoughtful attachments to movement practice.   
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In the study of Release one learns to observe imagery 
generously and abundantly, and then to participate with 
imagery on such a deep level, that one “Becomes the Image.” 

Anatomical and other Release Images may arise from any 
source and reference through a process of participation with 
imagery.     

Images have associative value.  Experienced persons will find 
their discourse with imagery occurring on many levels, but in 
all cases we live through making images real, first in the 
imagination and then in the world.  

At the most practical, beginning level for dance, images will 
reflect directly on body formation, alignment, and body 
functioning.  Here the body is seen as “itself in space,” and 
“inherent with imagery.” 

At the most advanced level, the body will be seen as 
transcendent empty vessel, changing constantly through the 
advancing narratives of life’s progression, through extensive 
associations, discoveries and visions.  These extremes allow 
for much ground at all places between minimal awareness and 
transcendent understanding. 

 

 

THE RELEASE PROCESS, STILLNESS 

Before Moving: 

Be without expectations. 

Rest in the anatomical rest position until body and mind are present, 
alert, and calm. 

This position is:   

Lie on your back, knees bent, legs balanced or resting together; feet 
“stand” on the floor, (or knees may fall to center and rest together) 
arms rest to the sides of the body, at or below shoulder level.   

Head rests in line with the spine, and may be elevated with a pillow, 
if needed, for proper alignment or comfort. 

Body is present, 



 23 

Mind is empty. 

Be still for twenty minutes. 

Then consider a source in imagery.  This may be any constructive 
thought about the body, alignment, or any subject from personal, 
imagined or learned experience, that may be usefully approached 
through stillness. 

The consideration of the image is experienced as a sort of living 
stillness, with “mind empty” quite a lot of the time, and occasional 
references to the image as mind surfaces from stillness to intersect 
with imagery, and then becomes empty again.  

Follow experience of the body and integrate bodily movement with 
imagery, usually through the use of stillness first and then 
movement...   

 

For reference, see Mary’s first book,  The anatomical rest position 
has been used in the Alexander Technique, also by Barbara Clark, 
student of Mabel Ellsworth Todd, by Joan Skinner of the Skinner 
Releasing Technique and by a multitude of their and my students. 

...Any constructive thought about the body, and any subject from 
personal experience may be constructively approached after a 
twenty minute stillness in the rest position. 

 
 

PRACTICE ONE: 

THE RELEASE PROCESS, MOVING 

  

 And here is an exercise for you to do: 

“Lying in the anatomical rest position,  

Be still… 

Listen to your breathing, 

Time passes…continuous…seamless 

As you let the stillness “have” you twenty minutes will pass quickly. 
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Mind is empty. 

 

Body-mind remains awake and rests fully. 

From being still, follow the inclination of stillness as you slowly begin 
to move. 

 

Create a:   

                   

                        Visual, 

 

 

                                        Psycho-physical 

 

 

                                                              Mental Image 

 

 

                                                                                   Of the Body in Good  

                                                                                        Alignment. 

 

(This is usually done through preparation before you begin…choose 
an image that conforms to well-being for body/mind.)  At this 
moment however, let’s choose to consider the most fundamental 
image within the context of a profound stillness:  the CENTER LINE. 

See the Central Vertical Axis of the body as an invisible line running 
vertically through the length of the body as you stand.  This is the 
thought of length through center that is the starting point and root of 
all images in Release. 

Begin in stillness lying on the floor, with knees bent and gently 
resting together.  Arms are to the sides of the body, head balances in 
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center, and if needed you put a little cushioning under the head so 
the back of the neck stays long. 

Begin with a twenty minute stillness and contemplation of the center 
line of the body… 

See the center line as an invisible axis running from the center top of 
your head through the whole center of your body 

As you lie in the rest position, let the image of the center line “have 
you.” 

Listen to your breathing. 

Surrender to balance and proportion. 

Distribute the weights and lengths of your body around the center 
line, letting your body rest into complete comfort and balanced 
support.  

Remain in stillness for twenty minutes. 

Then, move into action using this positive image, the center line as a 
guide… 

Follow the experiencing body and integrate body experience  

with the constructive image of your choice for this particular 
exploration…the center line. 

Move… 

Rest… 

Breathe… 

Enter the continual state of finding… 

Allow the body full experience of the center line… 

You will find the way to roll with the center line, 

To sit with the center line, 

To turn the head from side to side, to twist the body in any position, 
always with the sensation of length facilitating easy action at every 
joint. 

The eyes may become moist as you work.  This is a release of 
tension. 
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Find and follow your body-mind into any physical activity that will 
bring you to greater fulfillment of the image.  From rolling 
experience roll to sit and roll to stand, following the flow of the 
easiest action possible.  THIS EXERCISE TAKES BETWEEN A HALF 
HOUR AND ONE AND A HALF HOURS. 

  

STILLNESS, BEING THERE 

WHAT’S IT LIKE? 

Sleeping? 

Fears? 

Distractions?  

Pleasures? 

Loneliness? 

Liberation? 

Acceptance 

Focus? 

Floating? 

All of these? 

 

 

Maybe… 

But the center of the experience of stillness is a calm, empty-of 
thought state of being, where the body/mind is aware, alert in 
a special way, like an animal, but with a special frame of mind 
that only humans can achieve:  contemplation of stillness. 

 

Entering the contemplation of stillness, you become the 
stillness, and nothing else is there. 

 

At first you may be aware of breathing.  Following that, the 
mind becomes empty of all thoughts relating to the natural 
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world as we perceive it.  Stillness fills being with a peace-full 
awareness that allows all excessive tensions and mental 
attractions to fall into nothing. 

 

Here the body-mind has no identity.  There are no thoughts to 
bring about any form of realization, and you just settle into a 
peaceful un-knowing.  It is an entirely restful experience.   

 
If, after entering stillness you choose to consider a thought, it 
has the resonance of the clear sound of one bell ringing, or the 
call of a wild animal in the night, or the first cry of the new-
born baby, and you enter this thought of stillness as a child, 
exploring the universe.  

 

It is quite easy to stop stillness by just getting up and doing 
something ordinary, but much more interesting to let stillness 
resonate in the background of your life and work.  

                                                                                           

THE IMPORTANCE OF STILLNESS 

There is a reciprocal arrangement between stillness and 
movement such that one identifies and allows for the definition and 
knowledge of the other. 

 

Dancers are continually aware of their physicality, not only aware 
of what they are doing, but also of what they experience physically 
while doing it.  They are aware of what related thoughts, 
movements, and experiences are associated with what they are 
doing. 

 

Dancers may be asked to perform movement with total awareness 
of its energies, shapes, and forms, and nothing else, or they may 
be asked to extend their concern to fantasy and enhanced 
awareness. STILLNESS IS A RESONANT LEADER TO A STATE OF 
EXPANDED AWARENESS. 
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Dancers understand immediately and focus automatically on the 
history in their own bodies that relates to ay movement they do.  
They are super-aware of what they are doing and try to do it as 
economically as possible.  They “tap into” unconscious historical 
movement patterns that provide freedom of movement, and 
connect these historical movement patterns with new possibilities.  
In this way, they continually augment their experience and are 
always ready for new movement challenges. 

 

They are conscious of movement and its potential as animals are, 
and always do their ‘best” with only what is necessary.  Economy 
of effort is fundamental to dance performance, where the best is 
derived from the exact amount of energy directed exactly right.  
Different forms of dance require different physicality and different 
awareness. 

 

 

PRACTICE TWO 

THE CENTER LINE 

 

(One and a half hours duration) 

From the anatomical release position, lying on the back, 
knees bent, feet flat on the floor, spine long, arms to the sides 
of the body, head in line with the spine, listen to your 
breathing. 

 

…as you breathe out, see the Center Line fall through the body 

 

…as you breathe in, rest…… 

 

…see the center line rising through the whole Center.… 
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…starting from the center top of the head and passing through 
the whole length of the body… 

 

The center line is an axis, a thought of length that is invisible, 
and unending. 

 

It is possible to slow the image down, taking as many breaths 
as you need to complete the perception of one center line as it 
descends through your length. 

 

The center line is an “AXIS,” 

 

…a thought of length through center that is invisible, and also, 
though you may not choose to see it this way initially, infinite 
in space 

 

Take as many breaths as you wish to complete the drawing of 
one center line… 

 

Be aware  of the breath even while not relying on it for the 
rhythm of seeing the image. 

 

Time passes easily and slowly 

. 

. 

. 

The line rests in the body, and is as long as you may imagine it 
to be, contributing to both, great body length, and imaginary 
contact with the world of proximity… 

Now, see the center line moving in the body as slowly as 
possible…it travels in both directions, simultaneously at every 
point along its length.…and the center line continues in the 
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body as slowly as possible.  It travels in both directions, 
simultaneously at every point along its length… 

 

Your line extends beyond the body, both beyond the feet and 
beyond the head… 

 

It is infinitely long, and physically you occupy only a segment 
of it… 

 

Slowing the image does not make it heavy.  It has no weight 
and its passage through the body is as the passage of a 
thought, or an intention, through the body. 

 

The center line is flexible and strong. 

 

You may see the center line in rotation around itself.   

 

You may feel it revolve in the body center, as you roll in all 
directions. 

 

The image of the center line in rotation may lead you into 
rolling. 

 

The action of rolling supports the image of the center line as it 
continually “falls” to the center of the body in whatever 
position the body may take. 

 

Imagine the center line extending infinitely beyond head and 
beyond feet, sweep outer space with your center line… 

 

…very……… slow …………….……………rolling… 



 31 

 

The line is flexible and strong. 

 

Part of the body may precede the rest as you let legs fall slowly 
to the floor, twisting the body center…and then hips turn 
before shoulders, as sinuous cat-like action flows through the 
length of the body… 

 

The center line image supports you……as you roll, continually 
responding to the game of gravity in the body… 

 

Following there are many indications of where the center line 
class may go next.  You may choose one or more of the 
following descriptions—and allow dancers to have time to 
explore those particular images.  

 

As you prepare for easy action… 

 

What is the nature of your center line? 

 

Light? 

 

Metallic? 

 

Shiny? 

Smooth? 

 

Narrow? 

 

Liquid? 
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Determined? 

 

Strong? 

 

Invisible? 

 

You no longer have to see it in slow time, though you may… 

 

What is the nature of your center line? 

 

…Vibrating? 

 

…Shiny? 

 

…Flexible? 

 

…Invisible? 

 

…Invisible and still present? 

 

…Of air? 

 

…Of wood? 

 

…Segmented? 

 

…Like a snake? 

 

…Angry? 
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…Of a hermit? 

 

…of a cat? 

 

…You can keep the center line image easily in your mind, so 
you are free to try complicated adventurous actions with the 
center line 

 

…adventurous play 

 

…physical adventure 

 

What if your center line has feet with a mind of their own? 

 

What if it sings?  How will it sing? 

 

…if it wants to fly… 

 

What happens if the enter line 

…is at home upside down? 

 

…wants to play the piano? 

 

…wants to lean on walls? 

Yawns? 

 

Never stops going in circles? 
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Each possibility may be a source for investigation for a few to 
many minutes, though you probably won’t use all the 
possibilities in one class…though you might….! 

 

What happens if two center lines melt together? 

 

What if the center line is quiet? 

 

…Is searching? 

 

What if the center line has a rhythm? 

Or has a dream of a rhythm? 

 

What if it OVERATE??? 

 

WHAT IF IT LAUGHS????? 

 

…has arms and legs wit minds of their own? 

 

WHAT IF THE CENTER LINE IS WATCHING? 

 

WHAT IF IT LIKES GEOMETRY? 

 

HAS A GARDEN? 

 

LEAVES THE ROOM? 

 

What if the center line becomes still? 
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Is caught in a cage? 

 

LIVES OUTSIDE THE SELF??? 

 

WHAT IF it is taken to the LION DOCTOR? 

 

Or it’s attracted to colors? 

 

What happens if the center line falls in love? 

 

What happens if it’s connected to everyone else’s center line? 

 

What if the center line becomes part of the milky way? 

 

Has feathers? 

 

Has scales? 

 

And swims??? 

 

Becomes red velvet? 

 

What if it thinks about stopping? 

 

Sits behind another center line? 

Has toes, and fingers, and each of these has a mind of its own? 

 

To end, stand with the memories of your center line 
exploration.  Let gravity contain you.  Deposit your dreams 
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and sensations in a place where you can return to find them 
again .  We made a huge survey of possibilities for the Center 
Line.  Each of these possibilities could serve as a class in itself 
in the future. 

Take time for this…thought… 

Can you imagine the center line class based on red velvet?  

Or feathers? 

We do have the opportunity to play in this situation,  

and we are able to make our work from true living experiences  

combined with fantasy and dream,  

OR just as real and direct as life itself is! 

 

* * * You get three stars for completing your first release 
exploration! 

 

 

STILLNESS AND NATURE, AS SUBJECT 

FROM THE ANATOMICAL REST POSITION:  HOW DOES STILLNESS 
FUNCTION IN THE CREATIVE PROCESS WITH IMAGES?  NOT ONLY 
BODY STILLNESS-THOUGHTFUL STILLNESS 

COMFORTABLE 

QUIET 

CALM 

EMPTY 

 

STILLNESS FULFILLS THE PERSONAL NEED FOR ACTIVE 
IMAGINATION, WHERE SENSATION IS EXPERIENCED 

--AS PART OF NATURE 

--AS ESSENTIAL AND RIGHT PARTICIPATION 

--AS BEING IN RIGHT RELATIONSHIP WITH THE CREATIVE FORCE… 
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PRACTICE THREE 

STILLNESS AND NATURE  

Be still for twenty minutes… 

Then let nature fill your body with the rightness of proportion and 
readiness to be anywhere… 

Imagine a place in nature where you love to be… 

Place yourself there. 

 

 

Image the light 

             The terrain 

             The textures in the landscape there 

             The fauna 

             The flora 

 

Were you alone or with others? 

 

How did they perceive this place? 

 

Remember being in this location on one particular day... 

 

Remember how the landscape smelled. 

 

Did you hear sound there?   

 

Bird life? 

Trees in wind? 

The sea? 
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Remember the textures and colors you saw there… 

 

Remember the temperature… 

 

At the right time, move! 

 

Investigate… 

 

Discover…..........................................................................Find an 
ending… 

 

WHY “DANCES FOR HUMANITY” IN THIS WRITING? 

RELEASE WORK INVITES PHILOSOPHICAL DISCOURSE BECAUSE 
IT BRINGS TO LIGHT THE NATURAL PROPORTION OF THOUGHT 
THAT ALLOWS SPACE FOR PHILOSOPHICAL DISCOURSE TO TAKE 
PLACE...TIME TO REFLECT 

WHY “STUMBLED UPON GREENERY?” 

 THE PHOTOS IN THIS BOOK WERE CAPTURED JUST AS I SAW 
THEM, AS WILD THINGS GROWING TO FRUITION.  THE GARDEN 
AND AMUSEMENT SITE WHERE THEY WERE FOUND WAS FULL 
OF MANY DIFFERENT “BLOSSOMS.”  ALL THROUGH THE 
SUMMER.  

 EACH BLOSSOM TURNED ITS FACE TO THE LIGHT FOR A SHORT 
TIME AND THEN WENT ON TO GREENER FULFILLMENT  AND 
THEN THE SEED FALL AND COLD DRY WINTER.   

CONSTANTLY RENEWING MY EXPERIENCE OF COMMUNION 
WITH NATURE, THE PLACE BECAME FOR ME DESCRIPTIVE OF 
LIFE FULFILLING ITSELF IN INFINITE DIRECTIONS.  I HOPE THE 
READER WILL TAKE A LOOK AT EACH PICTURE, AND READ THE 
WORDS OF “DANCES FOR HUMANITY” AS AN ACCOMPANIMENT 
TO THE PICTURES. 
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DANCES FOR HUMANITY ONE 

OPEN MIND 
Yes, but not too open. 

Be sensible in your work with images, in your work with dancers, and in your 
relationships with audience members.   

The body is the most powerful signifier today.  People are continually 
comparing themselves to images of people with products in advertising, and 
to film stars, to models, and to important persons, primarily on what thy see 
through video and film.  It’s a virtual comparison world. 

Be smart!  Define your own image.  Make your own rules and adhere to them.  
Nobody needs to be a carbon copy of someone else.  The great value of 
human cultural diversity far outweighs any cheap imitation copy.   

Let your own ethical position evolve from intelligent observation of your own 
interests, abilities and potentials.  Use these to create your own image in a 
politically correct manner that most satisfies you, yourself.   
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AND DANCE FOR HUMANITY TWO,  

WARMTH OF EMBRACE 
When you dance with others on stage, or even in classes, mutual respect is 
very important.  Dancers know each other in a physical way that is profound 
and friendly.  They learn to depend on each other for the right cues, the right 
timing, and together they create the right message for the audience.  Dance is 
a fully committed work and generous work of disciplined trust and love. 

At best, dancing with others may have the value of a really warm hug, with  
each personality being fully developed, independent, and generous to the 
others, disciplined and accountable for her/his activity. 
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HOW TO READ ANATOMICAL IMAGES 
 

The human body can provide very beautiful images for contemplation in 
stillness. 

To begin creating, using and even teaching images that come directly 
from the human body, first, understand how verbal images function:  
Images store experience and become resonant containers for associative 
experience and values. 

 

To read anatomy into resonant images requires:   

--good knowledge of anatomy, buy an anatomy book so you can validate 
your images with reality of forms and functions within the human body 

--desire to convert scientific description into bodily experience 

--and the ability to see the poetic aspects of scientific pictures and 
drawings. 

 

Look carefully at a photo or drawing in your anatomy book.  Research 
and understand how body functions relate to that photo/drawing. 

Imagine the functional, physical activity that occurs in the living body, 
as it is related to the photo/drawing. 

Use the verbal descriptions in your anatomy book to facilitate your 
knowledge of how the body actually works.  Then create a verbal image 
that represents constructive functioning of the anatomical photo or 
drawing.  Choose your images carefully.   

It’s usually best to begin with bony structures, thinking about how the 
bones work in the body as you do simple actions… 

Example:  Swing the tibia bone of the lower leg easily as you walk… 

Example:  Balance the head on the curving bones of the neck, giving the 
neck bones freedom to move easily… 

Example:  Lengthen the lower spine downwards to provide stability and 
length through the whole back… 

Imagine your images and then try-out your images carefully. 

“Good” results will occur if you find the body lengthening and drawing 
in toward center through the use of your images; and also if you find 
enhanced freedom while moving. 

In addition, enhanced freedom to “float” movement with minimal effort 
can be a good guideline. 
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LET LENGTHENING, FLOATING (INDICATING EASE OF MOVEMENT) 
AND DRAWING IN TO CENTER guide your image making.  All 
movement comes ultimately from the central vertical axis of the body.   

 

Advanced image making may proceed to involve muscles, ligaments, 
organs, nerves, brain function, heart and blood vessels, glands, and 
sensory organs. 

 

 

MAKING YOUR OWN IMAGES 
IT’S VERY NECESSARY TO RESEARCH EXTENSIVELY IN ORDER TO 
CODIFY THE VISUAL COMPLEXITY OF ANATOMICAL STUDY INTO 
POETIC IMAGES THAT REFLECT ACCURATE SCIENTIFIC 
KNOWLEDGE OF THE BODY AS WELL AS THE FUNCTION OF THE 
VISUAL FORMS YOU SEE AND READ ABOUT IN ANATOMICAL 
PICTURES. 

A WRONG IMAGE WILL HAVE HIGHLY DETRIMENTAL EFFECTS ON 
THE BODY.  FOR EXAMPLE, IF A PERSON HAS LOW SELF-ESTEEM, 
AND THIS IS AND IMAGE, S(HE) MAY SLUMP SHOULDERS, CURVE 
UPPER SPINE, AND CORRUPT THE WHOLE OF THE LOWER SPINE 
INTO PAINFULLY EXCESSIVE CURVES.  IF THIS HAPPENS, SEVERE 
NECK PAIN WILL BEGIN A CYCLE THAT MAY LEAD TO EXTREME 
SPINAL INJURY AND VERY TORTUOUS PAIN.  

IF WE CREATE ALIGNMENT IMAGES FOR PEOPLE THAT “SHRINK” OR 
“WITHDRAW FROM EASY AND ECONOMICAL MOVEMENT,” WE RUN 
THE RISK OF BADLY ALIGNING THE BODY AND WE MAY DO GREAT 
HARM.  SO, BE ADVISED TO ENTER THIS TERRITORY WITH GREAT 
CARE.  AGAIN, THE AUTHOR RECOMMENDS THE CD FOR 
BEGINNERS, 

  

 
THE LANGUAGE OF THE AXIS 
GOOGLE:  ARTS ARCHIVES, see catalogue. 
Nevertheless, constructive poetry of each person’s experience can 
be extremely valuable and rich as source for dance.  If you have 
little or no knowledge of anatomy, don’t make anatomical images.  
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Refer to Alexander Technique to experience an learn beautiful 
body images, or study Yoga.  Or, look closely at nature, observe 
your environment, see structures in nature as, for example, the 
way the trunk of a tree supports its branches.  You might try and 
support your own arms as functionally, gracefully and practically 
as the tree supports branches.   

This writing is intended t inspire the reader to become better 
informed and more capable of making beautiful body imagery, 
and enhancing creative potential at an advanced level. 

Any poetic phrase that inspires you to move may very well replace 
an anatomical image.  We all have a wealth of experience in our 
lives, and this is fully accessible and usually, if something is 
meaningful to one person, it will be meaningful to at least some 
others. 
 

 

PRACTICE FOUR,    

STILLNESS IN DUETS 

Two or more people walk, 

They become still. 

They face each other, close or far away… 

They pause, 

Each looks up,  

Each looks down 

One rests,  

One moves to a new location… 

Each person has the opportunity to move one or more times, to find a 
place where they are comfortable, and also to be engaged in 
observing one or more of the others. 

When all are standing again, this signals a new beginning for the 
repetition of the cycle. 
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PRACTICE FIVE 

“TO DO” FROM RELEASE 

…THIS DIRECTIVE APPLIES TO ALL THE EXERCISES IN THIS 
WRITING, AND ALSO TO MANY LIFE EXPERIENCES… 

WHEN ONE IS PASSING THROUGH LIFE’S EXPERIENCES, A 
HEALTHY PERSPECTIVE IS OFTEN REQUIRED. 

WE ARE ALL EASILY TAKEN AWAY FROM OUR FULLEST 
CONCENTRATION WHEN DRIVING OR FORGETFUL OF 
OTHERS IN LONG TERM RELATIONSHIPS. 

RELEASE GIVES US THE OPPORTUNITY  

…TO FRESHEN FOCUS 

…AND TO RENEW COMMITMENT 

…AND TO BE IN THE PRESENT MOMENT, ALL THE TIME. 

 

 

 

HOW DO IMAGES BECOME REALITIES? 

THINK THE IMAGE AND IT HAPPENS! 

YOU EXPERIENCE HUNGER. 

YOU DON’T HAVE TO THINK,  

“WHAT IS HUNGER? 

WHAT DOES HUNGER MEAN TO ME? 

HOW DO I GET OFF THE COUCH? 

 

WHAT IS MY PRIMARY MODE OF AMBULATION? 

WHERE AM I? 

WHAT IS A HOUSE? 

WHAT IS FOOD? 

WHERE IS FOOD KEPT IN THIS HOUSE? 
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WHAT IS A REFRIGERATOR? 

WHAT IS EATING?”  

FROM A SIMPLE PERCEPTION OF HUNGER, MILLIONS OF NERVOUS 
SYSTEM SYNAPSES OCCUR AND YOU FIND FOOD. 

 

We all live a miracle of success in genetic terms, as we live normal 
lives of sleeping, eating, reproducing our own kind, and 
experiencing all the enhanced sensory and kinetic effects for each 
person’s life.  The important thing to realize is how vastly complex 
every person is, and what huge resources we all have t bring to 
communication.   

 

As working with people in choreography and dance, let’s enjoy the 
appreciation of each person’s capacity for imaginative, creative 
contributions.  This results in discoveries that are both personal and 
inter-relational as well as becoming high quality performance work.  
Both highly trained dancers and amateurs who have never moved 
before may have stunning communicative power when moving in the 
perspective of stillness where everyone may be/do their own, 
personal best.   

 

“World of Proximity” contains an assortment of choreographic 
practices arising from the experience of making dance from process-
based instructions, journeying from stillness into movement.  The 
writing presents processes that have been used in making dance 
since 1966.   

 

“World of Proximity” focuses on the thought of DANCE CREATION AS 
A FORM OF EXISTENCE where anyone may enjoy the proposition:  
the proximal world we live in needs, justifies and is supported by art 
works and particularly, DANCE. 
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PRACTICE SIX,  

VERTICAL LENGTH 

As moving, image the thought of vertical length through your whole 
body, and let this be as perpendicular as possible.  We may call this 
the Central vertical axis…   

.we know WHAT HAPPENS but not HOW it happens.  

--  

-- 

 

When we do find out, we will be in a position to communicate with 
inanimate objects—apparently there are some persons who already 
report being able to do this…so let’s see what’s possible, just with 
you and yourself…see if you can become the images of your mind 
and move with full awareness… 

Before I left my teaching in Arnhem, to retire a few years early and 
explore for myself  a bit, I taught a group of first year students who 
obviously had a lot of talent for the unknown adventure.  I asked them 
if they would use their young minds to bring water to North Africa.  
They did do this, and we were all thrilled when the clouds began to 
gather over north Africa.  I have no doubt that such things really 
work.   

 

 

 

Consider:   

Starting point:  the back of the head where the cranium sits on the 
spine. 

Let a thought of action flowing travel, circling the head, up the back 
of the head and down the face,  

Along both sides of the chin to the starting point… 

Then, let action flow down the back of the whole spinal column, 
resting the tails of the spine, where they like to be placed, one gently 
on top of the next. 
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Then let action flow  up the front of the whole spine, supporting the 
length of the tail downwards with upwards floating stability.”  Why 
would we do this?  Because this particular flow of action eases neck 
tension, provides balance for the head over the spine so the head is 
free to move and look in an 

 

Then, for this particular exploration... 

 

Move... 
Rest... 
Breathe... 
 
Any movement may be done within the consciousness of the image. 

RollingÉresting , moving the head, resting;   

Letting the head be felt as weight supported by the spine,  

Develop consciousness of body-mind integration through repeated 
practice. 

Try out any moving and keep the head balanced and free to move 
throughout your explorations. 

 

 

STILLNESS, BEING THEREÉ  

WHATÕS IT LIKE?  

SLEEPING?  FEARS?  DISTRACTIONS?  PLEASURES?  
LONELINESS?  

ALL OF THESE?  

MAYBE… 

BUT THE “CENTER” OF THE EXPERIENCE OF STILLNESS IS A CALM, 
EMPTY-OF-THOUGHTS STATE OF BEING, WHERE THE BODY/MIND IS 
AWARE, ALERT IN A SPECIAL WAY, LIKE AN ANIMAL, BUT WITH A 
SPECIAL FRAME OF MIND THAT ONLY HUMANS CAN ACHIEVE:  
CONTEMPLATION OF STILLNESS. 
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ENTERING THE CONTEMPLATION OF STILLNESS, YOU BECOME THE 
STILLNESS, AND NOTHING ELSE IS THERE   

AT FIRST YOU MAY BE AWARE OF BREATHING.  FOLLOWING THAT, 
THE MIND BECOMES EMPTY OF ALL THOUGHTS RELATING TO THE 
NATURAL WORLD AS WE PERCEIVE IT.  STILLNESS FILLS BEING WITH 
A PEACE-FULL AWARENESS THAT ALLOWS ALL EXCESSIVE TENSIONS 
AND MENTAL ATTRACTIONS TO FALL INTO NOTHING.   

HERE THE BODY-MIND HAS NO IDENTITY.  THERE ARE NO 
THOUGHTS TO BRING ABOUT ANY FORM OF REALIZATION, AND YOU 
JUST SETTLE INTO A PEACEFUL UN-KNOWING.  IT IS AN ENTIRELY 
RESTFUL EXPERIENCE.   

IF AFTER ENTERING STILLNESS YOU CHOOSE TO CONSIDER A 
THOUGHT, IT HAS THE RESONANCE OF THE CLEAR SOUND OF ONE 
BELL RINGING, OR THE CALL OF A WILD ANIMAL IN THE NIGHT, OR 
THE FIRST CRY OF THE NEW BORN BABY, AND YOU ENTER THIS 
THOUGHT OF STILLNESS AS A CHILD, EXPLORING THE UNIVERSE.  

It is quite easy to stop stillness by just getting up and doing something 
ordinary, but much more interesting to let stillness resonate in the 
background of your life and work. 

 

 

 

 

THE IMPORTANCE OF STILLNESS AND AWARENESS 
There is a reciprocal arrangement between stillness and movement such 
that one identifies and allows for the definition and knowledge of the 
other. 

Dancers are continually aware of their physicality, not only aware of 
what they are doing, but also of what they experience physically while 
doing it. They are aware of what related thoughts, movements and 
experiences are associated with what they are doing.    

Dancers may be asked to perform movement with total awareness of its 
energies, shapes, and forms, and nothing else, or they may be asked to 
extend their concern to fantasy and enhanced awareness.  
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STILLNESS IS A RESONANT LEADER TO A STATE OF 
EXPANDED AWARENESS. 
Dancers understand immediately and focus automatically on the history 
in their own bodies that relates to any movement they do. They are super-
aware of what they are doing and try to do it as economically as possible.  
They “tap into” unconscious historical movement patterns that provide 
freedom of movement, and connect these historical patterns with new 
possibilities.   In this way they continually augment their experience and 
are always ready for new movement challenges. 

Dancers are conscious of movement and its potential as animals are, and 
always do their “best” with only what is necessary.  Economy of effort is 
fundamental to dance performance, where the best is derived from the 
exact amount of energy directed exactly right.  Different forms of dance 
require different physicality and different awareness.  

 

 

 

PRACTICE SEVEN  

THE CENTER LINE  

  

THE RELEASE PROCESS, A CLASS BASED ON:  THE CENTER LINE  

(ONE AND A HALF HOURS DURATION)  IF YOU WISH TO PARTICIPATE 
IN THIS CLASS THEN PUT THE DIRECTIONS ON TAPE OR ON YOUR 
PHONE, SO YOU CAN HEAR THEM AND NOT HAVE TO READ.  
ALTERNATIVELY, YOU MAY  

FROM THE ANATOMICAL RELEASE POSITION, LYING ON THE BACK, 
KNEES BENT, FEET FLAT ON THE FLOOR, SPINE LONG, ARMS TO THE 
SIDES OF THE BODY, HEAD IN LINE WITH THE SPINE, LISTEN TO 
YOUR BREATHING. 

…AS YOU BREATHE OUT, SEE THE CENTER LINE FALL THROUGH THE 
BODY,  

AS YOU BREATHE IN, REST… 

 

SEE THE CENTER LINE  

STARTING FROM THE CENTER TOP OF THE HEAD AND PASSING 
THROUGH THE WHOLE LENGTH OF THE BODY. 
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THIS CENTER LINE IS AN AXIS, A THOUGHT OF LENGTH THAT IS 
INVISIBLE, AND UNENDING. 

IT IS POSSIBLE TO SLOW THE IMAGE DOWN, TAKING AS MANY 
BREATHS AS YOU NEED TO COMPLETE THE PERCEPTION OF ONE 
CENTER LINE AS IT DESCENDS THROUGH YOUR LENGTH. 

   

THE CENTER LINE IS AN “AXIS,”   

...A THOUGHT OF LENGTH THROUGH CENTER THAT IS INVISIBLE, 
AND ALSO, THOUGH YOU MAY NOT CHOOSE TO SEE IT THIS WAY 
INITIALLY, INFINITE IN SPACE 

SLOW THE IMAGE DOWN TAKING AS MANY BREATHS AS YOU NEED, 
TO COMPLETE THE DRAWING OF ONE CENTER LINE 

BE AWARE OF THE BREATH EVEN WHILE NOT RELYING ON IT FOR 
THE RHYTHM OF SEEING THE IMAGE. 

TIME PASSES EASILY AND SLOWLY. 

. 

. 

. 

. 

 
THE LINE RESTS IN THE BODY, AND IS AS LONG AS YOU MAY 
IMAGINE IT TO BE, CONTRIBUTING TO BOTH, GREAT LENGTH AND 
FOCUS OF MIND. 

 

LATER, SEE THE CENTER LINE MOVING IN THE BODY AS SLOWLY AS 
POSSIBLE.  IT TRAVELS IN BOTH DIRECTIONS, SIMULTANEOUSLY AT 
EVERY POINT ALONG ITS LENGTH.   

 

THE LINE EXTENDS BEYOND THE BODY, BOTH BEYOND THE FEET 
AND BEYOND THE HEAD. 

   

IT IS INFINITELY LONG, AND PHYSICALLY WE OCCUPY ONLY A 
SEGMENT OF IT.   
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SLOWING THE IMAGE DOES NOT MAKE IT HEAVY.  IT HAS NO 
WEIGHT AND ITS PASSAGE THROUGH THE BODY IS AS THE PASSAGE 
OF A THOUGHT THROUGH THE BODY. 

 

THE CENTER LINE IS FLEXIBLE AND STRONG. 

 

YOU MAY SEE THE CENTER LINE IN ROTATION AROUND ITSELF. 

 

YOU MAY FEEL IT REVOLVE IN THE BODY CENTER, AS YOU ROLL IN 
ALL DIRECTIONS.   

 

THE IMAGE OF THE CENTER LINE IN ROTATION MAY LEAD YOU 
INTO ROLLING. 

   

THE ACTION OF ROLLING SUPPORTS THE IMAGE OF THE CENTER 
LINE AS IT CONTINUALLY “FALLS” TO THE CENTER OF THE BODY IN 
WHATEVER POSITION THE BODY MAY TAKE. 

 

…IMAGING THE CENTER LINE EXTENDING INFINITELY BEYOND 
HEAD AND BEYOND FEET, SWEEP OUTER SPACE WITH YOUR CENTER 
LINE… 

…VERY SLOW ROLLING…. 

THE LINE IS FLEXIBLE AND STRONG. . . 

 

PART OF THE BODY MAY PRECEDE THE REST AS YOU LET LEGS FALL 
SLOWLY TO THE FLOOR, TWISTING THE BODY CENTER.. . . 

AND THEN HIPS TURN BEFORE SHOULDERS, 

AS SINUOUS CAT-LIKE ACTION, FLOWS THROUGH THE LENGTH OF 
THE BODY. . . 
 

THE CENTER LINE IMAGE SUPPORTS YOU. . . 

 

AS YOU PREPARE FOR SOFT, EASY ACTION. . . 

WHAT IS THE NATURE OF YOUR CENTER LINE? 
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LIGHT? 

METALLIC? 

SHINY? 

SMOOTH? 

NARROW? 

LIQUID? 

DETERMINED? 

STRONG? 

INVISIBLE? 

 

YOU NO LONGER HAVE TO SEE IT IN SLOW TIME.   

THE CENTER LINE MAY MOVE AT ANY PACE 

…ANY WAY YOU CHOOSE. . . 

 

FIND A PARTICULAR CENTER LINE OF YOUR OWN DEFINITION. . . 

…FROM THAT PARTICULAR CENTER LINE MAKE YOUR OWN 
MOVEMENT. . . 

WHAT IS THE NATURE OF YOUR LINE? 

…VIBRATING? 

…SHINY? 

…FLEXIBLE? 

…INVISIBLE? 

…INVISIBLE AND STILL PRESENT? 
 

…OF AIR? 

…OF WOOD?  

…SEGMENTED? 

…LIKE A SNAKE? 

…ANGRY? 
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…OF A HERMIT? 

…OF A CAT? 

YOU CAN KEEP THE CENTER LINE IMAGE EASILY IN YOUR MIND, 
THEREFORE YOU ARE FREED TO TRY COMPLICATED ADVENTUROUS 
ACTIONS WITH THE CENTER LINE. 

...ADVENTUROUS PLAY 

...A PHYSICAL ADVENTURE 

 

…WHAT IF YOUR CENTER LINE HAS FEET WITH A MIND OF THEIR 
OWN? 

…WHAT IF IT SINGS? 

 

…IF IT WANTS TO FLY? 

 

…WHAT HAPPENS IF THE CENTER LINE... 

…IS AT HOME UPSIDE DOWN? 

 

TAKE TIME WITH EACH POSSIBILITY AS IT IS PRESENTED TO YOU.  
PASS UP POSSIBILITIES IN ORDER TO FOCUS ON ONE OR TWO THAT 
REALLY INTEREST YOU. 

 

…WHAT IF YOUR CENTER LINE… 

…WANTS TO PLAY PIANO? 

 

…WANTS TO LEAN ON THE WALL? 

…WANTS TO CHECK BEHIND THE CURTAIN? 

 

 

…NEVER STOPS GOING IN CIRCLES? 

(EACH OF THE POSSIBILITIES PRESENTED HERE COULD BE A SOURCE 
FOR INVESTIGATION FOR A FEW TO MANY MINUTES…) 
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…WHAT HAPPENS IF TWO CENTER LINES MELT TOGETHER? 

ARE CRUSHED INTO SPACE? …ARE CRUSHED FLAT? 

 

 

 

WHAT IF THE CENTER LINE IS PUSHED? 

IS SAT UPON? 

IS QUIET? 

IS SEARCHING? 

 

 

…IF THE CENTER LINE HAS A RHYTHM? 

…HAS A DREAM OF A RHYTHM? 

 

 

 

…OVER-ATE??? 

 

 

 

…WHAT IF IT LAUGHS? 

…HAS ARMS?  HAS FISTS?   

…WHAT HAPPENS IF THE CENTER LINE IS WATCHING? 

…WHAT IF IT LIKES GEOMETRY? 

 

 

…HAS A GARDEN? 

…LEAVES THIS ROOM? 
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…WHAT HAPPENS IF THE CENTER LINE BECOMES STILL? 

…IS CAUGHT IN A CAGE? 

…IS INFLEXIBLE?  

…ESCAPES? AND BECOMES PART OF EVERYTHING? 

 

 

…LIVES OUTSIDE AND BEYOND THE SELF? 

 

 

…WHAT IF IT IS TAKEN TO THE LION DOCTOR? 

 

 

…OR, IT’S ATTRACTED TO COLORS? 

 

 

…WHAT HAPPENS IF THE CENTER LINE FALLS IN LOVE? 

 

 

…AND IS CONNECTED TO EVERYONE ELSE’S CENTER LINE? 

 

 

WHAT IF THE CENTER LINE BECOMES PART OF THE MILKY WAY? 

 

 

HAS FEATHERS? 

SCALES? 

BECOMES RED VELVET? 

FLOATS AND SHINES? 
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WHAT IF IT LIKES TO BECOME A ROCK BALANCING AROUND 
CENTER? 

 

 

WHAT IF IT TRAVELS IN TWO DIRECTIONS AT ONCE, ALONG EVERY 
POINT OF ITS LENGTH? 

 

…WHAT HAPPENS IF THE CENTER LINE THINKS ABOUT STOPPING? 

 

…LIKES TO ROCK? 

 

…SITS BEHIND ANOTHER CENTER LINE? 

 

…HAS TOES? WHAT IF IT HAS A PERPENDICULAR? … OR HAS NO  

PERPENDICULAR? 

 

 

...IS LUMINESCENT? 

 

…HAS A HOLE IN IT? 

TO END, STAND WITH THE MEMORIES OF YOUR CENTER LINE  

EXPLORATION.   

 

LET GRAVITY CONTAIN YOU.  DEPOSIT YOUR DREAMS AND 
SENSATIONS IN A PLACE WHERE YOU CAN RETURN TO FIND THEM 
AGAIN 

 

TAKE TIME FOR THIS….. 
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PRACTICE EIGHT 
THOUGHTFUL STILLNESS  
 
HOW DOES STILLNESS FUNCTION IN THE CREATIVE PROCESS WITH IMAGES? 
NOT ONLY BODY STILLNESS—THOUGHTFUL STILLNESS 
 
COMFORTABLE 
 
QUIET 
 
CALM 
 
EMPTY 

 

STILLNESS FULFILLS THE PERSONAL NEED FOR ACTIVE IMAGINATION,  

--WHERE SENSATION IS EXPERIENCED: 

 

 AS BEING WITH NATURE,  

AS ESSENTIAL AND RIGHT PARTICIPATION 

AS BEING IN RIGHT RELATIONSHIP WITH THE CREATIVE FORCE… 

 

CONSIDER IN STILLNESS, STANDING 

 

THEN IN MOVEMENT 

 

 

PRACTICE NINE 

READINESS TO BE ANYWHERE 
THEN, LET NATURE FILL YOUR BODY WITH THE RIGHTNESS OF 
PROPORTION AND READINESS TO BE ANYWHERE…  

IMAGINE A PLACE IN NATURE WHERE YOU LOVE TO BE 

PLACE YOURSELF THERE  

IMAGE THE LIGHT, 

                THE TERRAIN 
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                 THE TEXTURES IN THE LANDSCAPE THERE 

                 THE FAUNA 

                 THE  FLORA 

WERE YOU ALONE OR WITH OTHERS? 

HOW DID THEY PERCEIVE THIS PLACE? 

                   

REMEMBER BEING IN THIS LOCATION ON ONE PARTICULAR DAY 

REMEMBER HOW THE LANDSCAPE SMELLED 

WAS THERE SOUND THERE?  BIRD LIFE?  TREES IN WIND?  THE SEA, 
PERHAPS? 

REMEMBER THE TEXTURES AND COLORS YOU SAW THERE 

REMEMBER THE TEMPERATURE                  

AT THE RIGHT TIME, MOVE! 

INVESTIGATE 

DISCOVER... 

FIND AN ENDING 

 

 

 

 WHY “DANCES FOR HUMANITY?”  

RELEASE WORK INVITES PHILOSOPHICAL DISCOURSE BECAUSE IT 
BRINGS TO LIGHT THE NATURAL PROPORTION OF THOUGHT THAT 
ALLOWS SPACE FOR PHILOSOPHICAL DISCOURSE TO TAKE PLACE. 

TIME TO REFLECT. 

WHY STUMBLED UPON GREENERY? 

THE PHOTOS IN THIS BOOK WERE CAPTURED JUST AS I SAW THEM, 
AS WILD THINGS GROWING TO FRUITION. 

THE GARDEN WHERE THEY WERE FOUND WAS FULL OF MANY 
DIFFERENT “BLOSSOMS.”  

ALL THROUGH THE SUMMER.   
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EACH BLOSSOM TURNED ITS FACE TO THE LIGHT FOR A SHORT 
TIME AND THEN WENT ON TO GREENER FULFILLMENT AND THEN 
THE  SEED FALL AND COLD DRY WINTER.   

CONSTANTLY RENEWING MY EXPERIENCE OF COMMUNION WITH 
NATURE, THEY BECAME FOR ME DESCRIPTIVE OF LIFE FULFILLING 
ITSELF IN INFINITE DIRECTIONS.  

 I HOPE THE READER WILL TAKE A LOOK AT EACH PICTURE, AND 
READ THE WORDS OF “DANCES FOR HUMANITY” AS AN 
ACCOMPANIMENT TO THE PICTURES.   

 

 

NATURE AS TEACHER  

THE “NATURAL WORLD OF PROXIMITY” CONTAINS MODELS OF 
EVERYTHING THAT HUMAN BEINGS CAN EXPERIENCE IN LIFE.  IN 
NATURE ONE MAY FIND MYSTERY, CHANGE, BEAUTY, EVOLUTION, 
DRAMA, DANGER AND INTRIGUE.  ANY AND ALL OF LIFE’S 
PROCESSES ARE SIMILAR TO THE LIFE PROCESSES OF OTHER LIFE 
FORMS AROUND US.: BIRTH, LIFE, DEATH; BUT AS HUMANS WE HAVE 
THE GREAT CAPACITY TO BE ABLE TO CONSIDER LIFE AS WE LIVE 
IT, TO REFLECT, TO MAKE ANALOGY, AND TO RECORD 
EXPERIENCE.  THIS IS THE MAGIC AND MYSTERY OF BEING ALIVE.  
UNLIKE ANIMALS WE KNOW THAT WE LIVE. 
NATURE IS THE GREATEST CHOREOGRAPHER OF LIFE FORMS, THE 
GREATEST ENTERTAINER, AND THE ABSOLUTELY MOST 
MAGNIFICENT GUIDE FOR VISION, A FUNCTIONARY OF ETERNAL 
ENDLESSNESS.  

WITH NATURE AS TEACHER THE STUDENT WILL NEVER FAIL TO BE 
RENEWED.  

AND THEN, THERE’S HUMAN NATURE TO STUDY, THE WAY WE ARE AS 
BEINGS…THROUGH ALL THE FLOWERING OF YOUTH TO THE 
EXPERIENCE OF AGE. 

FROM THESE PERCEPTIONS COME THE DANCES FOR HUMANITY. 
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“DANCES FOR HUMANITY THREE” 

A GRAIN OF SALT  

OPEN?…Yes, but not too open… 

Be sensible in your work with images, in your work with dancers and in your 
relationships with audience members. 

The body is the most powerful signifier toady.  People are continually 
comparing themselves to images of people with products in advertising, and 
to film stars, to models and to important persons, primarily on what they see 
through video and film.  It’s a virtual comparison world. 

Be smart!  Define your own image.  Make your own rules and adhere to them.   
Nobody needs to be a carbon copy of someone else.  The great value of 
human cultural diversity far outweighs any cheap imitation copy.  Let your 
own ethical position evolve from intelligent observation of your own interests, 
abilities and potentials.  

Use these to create your own image in the politically correct manner that most 
satisfies you.  Show your own being in a reality that makes you proud.    

 
STUMBLED UPON GREENERY #2 
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WARMTH OF EMBRACE 
When you dance with others on stage, or even in classes, mutual respect 
is very important. Dancers know each other in a physical way that is 
profound and friendly.  They learn to depend on each other for the right 
cues, the right timing, and together they create the right message for the 
audience.  Dance is a fully committed work, a generous work of 
disciplined trust and love. 

Dancing with others has the value of a really warm hug.   Each 
personality is fully developed, independent, and generous to the others, 
disciplined and accountable for their actions. 

 

 

 

HOW TO “READ” ANATOMICAL IMAGES 
The human body can provide very beautiful images for contemplation in 
stillness.   

To begin creating, using and even teaching images that come directly from 
the human body, first, understand how verbal images function:  Images store 
experience and become resonant containers for associative experience and 
values. 

To read anatomy into resonant images requires: 

¥ good knowledge of anatomy—buy an anatomy book so you can validate 
your images with reality of forms and functions within the human body 

¥ desire to convert scientific description into bodily experience 
¥ and the ability to see the poetic aspects of scientific pictures and drawings.  

Look carefully at a photo or drawing in your anatomy book.  Research and 
understand how body functions relate to that photo/drawing.   

Imagine the functional, physical activity that occurs in the living body, as it is 
related to the photo/drawing.   

Use the verbal descriptions in your anatomy book to facilitate your knowledge 
of how the body actually works.  Then create a verbal image that represents 
constructive functioning of the anatomical photo or drawing.  Choose your 
images carefully 

It’s usually best to begin with bony structures, thinking about how the bones 
work in the body as you do simple actions. . . 
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Example:  Swing the tibia bone of the lower leg easily as you walk… 

Example:  Balance the head on the curving bones of the neck, giving the neck 
bones freedom to move easily… 

Example:  Lengthen the lower spine downwards to provide stability and 
length through the whole back… 

Imagine your images and then try-out your images carefully.   

“Good” results will occur if you find the body lengthening and drawing in 
toward center through the use of your images; and also if you find enhanced 
freedom while moving.   

In addition, enhanced freedom to “float” movement with minimal effort can be 
a good guideline. 

LET LENGTHENING, FLOATING (indicating ease of movement), AND 
DRAWING IN TO CENTER guide your image making. All movement comes 
ultimately from the central vertical axis of the body. 

Advanced anatomical image making may proceed to involve muscles, 
ligaments, organs, nerves, brain function, heart and blood vessels, glands, 
and sensory organs. 

 

 

MAKE YOUR OWN IMAGES 
It’s very necessary to research extensively in order to codify the visual 
complexity of anatomical study into poetic images that reflect accurate 
scientific knowledge of the body as well as the function of the visual 
forms seen and read about in anatomical pictures.  

A wrong image will have highly detrimental effects on the body.  For 
example, If a person has low self-esteem, ( and this is an image) s(he) 
may slump shoulders, curve upper spine and corrupt the whole of the 
lower spine into painfully excessive curves.  If this happens, severe neck 
pain will begin a cycle that may lead to extreme spinal injury and very 
tortuous pain.   

If we create alignment images for people that “shrink” or “withdraw 
from easy and economical movement,” we run the risk of badly aligning 
the body, and we may do great harm.  So be advised to enter this territory 
with great care.  The author recommends the CD for beginning images, 
THE LANGUAGE OF THE AXIS, BY MARY ODONNELL FULKERSON 
available online, google: Arts Archives, editor: Peter Hulton. 

Nevertheless, constructive poetry of each person’s experience can be 
extremely valuable and rich as source for dance.  If you have little or no 
knowledge of anatomy, don’t make anatomical images.  Refer to your 
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own life experience to discover, and work with images based in your own 
experience.  Or, look closely at nature, observe your environment, see 
structures in nature as, for example, the way the trunk of a tree supports 
its branches.  You might try and support your own arms as functionally, 
gracefully and practically as the tree supports its limbs... 

This writing is intended to inspire the reader to become better informed 
and more capable of making beautiful body imagery, and enhancing 
creative potential, whatever the level of the reader’s experience.  Some of 
the writing is technical to the field of dance, but most of the processes 
could be understood and created by newcomers to the field of dance. 

Any poetic phrase that inspires you to move may very well replace an 
anatomical image.  We all have a wealth of experience in our lives, and 
this is fully accessible and usually, if something is meaningful to one 
person, it will be meaningful to at least some others.   

I encourage the use of any imagery from dreams, memories, 
experiences, any source, as long as work proceeds responsibly and 
intelligently.  We all need to experience in art works and dance the full 
range of humanity, history and existence, so do not fear investigation of a 
broad range of imagery.  On the other hand, let’s be sensible and do not 
ask a skinny, four foot tall standing woman to receive the weight of a 
heavy, running six foot six inch tall man onto her shoulders—not without 
a lot of very special experience and training. 

Likewise, do not provide a physical or intellectual challenge that goes 
contrary to good bodily functioning or creation of best attitudes for 
participants, unless this is negotiated in advance, has a clear rationale, 
and is done safely, and with permission. 

One of the most interesting things about creating images for dance is the 
fact that, since we all perceive differently, anyone who wishes to be 
involved with making processes for dance may do so, contributing 
individually their own thoughts for the creation of processes for dance 
composition.  Processes for movement may happen on all levels from 
party games to “high art.” 

 

 
PRACTICE TEN 
STILLNESS IN DIFFERENT BODY POSITIONS 
Two or more people walk, 
They become still, 
They face each other, close or far away... 
They pause, 
Each looks up, 
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Each looks down,  
One sits, 
One lies down,  
One rests, 
One moves to a new location… 

Each person has the opportunity to move one or more times, to find a 
place where they are comfortable, and also to be engaged in 
observing one or more of the others.  

When all are standing again, this signals a new beginning for the 
repetition of the cycle. 

Throughout the practice, each person makes independent decisions, 
and others respond according to their genuine interest.  

This may be done in a group, with each person available to face 
someone else, whether or not that attention is answered.   

To prepare for this work, practice taking time in stillness, with ease 
and comfort.   

EVERY person learns to move with their own timing and with 
awareness of their own being. 

 

 

 

 

PRACTICE ELEVEN 

“TO DO” FROM RELEASE 
 

(THIS DIRECTIVE APPLIES TO ALL THE EXERCISES IN THIS WRITING, 
AND ALSO TO MANY LIFE EXPERIENCES)  

 

WHEN ONE IS PASSING THROUGH LIFEÕS EXPERIENCES, A HEALTHY 
PERSPECTIVE IS OFTEN REQUIRED. 
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WE ARE ALL EASILY TAKEN AWAY FROM OUR FULLEST 
CONCENTRATION WHEN DRIVING OR FORGETFUL OF OTHERS IN 
LONG TERM RELATIONSHIPS.  

 
 
RELEASE GIVES US THE OPPORTUNITY TO: 
ÒFRESHEN FOCUSÓ  
AND  
ÒRENEW COMMITMENTÓ  

 

THIS IS THE PRACTICE:   

TO BE IN THE PRESENT MOMENT,  

ALL THE TIME.  

 

 

 

PRACTICE TWELVE 

WHAT MAY HAPPEN…,  

…..GOING INTO PHYSICAL EXPLORATION, AFTER 20 MINUTE 
STILLNESS?  LISTEN TO SOME POSSIBILITIES, AND USE THESE AS 
YOU WISH… 

AS MOVING BEGINS  

RENEW COMMITMENT TO YOUR OWN RELEASED BODY 

(LET TIME PASS AT INVESTIGATIVE MOMENTS) 

ROLL 
SIT 
RAISE ARM 
CIRCLE ARM TO FLOOR AND IMMEDIATELY MOVE TO CRAWL 

POSITION 
CRAWL 

STOP WITH WEIGHT ON ONE ARM, CIRCLE FREE ARM AS 
SITTING BACK ON HEELS,  

AGAIN CRAWL,  
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ROLL,  

CONSIDER THE SEGMENT OF THE CENTER LINE THAT IS 
OCCUPIED BY YOUR HEAD-TO-TAIL 

REPEAT, EXPLORE, 
BREATHE THE MOVEMENT INTO 
AWARENESS... 

 

ADD OTHER ACTIONS. 

 

(REACH WITH FOOT IN ANY DIRECTION, AND FIND OUT HOW TO 
ACCOMMODATE THE STRETCH WITH BODY CHANGE.) 

 

(MOVE HEAD IRREGULARLY TO LEAD THE SPINE ON A JOURNEY 
WITHIN ROLLING.) 

 

CONTINUE TO DISCOVER MOVEMENTS FOLLOWING BODILY 
DESIRE AND PHYSICAL POSSIBILITY, ENTERING AND LEAVING 
EACH MOVEMENT WITH EASE AND CLARITY THAT COMES 
FROM PHYSICAL HARMONY. 

 

 

 

INVENT OTHER SPECIFIC MOVEMENTS TO CONTINUE YOUR 
EXPLORATION. 

AS YOU REPEAT, MAKE OBSERVATIONS AS TO THE PROPORTION 
OF TIME SPENT IN EACH PHASE OF THE ACTION,  

AND ALTER TIME SPENDING  

TO SATISFY YOUR OWN CURIOSITY… 

 



 67 

THE CENTER LINE MAY ALSO BE SEEN AS A SEGMENT OF A LINE 
THAT IS INFINITELY LONG, WITH THE BODY OCCUPYING ONLY A 
SEGMENT OF THAT LINE. 

REPEAT AS A CONTINUALLY EXPANDING FORM. 

 

 

CONTINUE YOUR EXPLORATION UNTIL THE TIME COMES WHEN 
THERE IS NO MORE EXPLORATION IN YOU, OR ELSE, THERE IS 
NO MORE TIME LEFT TO EXPLORE… 

 

FIND AN ENDING. 

 

 

 

WHY ROLLING FIRST? 
Spinal integration is facilitated by rolling,  

Hip sockets are integrated into the movement, and the body works with 
all parts functionally integrated. 

 

///ALWAYS ROLLING FIRST? 
Not necessarily.  Standing still is a good starting point for consideration 
of the Center Line as the body balances and supports itself upright. 
Moving from vertical may be the beginning╔ 

╔actually, any position where the body can be still is perfect to create 
and integrative moment of body-mind awareness through the use of 
imagery and stillness 

As you build your own commitment to Release, take time to experience 
the center line from stillness to moving in a great variety of positions.   

Practice being continually alert and aware. 
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PRACTICE THIRTEEN 

MAKING YOUR OWN IMAGES 
It is very necessary to research extensively in order to codify the visual 
complexity of anatomical study into poetry that reflects accurate 
scientific knowledge of the body as well as the functional poetry of the 
visual forms you see in anatomical pictures. 

 

“Constructive” poetry of each person’s experience can be extremely 
valuable and rich as source for dance.  If you have little or no knowledge 
of anatomy, don’t make anatomical images.  Use a source book, such as 
my book, The Language of the Axis, on CD from Peter Hulton at Arts 
Archives on line.  Or consult Mable Todd’s early writing, “The Thinking 
Body”, or read Barbara Clark”s wonderful manuals of images, with 
information available through Pamela Matt at “ideokinesis.com” where 
you will find very interesting information about anatomical images and 
dance.  

To begin, we need to understand how images affect the body.  Images 
store experience and become resonant containers for associative 
experience.  Images create access to the reservoir of meaningful 
experience that each body-mind contains, allowing for real and actual 
engagement of imagination with what is happening.  

With the body itself as primary and functional signifier in all that we do, 
and are, we can find it possible to read anatomical pictures into resonant 
images.  This requires: 

¥ good knowledge of anatomy; buy a good anatomy book that 
contains both pictures and verbal description of processes for body 
functioning, 

¥ desire to convert scientific description into bodily experience, 
body poetry, 

¥ and the ability to see the poetic aspects of scientific pictures and 
drawings. 

Look carefully at an anatomical photo or drawing.  Research and 
understand how bodily movement relates to the photo/drawing.  
“Image” the physical activity that occurs in the living body related to the 
photo/drawing.  Create a verbal image that represents constructive 
functioning of body parts as seen in the anatomical photo /drawing.  
Let’s consider the movement of the thigh bone as it directs the leg in 
action.  

To prepare for this exercise, lie in the anatomical rest position for twenty 
minutes as you first, just rest, then gradually come to the image of the 
thigh bone, knee, lower leg and foot. 
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Image a picture of the upper leg bone, the femur: the knee joint, the two 
lower leg bones, the tibia and the fibula, and picture the whole foot as a 
complex of flexible bones that make up the heel, central support of the 
foot and the extensions of bone to the toes. (Look carefully at an anatomy 
book so these pictures are real for you.) 

Lying in the anatomical rest position, on your back, with your knees bent 
and your feet flat on the floor, experience imaging what happens to the 
leg and foot as you take one step.   

¥ The body begins to fall forward, evoking the reflex to catch the falling 
body weight. 

¥ The thigh bone swings to the front, directing the lower leg and foot to 
the front.   

¥ The lower leg of the moving foot finds ground through the heel of the 
foot, and then, as the body continues to fall forward, the foot shifts 
weight forward over the toes, smoothly traveling the whole body 
forward through space.  

  

During this process, the foot gradually supports more and more weight 
until it is fully weighted, balancing upright for a moment and then begins 
to lose that weight as body momentum takes the body falling forward into 
a second step.  

Then the second thigh directs the lower leg and foot to swing into another 
step...  

And the second foot gradually supports more and more weight as 
walking continues.   

Each femur gently and easily begins to take over the falling body weight 
as you move forward in a gliding gesture of two femurs in perfect 
harmony, sharing weight and passing weight easily between them. 

The connection between the legs occurs in the spine, with spinal nerves 
responding to changes in orientation, measured through pressures and 
accomplished initially through reflexes. 

Each foot in alternation accepts weight and passes that weight along 
distance from heel to toe. 

There are many possible images to be found within this action. 

…swing the femurs easily in alternation while walking… 

…observe the transfer of weight from thigh to foot as you swing the 
femurs when walking… 
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…consider the shift of weight as you transfer body weight from one femur 
to the other; this happens on a diagonal line as the pelvis shifts easily 
forward, and weight passes from one hip socket to the other…  

…observe the diagonal flow of oppositional weight through the center of 
your body as you pass from one leg to the other…  
…observe the body center as it moves in a floating manner from one side 
to the other, following the weight shift as you walk, swinging the 
femurs… 

…experience the strong, bony support of the upper thigh as weight shifts 
over the supportive leg… 

As you practice, many thoughts will occur to you, and you will also let go 
of continual direction, and enter a creative zone of experiencing that is 
something like becoming a good swimmer, swimming easily in a 
beautiful lake. (In this case the “lake” is the beautiful fluid 
INTELLIGENCE of the body.) 

The body knows and remembers its experiences, and you begin to trust 
experiencing without having to direct that experience, floating in 
KNOWING that the body is moving well and freely.   

You are supported by the practice of moving with conscious attention to 
imagery, and then you may let the image be fully accessed, as the body 
invents new experience.   

The image continually awakens sensation and the body follows sensation 
to become fully present to action.  

Walking expands to other gentle explorations that occur with reference to 
the image.   

Eventually, you forget thinking the image as it moves the body, and you 
move with enhanced freedom and comfort.  

It helps to verbalize images; as you work you might find yourself 
thinking, “I now relate to the floor differently.   My feet are flowing with 
the weight transfer easily and freely. Such thoughts are very interesting, 
and may lead you to further exploration and knowledge.  You may also 
experience physical images as being within a “cloud of knowing.” 
(MOD) 

 

 

HOW TO BEGIN?  Begin with bony structures. 

Seek help to create useful images and work with them. 
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Study!  It’s actually fun to study your own anatomy and physiology and 
learn how your own body works. 

And when you study slowly and gently, using imagery to incorporate 
constructive observations into physical movement, you may receive a 
huge gift of improved body alignment and ease of action. 

Begin with bony structures, then include a study of muscles and 
ligaments, the nervous system and brain function, heart and blood 
vessels, organs, glands, and the senses.  You will find it a life long 
project to become a “thinking body.” (Concept: Mabel Ellsworth Todd) 
 

Use your native intelligence to find out how to create your own images, 
and study the works of others in the field to contribute to your work.  
Study particularly, the “Thinking Body” by Mabel Ellsworth Todd, and 
“The Language of the Axis╙ by the author of this text.  Read and study 
Barbara Clark’s beautiful texts.  There are many related studies, but be 
sure you are getting the anatomy right to encourage your body to best 
alignment and greatest freedom of movement. 

 

 

 

ANATOMICAL REST POSITION DESCRIBED 
The anatomical rest position:  

¥ lying on the back, with soles of feet on the floor, knees bent and arms 
comfortably out to the sides, (or draped across the chest) and a pillow 
under the head if necessary—to let the head rest in the center line of 
the body is a good beginning. 

In this position, a carefully chosen image is considered.  The images may 
usefully come from anatomical body study first, but also may come from other 
sources.  In reality, if you have a serious problem to work out it will invade this 
contemplative space until you deal with it—so if you find out that you are not 
able to concentrate on the anatomical image of your choice, this shows you 
something very important, and whatever it is that continues to spring to mind 
should become an important point of reference for you to actively consider. 

Constructive poetry of your own experience may be considered from the rest 
position, and may become a rich source for dance.  You may wish to extend your 
study of images into dreams or memories, and explore the dances that arise 
from this research.  Dreams, associative thoughts and memories are fertile 
ground for imagery to take you into dance choreography.  

An accompanying study of the Alexander Technique could be beneficial.  Or, the 
study of Yoga…there is a wealth of body study available today that can 
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contribute to your study of body-mind integrated imagery while lying in the 
anatomical rest position.  

You might want to observe nature for imagery relating to gravity, stillness and 
movement, and you could derive imagery from this source.  

The purpose of this writing is to provide examples of bodily imagery that can be 
used to enhance physical potential and provide choreographic results through 
process based work. 

Any poetic phrase that inspires you to move may replace the anatomical image 
in the releasing process to allow for the discovery of new body movements for 
use in process-based choreography.  Everyone has a wealth of experience that is 
accessible, and usually if something is meaningful to one person it will be 
meaningful to at least some others.  I encourage the use of imagery from any 
sources: dreams, memories, personal experiences, politics, history, scientific 
discovery, religion, philosophy, emotions, visual images, current events, truly 
any sources, so long as the leader, teacher, or choreographer is responsible and 
good willed, in the desire to bring dancers to their best art work, and the images 
work constructively for the dancers.   

 

 

STILLNESS, BEING THERE… 
What’s it like? 
Sleeping? 
Fears? 
Distractions? 
Pleasures? 
Loneliness? 

 

All of these, and more? 

Maybe, but the “center” of the experience of stillness is a calm, empty-
of-thoughts time, where the body is aware, alert, in a special way, like an 
animal, but with a special frame of mind that only humans can achieve: 

 

 

Contemplation of stillness. 

Entering the contemplation of stillness, you become the stillness, and 
nothing else is there.  

At first you may be aware of breathing.   
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Following that, the mind becomes empty of all thoughts relating to the 
natural world as we perceive it.   

Stillness fills being with a peace-full awareness that allows all excessive 
tensions and mental attractions to fall into nothing.  

Your body-mind has no attachments. 

There are no thoughts to bring about any form of realization, and you just 
settle into a peaceful un-knowing.   

It is an entirely restful, peaceful un-knowing.   

If, after entering stillness, you choose to consider a thought, it has the 
resonance of a clear bell ringing, or the call of a wild animal, or the first 
cry of the new-born baby, and you enter this thought as a child exploring 
the universe.   

It’s very easy to “stop” stillness by just getting up and doing something 
ordinary.   

But it’s much more interesting to let stillness resonate in the background 
of your life and work. 

 

 

 

PRACTICE FOURTEEN 

BREATHING THE CENTER LINE 

FROM THE ANATOMICAL REST POSITION,  

COMING FROM A DEEP AND RESTFUL STILLNESS,  

CONSIDER:  

THE CENTER LINE IS FLEXIBLE AND STRONG.  

THE CENTER LINE COMPLETES ALL ACTIONS, AS IT IS PART 
OF ALL ACTIONS, PROVIDING LEVERAGE THROUGH THE 
SPINE FOR ALL ACTIONS TO OCCUR, AND LENDING 
INVISIBLE CONTINUITY  AND SUPPORT TO THE WHOLE 
BODY. 

CONTINUING TO BE STILL, LYING IN THE ANATOMICAL 
REST POSITION FOR TWENTY MINUTES,  

BREATHE OUT AND SEE THE CENTER LINE. 

BREATHE IN AND JUST REST. 
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SEE THE CENTER LINE FALL THROUGH THE WHOLE BODY. 

SEE THE CENTER LINE FALL AS SLOWLY AS POSSIBLE. 

THE LINE REMAINS STRAIGHT.   

SLOWING THE LINE DOES NOT MAKE IT HEAVY.  IT IS STILL 
LIGHT AND ITS PASSAGE THROUGH THE BODY IS EASY. 

THE CENTER LINE IS FLEXIBLE AND STRONG. 

INVISIBLE AND UNENDING, 

LET THE BREATH PROVIDE A RHYTHM FOR SEEING 
THE IMAGE. 

SEE THE CENTER LINE IN ROTATION AROUND 
ITSELF… 

FEEL IT REVOLVE IN THE BODY CENTER, AS YOU ROLL 
IN ANY DIRECTION.   

THE IMAGE OF THE CENTER LINE IN ROTATION LEADS YOU 
INTO ROLLING.  THE ACTION OF ROLLING HELPS YOU SEE 
THE IMAGE.  

VERY SLOW ROLLING.   

THE LINE IS FLEXIBLE.  PART OF THE BODY MAY PRECEDE 
THE REST AS YOU ROLL. 

SINUOUS CAT-LIKE ACTION FLOWS THROUGH THE LENGTH 
OF THE BODY.  

THE CENTER LINE IMAGE SUPPORTS YOU, FREES YOU AND 
PREPARES YOU FOR SOFT EASY ACTION.   

WHAT IS THE NATURE OF YOUR CENTER LINE?  

LIGHT?... 

METALLIC?... 

SHINY?... 

DULL?... 

NARROW?... 
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THICK? ╔ 

DETERMINED?... 

STRONG?... 

YOU SO NOT NEED TO SEE IT SLOW.  YOU CAN SEE IT ANY 
WAY YOU CHOOSE. 

YOU MAY FIND A PARTICULAR CENTER LINE OF YOUR OWN 
DEFINITION ╔ 

FROM THAT  PARTICULAR CENTER LINE, YOU MAY MOVE 
YOUR BODY╔ 

WHAT IS THE NATURE OF THE LINE?  

VIBRATING? 

SHINY? 

FLEXIBLE? 

INVISIBLY VERY PRESENT? 

OF AIR? 

 

OF WOOD? 

SEGMENTED?  

LIKE A SNAKE? 

 

ANGRY? 

 

OF A HERMIT?  

OF A CAT? 

 

YOU MAY KEEP THE CENTER LINE IMAGE EASILY IN YOUR 
MIND, THEREFORE YOU ARE FREED TO TRY COMPLICATED, 
ADVENTUROUS ACTIONS,  
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ADVENTUROUS PLAY 

A PHYSICAL ADVENTURE, 
WHAT IF YOUR CENTER LINE HAS FEET WITH A MIND OF 
THEIR OWN?  

OR IT SINGS? 

OR IT WANTS TO FLY? 

WHAT HAPPENS IF THE CENTER LINE:  

IS AT HOME UPSIDE DOWN? 

WANTS TO PLAY PIANO? 

WANTS TO LEAN ON THE WALL?  

WANTS TO CHECK BEHIND THE CURTAIN?  

IS SWALLOWED BY A YAWN? 

HAS TEETH? 

NEVER STOPS GOING IN CIRCLES?  

WHAT HAPPENS IF TWO CENTER LINES ARE THROWN INTO 
SPACE AND ARE CRUSHED FLAT? 

(THE LEADER OR CHOREOGRAPHER IS GIVING THESE 
POSSIBILITIES AS THE POSSIBILITIES OCCUR TO HER/HIM, 
AND ALL WORK ACCORDING TO THEIR OWN PLANS AND 
POSSIBILITIES, ACCEPTING AND SIDE -STEPPING IMAGES AS 
THEY APPEAR TO BE RELEVANT OR NOT...)  

WHAT IF TWO CENTER LINES MELT TOGETH ER? 
AND STRETCH TO INCLUDE A HUGE SPACE? 
ÉARE PUSHED? 
ÉONE SUPPORTS THE OTHERÕS WEIGHT? 

 

 

WHAT IF THEY BECOME QUIET?  
ÉARE SEARCHING?  
ÉMOVE TO THE RHYTHM OF THE HEART BEAT?  
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WHAT HAPPENS IF ONE CENTER LINE:  

IS WATCHING?  

ANOTHER HAS A RHYTHM? 

AND ANOTHER OVERATE? 

WHAT IF ONE LAUGHS? 

ANOTHER DISCOVERS IT HAS ARMS? 

…AND FISTS? 

WHAT HAPPENS IF THE CENTER LINE:  

LIKES GEOMETRY?  

OR HAS A GARDEN? 

OR LEAVES THE ROOM? 

HAS A STILLNESS? 

WHAT IF ONE CENTER LINE IS CAUGHT IN A CAGE?  

WHAT IF THE CENTER LINE IS INFLEXIBL E? 

EXPLODES? 

COULD YOU PLACE YOUR CENTER LINE OUTSIDE YOURSELF? 

WHOSE CENTER LINE WANTS TO BE TAKEN TO THE LION 
DOCTOR?  

WHOSE LINE IS ATTRACTED TO COLORS?  

IS ANYBODYÕS CENTER LINE IN LOVE TODAY? 

IS ANY CENTER LINE GOING TO GET CONNECTED TO 
SOMEONE ELSEÕS CENTER LINE?  

WHAT IF THE CENTER LINE BECOMES THE MILKY WAY AND 
FLOATS FOR A LONG TIME?  

WHAT IF THE CENTER LINE HAS FEATHERS? 

OR SCALES? 

OR IS MADE OF RED VELVET?  
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WHAT HAPPENS IF YOUR CENTER LINE THINKS ABOUT 
STOPPING? 

OR, LIKES TO ROCK ITSELF TO SLEEP? 

OR SITS BEHIND ANOTHER CENTER LINE?  

WHOSE CENTER LINE MIRACULOUSLY DISCOVERS THAT IT 
HAS TOES? 

WHICH CENTER LINE HAS A PERPENDICULAR?  

WHICH IS LUMINESCENT?  

DOES ANYBODY HAVE A CENTER LINE WITH A HOLE IN IT?  

 

DOES ANY CENTER LINE WANT TO BE COMFORTED?  

HOW WILL  WE DO THAT? 

STAND WITH THE MEMORIES OF YOUR CENTER LINE 
EXPLORATION ON THIS DAY.  

LET YOUR BEST MEMORIES BE RECALLED.  

TAKE TIME TO REMEMBER.  

ITÕS TIME TO GO BACK TO YOUR EVERY DAY LIFE.  

TAKE ALL THE TIME YOU NEED BEFORE YOU RETURN TO 
DAILY LIFE.  

MOVE GEN TLY ROUND THE ROOM UNTIL YOU ARE 
COMPLETELY ÒBACK.Ó 

 

FORTUNATELY, WHEN NORMALITY RETURNS, IT IS NOT THE 
SAME.  IT IS ENHANCED WITH EXPERIENCE, PERSPECTIVE, 
AND LEVITY.  

 

NOTE:  WHEN LEADING AN INDIVIDUAL OR A CLASS, GIVE 
PLENTY OF TIME BETWEEN EACH INSTRUCT ION SO THAT 
EACH THOUGHT MAY BE FULLY ASSIMILATED OR REJECTED, 
PLACED IN STILLNESS AND LATER ON IN THE PROCESS, IN 
MOVEMENT.   



 79 

 

ITÕS HELPFUL TO LISTEN TO WHAT PEOPLE HAVE 
DISCOVERED AFTER A RELEASE CLASS, TO HEAR WHAT THEY 
HAVE DISCOVERED ABOUT THEIR OWN ANATOMICAL 
DEVELOPMENTS, ABOUT THEIR PSYCHOLOGICAL 
EXPLORATIONS, ABOUT THEIR FEELINGS AND RESONANT 
PLACES, ABOUT EACH OTHER AND ABOUT ANYTHING THEY 
WISH TO SHARE. 

 

(THIS EXAMPLE WAS PARTICULARLY DESIGNED TO LET 
PEOPLE KNOW THAT LEVITY AND PLAY MAY BE INCLUD ED IN 
THE RELEASE EXPERIENCEÉ)   

 

 

 

PRACTICE FIFTEEN 

FROM STILLNESS IN DIFFERENT BODY POSITIONS… 

 

Two People: 

Walk, 

Stop, 
                                                   Face each other (close or far away) 
                                                                        Look up, 
                                                   Look down, 
                                                   One sits, 
                                                   One lies down. 

 

They repeat this process, enjoying any time frame from shortest to longest 
between each movement. 

 

 

 

Then another person joins their work. 
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Three people walk... 

Stop,  
Face someone, 
Look up,  
Look down, 

 

 

They choose between sitting, and lying down. 

Others join in the exploration. 

Gradually the group gets larger,  

and there may be more variations in interpretation of the directions. 

 

 

This may be done in small or large groups, with first partners and then all being 
aware both of the whole group and of each other. 

 

Explore timing differences and spatial relationships.   

 

In the end all in the group can become one group, with awareness for all the 
others. 

 

All participants may think of one relationship only, first, and then expand their 
awareness to think of the whole group.   

 

Eventually the whole space will be changing through its occupancy or lack of 
occupancy.  

 

Relationships between people in space develop and change, depending on 
where each person places him/herself. 

 

Enjoy timing differences.  Enjoy spatial relationships. 

 

Include what, for you, would mean “empty spaces” and consider the potential 
(or lack of potential) for creating this.  Try this process with many people.   
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DANCES FOR HUMANITY  

BEING BEST  

Dancers desire to be “best” but what is “best”? 

You can’t make your legs longer or your spine shorter or your shoulders 
smaller. Every body is beautiful when well trained.  The natural heredity then 
shines out of the individual and he/she is beautiful to look at, as an individual, 
not obsessed with eating or not eating, exercise or not exercise, or self-image 
in any form. 

Entertain desire!  Desire to be your own best self is good!  It keeps us 
changing and developing.  We try harder, get further, and do more for others 
through “desire” rightly channeled to greatest fulfillment for all. However, the 
placing of too much trust in “desire” meets with extravagance. It provides lots 
of thrilling encounters...but these need to be evaluated, as sometimes thrilling 
encounters have disastrous results. To find out where your desire is leading, 
just run your thoughts to the possible end results of your desires, and think, 
“Is it really worth the risk?” Then, exercise caution, or even abandon 
dangerous routes for solid ground.  Slow down desire when you feel your 
heart pounding, and realize:  the best may come last and endure forever. 

 
STUMBLED UPON GREENERY #3 
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PRACTICE SIXTEEN 
PLACING ACTION IN SPACE  

 

Go from standing to lying down, taking ten minutes.  

Choose a special place to do this.  It could be in your 
home, or in nature, or in a studio, or anywhere you may 
want to choose as a spec ial Òsignature placeÓ associated 
with your identity.  If itÕs difficult to lie down, say for 
example you want to do this floating in a small boat, then 
substitute the action of Òlying downÓ with another action 
like Òsitting.Ó  The idea is to identify yours elf with space in 
such a way that you are ÒrealÓ there, participating in 
stillness but also identifying your whole self with the place 
you occupy.  Completely presentÉ  

This transfers into a choreographic perception for 
presence on stage.   

Each part of ev ery performance space of the theater stage 
implies ÒpresenceÓ defined by distance from center, front, 
sides and back, with the associative resonance of the 
space itself taking part in the audience perception of the 
dancerÕs work, and stimulating awareness,  both for dancer 
and audience, --  perception of essential and ultimate 
being.  

All effects of the theater, light, darkness, space occupied 
and the act itself on stage, contribute to an essential and 
only moment of perception.  

Associative values and emotiona l resonance, based on 
activity taking place, are created by, not only the dancer, 
but also the theater ÒsurroundÓ.  

In addition, each space has its own ÒcharacterÓ based on 
its color scheme, height, distance from first and back 
rows, and architecture.  To e nter a performance space is in 
itself an experience that influences all that occurs in that 
space.  Every performance happens in the ÔenvelopeÓ of 
the theaterÕs design, with and for the perception of 
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audience eyes and ears and within the functions of all 
t hose audience membersÕ minds.  As a result, some people 
choose very specific places to perform.   

Be aware that each person in your audience will 
understand what you do slightly differently.  Work with a 
concern for, and respect for the place where you per form, 
and understand that each person who will see your work 
will perceive it differently, especially being influenced by 
the space and conditions where it occurs.  

The performance of release work is similar to studio work, 
and must have the potential to ar rive anywhere; even 
failure must be included as an option for communication, 
or else, release will not truly be present. Think of the 
following exercise as a possibility for performance:  

 

 

 

PRACTICE SEVENTEEN,  FOUR ACTIONS, THREE 
TRANSITIONS  

For six or mo re people:  

Each person:  Choose four actions.  

These may be as simple or complex as you wish,  

      and may refer to daily life, and realities of experience,  

      or may have the abstract concerns of 
time/space/energy.  

Each person may choose four locations within the 
performance space.  

Practice one action in one chosen location.  

Between actions 1 and 2, travel with falling, rolling and 
rising, irregularly journeying through space Ñ this is also a 
dance in itself.  
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Between actions 2 and 3, travel with turning and 
jumping Ñ also a dance.  

Between actions 3 and 4, travel with a slow motion run Ñ
also a dance.  

All persons refer to these connecting methods, but may do 
them in their own ways.  It is not necessary to go directly 
between locations.  Dancers may def ine spatial patterns 
any way they wish.  

Dancers may create a physical harmony between the 
actions and locations while transitioning between the four 
locations. They may refer to the movements that were 
done in locations, as they travel. But they are not required 
to do this.  

Explore very different energy levels, through both, 
locations and travels.  

Time frame is up to the dancersÉand they remain 
sensitive to each otherÕs progress.    

With help from an outside eye, dancers can confirm their 
commitments and choices. (ItÕs difficult to imagine how it 
works from inside the study.)  There will be moments 
where similarities occur and moments where very 
individualistic activities are happening.   

 

PRACTICE EIGHTEEN  

MAKING ACTION TRANSPARENT  

Thinking time:  preceding action, prepare mental images 
of action while remaining still. 

Working time:  proceed through actions purposefully, 
directly, consciously and with “unconscious” leadership in 
movement awakening reflexes to function.  

Follow… 

And Find. 
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Experience personal resonance at all times. 

Allow movement to keep its secrets. 

Let the body speak its own non-verbal language.   

Trust the language of movement to communicate its own 
values. 

 

BALANCE, Part A: 

Balance, Fall, Rise, Jump-turn, And be still. 
(CONTINUED…) 

Curve and hang forward,  

Un-curve and turn to balance on one foot, 

Curve, un-curve to balance, and this time, STAY 

Repeat, returning to fall 

Repeat faster, and slower, and with contrasting movement 
energies.  

 

 

ARMS, Part B: 

Add any gesture(s) of arms, anywhere in the work, as 
repetitions accumulate. 

Continue some of the rises to balance if you are able, to 
include spinning turns… 

…and these end in Balance, before the fall… 

Consider the energy contrasts between the preparation 
and release of movement into turning. 
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Then, Part C 

Balance the body in an unusual position.  Remain here for 
some time… 

Explore balances, making this a process of physical 
enquiry. 

Explore… 

 

Then, Part D 

Add the following story for the elbow: 

Circling the elbow begins movement and connects the 
spine to spatial awareness and movement.  Travel through 
space with the arms fascinated by and following the lead 
of the elbows. 

Eventually, see one other person and capture a stillness 
that both fits within your own action flow, and remain in 
this stillness until all have stopped.   Alternatively, relax 
the stillness and leave the performing area.  End. 

 

ADVICE:  Throughout this work, the mind creates 
conscious challenges and the body proposes movement 
options.   

 

When you explore conscious, directive challenges, the 
body will continually offer other alternatives as well.  
Listen to the offerings of the body, as a great richness will 
ensue from doing this.  Include the offerings of the body 
freely and by choice. 
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DANCES FOR HUMANITY  

GENEROSI TY  

…PROVIDES the space for growth, development without fear and forgiveness that 
grants us the chance to start all over and the hope to get it “better” or even “right” the 
second or ensuing times. 

Dancers must learn to be generous to ourselves, as we experience slow developments, 
prevent injuries, and take good care of ourselves. 

Dancers “keep going,” learning new vocabulary, and extending their abilities. 

I like to remember my great alignment teacher, Barbara Clark, (See Pam Matt’s book:  
A Kinesthetic Legacy:  the Life and Works of Barbara Clark, CMT Press, Tempe, 
Arizona. 

And I remember the last time I saw her. 

She was still, at a vey advanced age, doing beautiful work on her own body.  Though in 
a wheel chair, she was consciously thinking of her Center Line, and being productive 
serving as a “nurse” as she had been trained, by voluntarily helping clean the public 
spaces of the residential home where she lived, so that people there would have the best 
health possible.  

She always hung on to her high standards, and created the best possible quality of life 
around her.

 
STUMBLED UPON GREENERY #4  
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PERFORMANCE, THE GAME RULES  

-- mutual interest  

-- commitment to discover the next step  

-- lively participation  

-- building  up of initial stimulus into material for 
performance  

-- involvement of dancerÕs interpretation  

-- fulfillment of dancerÕs craft  

-- passing from choreographic leadership to divine 
participation for dancers.  

 

WHEN JOINING/CHANGING GROUPS  

Dancers may consider themselves messengers, as they 
enter and leave different groups.  They carry sensibility, 
and knowledge of stored-in-the-body experience from one 
place to another.   

As someone enters your dance space, read instantly the 
overt approach and the residue of experience behind this.   

“Meaning” is inherent in action, communicates directly, 
and needs no other associative concerns.  But, as dancers 
we become extra-skilled at reading “meaning” in action.  
This allows us to invent and play freely with possibilities 
for communication on stage. 

For example:  The choreographer asks the dancers to 
create movement phrases that are based in unusual 
approaches to a partner. 

--One person leaves the room and passes a whistled 
message to her partner. 

--We hear the quiet message of a body moving on a wall 
surface. 
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--There is a game being played of the senses, as non-
verbal messages are being passed between 
choreographers and dancers.  Some messages are visual, 
some kinetic, some auditory, and some are touch-based. 

Dance performance works in this way—it is the passing of 
messages to an audience through non-verbal cues.  The 
dance performance creates experience in audience 
members through visual and kinesthetic cues that are 
understood similarly, but individually, by audience 
members, who experience the dance vicariously, not 
through direct participation. 

 

 

 

PRACTICE NINETEEN  

TWO PEOPLEÉ  

THEY WALK  

STOP  

SEE EACH OTHER  

LOOK UP  

LOOK DOWN  

ONE SITS  

ONE LIES DOWN  

THEY DO THIS REPEATEDLY  

ÉNEAR OR FAR FROM EACH OTHER  

ÉFASTER OR SLOWER THAN  EACH OTHER  

EVENTUALLY THEY MAY BOTH LIE OR STAND, OR SIT.  
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ENJOY THE TIMING DIFFERENCES AND SPATIAL 
RELATIONSHIPS  

THEN TRY IT WITH MORE PEOPLE AND BE SURE TO 
ALSO INCLUDE EMPTY SPACES FOR YOUR ÒLOOKING.Ó  

AS WORKING, REMEMBER, THAT WHEN ONE IS 
PASSING THROUGH LIFEÕS EXPERIENCES, A HEALTHY 
PERSPECTIVE IS OFTEN NEEDED.  WE ARE ALL EASILY 
TAKEN AWAY FROM OUR FULLEST CONCENTRATION 
WHEN DRIVING, OR FORGETFUL OF OTHERS IN LONG 
TERM RELATIONSHIPS.  RELEASE GIVES US THE 
OPPORTUNITY TO ÒFRESHENÓ FOCUS, AND ÒRENE WÓ 
OUR COMMITMENT TO BEING IN THE PRESENT 
MOMENT ALL THE TIME.  

 

PRACTICE AND AWARENESS  

THERE IS A RECIPROCAL ARRANGEMENT BETWEEN 
STILLNESS AND MOVEMENT SUCH THAT ONE IDENTIFIES 
AND ALLOWS FOR THE DEFINITION AND KNOWLEDGE OF 
THE OTHER. 

DANCERS ARE CONTINUALLY AWARE OF THEIR 
PHYSICALITY, NOT ONLY AWARE OF WHAT THEY ARE 
DOING PHYSICALLY, BUT ALSO OF WHAT THEY 
EXPERIENCE WHILE DOING IT.  THEY OBSERVE WHAT 
RELATED THOUGHTS, MOVEMENTS AND EXPERIENCES ARE 
ASSOCIATED WITH WHAT THEY ARE DOING.  THEY ARE 
CONTINUALLY CHOOSING WHAT MAY BE DESIRED 
ACTIVITY. 

 

WHY DO YOU SEE FLOWER PICTURES IN THIS BOOK?  

These I ÒcapturedÓ just as I saw them, as wild and 
ordinary things growing to fruition.  The garden they 
were in was full of many different blossoms, all 
through the summe r.  They turned their faces to the 
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light for a short time and then went on to greener 
fulfillment and the cold dry winter.  Constantly 
renewing my experience of communion with nature, 
they became for me descriptive of life fulfilling itself in 
infinite dir ections.  I hope the reader will take a look 
at the natural composition of the world in proximity, 
and see there the essence of artistic experience, form, 
surprising events, and the lively play of light and 
shadow.  

Exercise:  Imagine a beauty you have seen Éa beach 
empty of people Ésun rays on a city streetÉhuddled 
flowers in a childÕs handÉthe look of love in a friendÕs 
eye, the satisfied greed of a hungry animalÉand be 
reverentÉsuch are the real pleasures of life, the 
remembered images of perception.  If t here is 
anything of value in this world, it is the remembered 
images of perception.  

Any remembered image may become the source of 
reflection in the rest position.  And you might be 
surprised at what beautiful dances you will experience 
just by yourself, in  quiet spaces of your own 
perception.  

 

 

PRACTICE TWENTY,   

THE REST POSITION DESCRIBED IN GREATER DETAIL... 

Lie on your back, with your knees bent, and soles of the feet on the 
floor… 

Head rests in line with the spine, with back of neck comfortably 
lengthening. 

Arms are to the sides of the body, symmetrical, at or below 
shoulder level. Or, Arms may have bent elbows, with fingers 
resting on body center.  
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Or, arms may be crossed loosely over the chest, nearly 
symmetrical. 

Knees are bent, and may rest upright in parallel, but if this is 
difficult, they may gently lean toward each other.  In leaning 
toward each other they slightly increase the width in the lower 
back, enhancing spinal release.  But this does slightly compromise 
leg alignment… 

It’s important to be completely comfortable in the release position.   
If any part of the body is not comfortable, roll onto the side, and 
rest the head on a cushion, so it is still in line with the spine. 

Bend the knees to a right angle from the body center, and let lower 
legs be at a right angle from the thighs.  Feet may rest one over the 
other, comfortably. 

From either of these positions, stillness is easy to find.   

(Occasionally one might feel like sleeping—this is not release, but 
if the body is really in need of sleep, it is important not to fight it 
off, relax and sleep, but realize, that is not the point of Release 
class.) 

(Also, occasionally one might feel slightly aroused sexually.  This 
is a natural reaction especially for men, from enhanced comfort, 
though is not the point of Release.  If arousal does occur, one might 
wish to move gently, or leave the room and take a walk, or just 
wait…because eventually, when the body begins to move, and 
mind and body are focused on the exploration of imagery, the 
arousal is recognized as a purely pleasurable, physiological, 
natural event.  Mild arousal is nothing to worry about in Release 
class, and if it becomes necessary to leave for a short while, that’s 
fine too.) 

As resting in the anatomical rest position, a constructive thought 
about the body will be presented by the leader of the class. The 
first and most important of these constructive thoughts is : 

… the center line, that is experienced from head to between feet, 
standing, as the central vertical axis. From good balance around 
this center, all body parts fall into proper perspective and the 
greatest possible length is achieved through the upright standing 
body. While lying on the floor we keep the knees bent so the lower 
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spine will lengthen and the whole spine will achieve useful 
balance and greatest possible freedom of movement.  From this 
image, many other useful anatomical images may be considered.   

Just a reminder:  See “The Language of the Axis”, Mary O’Donnell, 
“google”: “Arts Archives” Peter Hulton, Exeter University.  The 
purpose of this writing is to engage in process based work, but all 
that we do should be informed with physical knowledge.  
Therefore, I kindly request readers to develop their knowledge of 
the body along with their ability to create and use movement 
processes for choreography.  That is why there is some 
introduction to the study of anatomical release, supporting 
process—based work in this writing. 
 

 

PRACTICE TWENTY-ONE 

TWO PEOPLE 
They walk, they turn and face each other and then face away  
Stopping, they kneel and look down,  
Facing each other, close or far away, they find eye contact, they 

retire their eyes into themselves and move a fantasy of their 
understanding from the look they have just received.  

When, they end, looking up, they walk s lowly backwards, still 
looking up, until they reach the perimeter of the space.  

They look down,  
One sits keeping hands always busy,  
One lies down keeping eyes always busy.  
They repeat this section,  

Énear or far from each other,  
Éfaster or slower than ea ch other  
They each work at their own tempo, but keep an eye out for 

where the other is in the process and as it repeats, they can 
even ÒpassÓ each other to complete more or less full 
rounds of the material.  

Eventually one will stop, balancing in an extreme , physical body 
positionÉthen they may both lie or stand, or sit.  
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Enjoy the timing differences and spatial relationships.  

This work is a gestural dance.  The reader may use augmented 
versions of any of these exercises and combine them in any way, 
thus mak ing endless new material.  What the dancers do seems 
to beÓ lifelikeÉÓ  

 

 

PRACTICE TWENTY-TWO 

INTO NATURE  

Be still for 20 minutes in the anatomical rest position.  Let stillness fulfill 
personal need.  Let sensation be experienced as being with “nature,” as 
essential and natural, and “right” participation, and being in good grace.  
Let active imagination become one of your comfort zones. Consider the 
Stumbled upon Greenery.  If you do not have a memory of any of them, 
you may look at them and choose one of them as a source for this 
exercise.  Imagine what could possibly happen in nature in the 
environment of this particular picture you have chosen.  You may curl up 
on an inviting leaf, as a drop of water, or dash over uneven surfaces of 
leaves as do the praying mantis, or you may visit the images from a great 
distance and dance the opposite world from what you see…the way to 
relate does not have to be a direct interpretation, but may have an 
interface with another “narrative” or “location” or “context”… 

  
 

THE INVISIBLE CENTER (S) 

The Center Line is not actually the Central Vertical Axis of movement 
for the body, though when standing well, they are the same.   

The Central Vertical Axis of any movement remains rooted in the 
center of the earth and extends into outer space.  It is the vertical 
center of balanced weight as referencing to gravity.   

The Center Line is the thought of length through the body, and this 
thought of length travels inside the body wherever the body goes, 
providing a reminder to lengthen and balance movement throughout 
all stillness and activity.   



 95 

The Center of Weight is the point where upper and lower body and 
right and left of body balance.  This also moves as body mass is 
distributed differently in space.    

But the Center Line is never out of the body.  It starts in the same 
position as the central vertical axis , when standing well.  But as you 
move further away from the vertical, you will keep the center line in 
the center of the body, and it will be horizontal if you lie down, while 
the central vertical axis will continue to relate from the center of the 
earth to outer space as a radius of the shape of Earth.   Both, the axis 
and the center line have no ends, and are true lines in space the axis 
extending from the center of earth outwards, and the center line 
moving within the body and extending in two, opposite and infinite 
directions.   

The central vertical axis may be found simultaneously, everywhere, 
in all directions outward, extending from center of earth, in a huge 
shower of length, and every body relates to one of these infinite 
number of lines all the time through gravity. Fortunately we do not 
need to think about this, because it is a phenomenon of nature and 
gravity.  If we were to get busy with an analysis of this it would 
occupy a LOT of time.  However, each of us has our own personal 
Center Line, and as we move we can take this with us to remind us of 
our thought of greatest length and most balanced state in any an 
every body position we encounter.  The Central Vertical Axis is 
“Public” and  the Center Line is “Individual.” And when, and only 
when we stand vertically and well, these two occupy the same space.   

 
 

PRACTICE TWENTY-THREE 

THE CENTER LINE IV 

From the anatomical rest position, breathe in…20 MINUTE STILLNESS 
Breathe out and see the center line starting at the center top of the head 
and falling through the whole length of the body… 

The thought of length--complete and unending… 

Breathe out and 

“See” it invisible, see it as a “presence” (CONTINUED…) 

Unknowing,  
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Unending, 

The center line is a THOUGHT of length,… 

Slow the image down, taking as many breaths as you need, to complete 
one center line. 

Be aware of the breath even while not totally relying on it …for the 
rhythm of engagement with images… 

“See” the center line in the body, as slowly as possible…the line remains 
straight…the body is still. 

Slowing the image does not make it heavier.  It is still light, invisible, 
and its passage through the body is easy.  The center line is flexible and 
strong. Experience the body in rotation as you roll around the center line.  
See the center line as the axial thought of rolling.  The center line 
remains contained in the body, though it travels sideways in space and 
changes direction a lot, as the body twists and curves to roll in any 
direction—both around and through the central axis...  The image of the 
center line goes with you as you go into rolling.  The action of rolling 
helps you see the image.  Always the Center Line Image reminds the 
mover of greatest possible length through the body. 

Very slow rolling… 

Part of the body may precede the rest of the body…twisting… 

Experiment:  

Develop a sinuous cat like action that flows through the length of the 
body… 

The center line image supports you and frees you and prepares you for 
gentle, supported, easy action… 

What might be the nature of your center line? 
Of Light? 
…Shiny? 
…Narrow? 
…Thick? 
…Liquid? 
…Colored? 
...                   ? 

You no longer “have” to see it slow or straight…the center line can curve, 
and change speeds…it adapts instantly to every movement you make, 
encouraging length. 

Find a particular center line of your own description…a starting place… 

From that particular long and spacious center line, make a short 
exploration in movement… 
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What is the nature of your line? 
Vibrating like sound? 
 
Flexible? 
 
Invisibly very present? 
 
Of air? 
Of wood? 
 
Like a snake? 
 
Angry? 
 
Of a hermit? 
 
Of a cat? 

 

You may keep the center line image easily in your mind—so you are 
freed to try complicated, adventurous actions with the center 
line……adventurous play… 

 

…a physical adventure 

 
What if your center line has feet with a mind of their own? 
 
…if it sings? 
 
…if it wants to fly? 
 
 
What happens if the center line is at home upside down? 
 
…if it wants to play piano/ 
 
…if it wants to lean on the wall? 
 
 
What if the center line wants to check behind the curtain? 
 
…is engulfed by a yawn? 
 
…has teeth? 
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…never stops going in circles? 
 
 
What happens if two center lines melt together? 
 
…are thrown into space? 
…carry heavy weight? 
 
 
What if the center line is pushed? 
 
…is soft? 
…is quiet? 
…is searching? 
…has a rhythm? 
…has a dream? 
…overate? 
…laughs? 
…has arms? 
…has fists? 
 
 
What happens if the center line is watching? 
 
…likes geometry? 
 
…has a garden? 
 
…leaves the room? 
 
…has a stillness? 
 
…is caught in a cage? 
 
…stops moving? 
 
 
What if the center line includes everything? 
 
…is “outside yourself? 
 
 
What happens if the center line… 
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…is taken to the lion doctor to experience catlike movement? 
 
…is attracted to colors? 
 
…is in love? 
 
…is connected to everyone else’s center line 
 
 
What if the center line travels to the Milky Way?   
And you find yourself time traveling way up in the sky, floating from one 
star to another? 
 
 
What if it…has feathers? 
 
…has scales? 
 
 
What if it loves red velvet? 
 
 
What happens if your center line… 
 
…thinks about stopping? 
 
…likes to rock? 
 
…sits behind another center line? 
 
...has toes… 
 
…has a perpendicular… 
 
…has no perpendicular… 
 
…is luminescent? 
 
 
To end, stand with the memories of your “fantasy” center line 

exploration.  Take time for this.  Enjoy and savor the moments you 
remember. 

Attention:  ALWAYS CONSIDER EACH PROCESS IN THIS BOOK AFTER 
20 MINUTES STILLNESS IN THE ANATOMICAL REST POSITION 
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DANCES FOR HUMANITY,  

WARMTH OF EMBRACE 
When you dance with others on the stage, or even in classes, mutual respect is 
very important.  You will often see dancers who work together causally hang 
on each other, or have their arms around each other.  They know each other in 
a physical way that is profound and friendly.  They learn to depend on each 
other for the right cues, the right timing, and together they create the right 
message for the audience.   

Dance is a fully committed work, a generous work and a work of disciplined 
love. 

Dancing with others has the value of a really warm hug.  The personality  
model is of a person, fully developed, independent and generous to the 
others, disciplined and accountable for their actions, and fully responsible on 
stage. 

 

STUMBLED UPON GREENERY #5 
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INTRODUCING AN IMAGE IN RELEASE WORK:  

DANCER’S WORK 

DANCERS MAY BE ASKED TO PERFORM MOVEMENT WITH TOTAL 
AWARENESS OF ITS ENERGIES, SHAPES, TIMINGS, AND FORMS, 
AND NOTHING ELSE. OR THEY COULD BE ASKED TO DO 
SOMETHING, EACH TIME A LITTLE BIT DIFFERENTLY.  THEY 
UNDERSTAND IMMEDIATELY AND FOCUS AUTOMATICALLY ON THE 
HISTORY IN THEIR OWN BODIES THAT RELATES TO ANY 
MOVEMENT THEY DO SO THEY ARE AWARE OF WHAT THEY ARE 
DOING AND TRY TO DO IT AS ECONOMICALLY AS POSSIBLE.  

 

THEY “TAP INTO” UNCONSCIOUS PATTERNS THAT PROVIDE 
FREEDOM OF MOVEMENT AND CONNECT THEM WITH NEW 
POSSIBILITIES THAT MIGHT COME OUT OF MOVEMENT 
EXPERIENCE. THEY ARE CONSCIOUS OF MOVEMENT AND ITS 
POTENTIAL AS ANIMALS ARE, AND ALWAYS DO THEIR “BEST” WITH 
ONLY WHAT’S NECESSARY.  DIFFERENT FORMS OF DANCE 
REQUIRE DIFFERENT PHYSICALITY AND DIFFERENT AWARENESS.   

 

BUT THINK ABOUT IT…EACH LIVING PERSON IS MOVING A LOT, 
EVERY DAY.  EVEN SITTING AT THE COMPUTER INVOLVES 
MOVEMENT.  EVEN SLEEPING INVOLVES MOVEMENT.  WHAT CAN 
EVERYBODY LEARN FROM DANCERS, TO APPLY TO MOVEMENT ON 
A DAILY BASIS?  MOVEMENT BELONGS TO EVERYBODY…AND HOW 
WE MOVE HAS AN EFFECT ON HEALTH, WELFARE, AND 
EFFICIENCY OF EVERY ACTION WE MAKE IN THE REAL WORLD.  
GOOD ALIGNMENT OF BODY PARTS AND FREE-SWINGING 
MOVEMENT WILL ASSIST ANYONE TO ARRIVE AT BETTER 
COMMUNICATION HEALTHIER MIND AND FREEDOM FROM PAIN.  IT 
DOES NOT MATTER IF YOU ARE OLD, OR YOUNG, MOVE FREELY OR 
WITH RESTRICTIONS.   “TO BE ALL THAT EACH OF US MAY BE” IS A 
POSSIBLE DIRECTION. EACH FORM OF DANCE REQUIRES 
DIFFERENT PHYSICALITY AND DIFFERENT AWARENESS—AND SO 
DOES EACH PHYSICAL TASK WE MIGHT ENCOUNTER IN A NORMAL 
DAY. BUT  RELEASE RUNS LIKE A CURRENT, TO SUPPORT POSITIVE 
ALIGNMENT IN ANY ACTIVITY. 
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CELLULAR STILLNESS 
BE STILL FOR TWENTY MINUTES IN THE ANATOMICAL REST POSITION.  LET 
STILLNESS FULFILL PERSONAL NEED.  LET SENSATION BE EXPERIENCED AS 
BEING WITH “NATURE” AS ESSENTIAL AND NATURAL, AND “RIGHT” 
PARTICIPATION, AND BEING IN GOOD GRACE.  LET ACTIVE IMAGINATION 
BECOME ONE OF YOUR COMFORT ZONES.  

REACH INTO CELLULAR CONSCIOUSNESS TO FIND THE ENERGY OF THE 
SMALLEST LIVING PART OF YOU THAT YOU CAN IMAGINE… 

WHICH CELL DO YOU WANT TO INVESTIGATE?   

SELECT A BODY REGION 

SELECT A SMALL AREA OF THAT REGION 

SELECT A VERY SMALL AREA OF THAT REGION 

SOME INTERESTING CELLS YOU MIGHT WANT TO CONSIDER: 

--AN EGG (OVA) IN YOUR OVARY OR A SPERM IN YOUR TESTICLE—(THESE ARE 
THE BEGINNING OF LIFE) 

--A CELL OF THE RETINA (IN THE EYE ) THAT SENSES LIGHT 

--A NERVE CELL OF THE BRAIN OR NERVOUS SYSTEM TISSUE 

--A CELL FROM THE INNER EAR 

NOW “FIND” ONE CELL.  S/HE IS SMALLER THAN YOU CAN SEE, BUT YOU 
KNOW WHERE S/HE IS.   

CONSIDER THAT THIS ONE CELL HAS A NARRATIVE OF LIFE 
EXPERIENCE…THERE ARE 100 TRILLION CELLS IN YOUR BODY. 

EACH OF THESE IS ABOUT ONE NANOGRAM, (ONE BILLIONTH OF A GRAM IN 
SIZE... 

EACH OF THESE COMES FROM PRE-EXISTING CELLS… 

ALL VITAL FUNCTIONS OF AN ORGANISM OCCUR WITHIN CELLS… 

CELLS CONTAIN THE HEREDITARY INFORMATION FOR THEIR REPLICATION… 

CELLS ARE SPECIALIZED IN FUNCTION… 

THEY ARE THE BUILDING BLOCKS OF LIFE… 

WITHIN SEVEN YEARS, ALL THE CELLS OF YOUR BODY ARE REPLACED... 

(CONTINUED…) 

WITHIN MOVEMENT AND STILLNESS, HEAR THE NARRATIVE OF LIFE 
EXPERIENCE OF THIS ONE CELL...THE ONE YOU HAVE CHOSEN TO 
CONTACT…   

IMAGINE  THE CELL’S BIRTH, 
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IMAGINE THE CELL’S DEATH,  

AVERAGE CELL REPLICATION TIME IS 7.2 YEARS… 

IMAGINE THE CELLS THAT THIS CELL WILL GENERATE IN YOUR LIFETIME (IF 
AVERAGE 72 YEARS, WOULD MEAN THIS CELL WILL HAVE REPLICATED ITSELF  
TEN TIMES…  

SO IF YOUR BODY REPLACES ITSELF COMPLETELY TEN TIMES IN YOUR 
LIFETIME, WHERE DOES THE CONTINUITY COME FROM? 

THINK OF THE MIRACLE OF MEMORY, COMPLETING THE CYCLE, OF CELL 
AFTER CELL PASSING ON INFORMATION.  

THERE’S NOTHING BUT CELLS IN THE BODY…. 

PRAISE THE CELLS!  

UNDERSTAND AND LOVE THE MIRACLE OF YOUR EXISTENCE THROUGH THIS 
ONE SMALL CELL. 

IT’S INTERESTING TO REALIZE THAT THOUGHT IS CELLULAR.  IT MUST BE.  
THERE IS NOTHING BUT THE BODY IN THE BODY   

WHAT IS ABSTRACT THOUGHT?  

WHAT IS THE MYSTERY OF IMMATERIAL EXISTENCE?   

HOW DOES A CELLULAR BEING CREATE ABSTRACT THOUGHT?  

THESE ARE AMONG THE REAL QUESTIONS OF OUR TIME, AS WE KNOW OF 
THE OCCURRENCE OF THESE THINGS, AND WE CAN TRACK THE 
PROGRESSION OF PLUS AND MINUS CHARGES IN CELLS AND FIELDS OF CELLS.  
BUT WE  DO NOT KNOW HOW MATTER BECOMES THOUGHT OR HOW 
THOUGHT BECOMES MATTER... AND WHEN WE DO WE WILL TRAVEL EASILY 
IN TIME, AS WELL AS SPACE…. 

+ - + - + - +  GO FIGURE!!!!!!!!!! 

FROM THE STILLNESS, IMAGINE, IMAGINE…IMAGINE…………..THERE’S AN 
ANSWER OUT THERE SOMEWHERE!   

BECOME YOUR THOUGHTS…IT’S AN EVERY-DAY OCCURRENCE, BUT WE HAVE 
NO WAY OF UNDERSTANDING IT.  WE KNOW “WHAT” OCCURS BUT WE 
DON’T KNOW “HOW” MATTER PRODUCES THOUGHT.  

 

 

SCRIPT ZONES FOR THE RELEASE PROCESS 

AFTER DANCERS REST IN STILLNESS FOR 20 MINUTES, THESE ARE 
THE SCRIPT ZONES FROM WHERE THEY MAY CREATE PHYSICAL 
IMAGERY: 
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1. “BECOME THE IMAGE” 
2. “MOVE, BECOMING AND BEING THE IMAGE” 
3. “LET YOUR WHOLE ESSENTIAL BEING ENTER INTO 

EXPLORATION OF THE IMAGE” 
4. “LET THE NON-VERBAL MOVEMENT OF YOUR BODY-MIND BE 

INFORMED BY IMAGERY, AS, AT THE SAME TIME, YOUR 
PHYSICAL EXPERIENCE SPEAKS” 

5. “CONTINUE BY INHABITING PHYSICALLY AND IN GREAT 
DETAIL, YOUR OWN IMAGISTIC JOURNEY” 

THESE “SCRIPT ZONES” (AND ANY OTHERS YOU MIGHT CHOOSE 
TO CREATE) ARE USED AT THE MOMENTS WHEN YOU WANT 
THE DANCERS TO TAKE ON FULL RESPONSIBILITY FOR THEIR 
OWN DEVELOPMENT: 

     EXPLORE… 

     ENTER THE CONTINUAL STATE OF FINDING… 

     PROVIDE ADDITIONAL POSSIBILITIES FOR YOUR OWN 
DEVELOPMENT WITH AN IMAGE 

 
INVESTIGATE… 
 
FIND AND REMEMBER  POTENTIAL OPPORTUNITIES AND 
POSSIBILITIES  FOR FURTHER EXPLORATION… 
  
FIND A WAY TO EXPOSE THE GOOD OF YOUR OWN 
DISCOVERIES TO THE OTHERS SO THAT IT BECOMES 
MATERIAL FOR ALL TO SHARE, 
  
(AND, TO DO YOURSELF, AS WELL AS ASK PARTICIPANTS TO 
DO, --ADD TO THE ALREADY GIVEN INFORMATION.)   

 

AS YOU CHOREOGRAPH WITH THE DANCERS USING OPEN FORM 
COMPOSITION, (MOD) YOU ARE MAKING WHAT I CALL OPEN 
FORM DECISIONS, (MOD) THAT ALLOW FOR EACH PERSON TO 
CREATE LIVE ON STAGE WHILE ALSO PERFORMING WITHIN A 
WINDOW OF OPPORTUNITY THAT LENDS SIMILARITY OF DESIGN 
AND PURPOSE TO THE WORK AND MAKES IT NOT AN 
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IMPROVISATION, BUT AN ESSENTIAL PART OF A TOTAL 
COMPOSITION. 

 

 

SOME SOURCES FOR IMAGES: 

ANATOMICAL STUDY 

MOVEMENT ITSELF 

PERSONAL EXPERIENCE 

SEQUENCES OF REMEMBERED EVENTS 

PHYSICAL INTENTIONS 

CHANCE PROCESSES  

IMPORTANT MOMENTS OF HISTORY 

FEELING STATES 

MEMORY 

DREAMS 

ASSOCIATIONS 

POETRY  

LITERATURE 

RELIGION OR BELIEF 

SCIENTIFIC CONCEPTS 

SENSATIONS 

CURRENT AFFAIRS, NEWS 

PROPERTIES OR COSTUME 

DISCOVERIES 

+  +  + 
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CHOREOGRAPHIC SOURCES THAT CREATE “FORCED, OR 
EXTREME” IMAGINATIVE FLOW OF IDEAS AND CONCEPTS 
Example: 

IN THIS PROCESS, AS THE CHOREOGRAPHER WORKS WITH 
DANCERS, THE DANCERS ARE ENCOURAGED TO INHABIT 
IMAGES PHYSICALLY AND IN GREAT DETAIL, AS THEY CREATE 
AN IMAGISTIC JOURNEY FOR A LEGENDARY FIGURE WHO IS 
“CONJURED UP” DIFFERENTLY IN THE REAL TIME OF EACH 
REHEARSAL AND PERFORMANCE. BEING IN THIS PROCESS, THE 
PERFORMER MAY HAVE SOMETHING IN COMMON WITH THE 
FIGURE THEY ARE TO PORTRAY, BUT IN THIS CASE, S/HE IS A 
TRULY IMAGINED FIGURE AND FULL OF SURPRISES.   PARTS OF 
THE WORK MAY CONFRONT DIFFICULT SOCIAL OR POLITICAL 
SITUATIONS, AND THIS MAY BE MADE CLEARED THROUGH THE 
DELIVERY OF THE “PART” OR “ROLE.”  THE TIME FRAME 
SHOULD BE CUMBERSOME, AND EXCEED THE ZONE OF 
INDIVIDUAL COMFORT, THUS MAKING MANY PEOPLE QUESTION 
“WHAT FORM OR GENRE OF THEATRE IS THIS?” THE ACTIVITY 
SHOULD FALL INTO A SEA OF MEANINGLESSNESS AS EACH 
CHARACTER INHABITS A DIFFERENT SET OF CIRCUMSTANCES, 
AND NONE OF THEM COME FROM THE SAME ZONE OF 
EXISTENCE.   

EACH PERFORMER WORKS FOR A DIFFERENT AND ARBITRARY  
TIME LENGTH, (FOR EXAMPLE, WITH A NUMBER OF DIFFERENT 
TIMES BEING  WRITTEN DOWN AND PLACED IN A CONTAINER, 
AND THEN DRAWN BY THE DANCERS).  AND THIS IS ORGANIZED 
AT THE LAST MINUTE SO DANCERS DO NOT KNOW WHAT TIME 
FRAME THEY WILL BE GIVEN TO ACCOMPLISH THEIR ACTIVITY 
IN PERFORMANCE.  THOUGH THEY HAVE PRACTICED THEIR 
ACTIVITY SEVERAL TIMES, THEY WILL DECIDE IN THE REAL TIME 
OF THE PERFORMANCE WHICH PARTS OF THEIR REHEARSED 
WORK THEY WILL COMBINE TO USE IN EACH PARTICULAR 
PERFORMANCE; AND THEY WILL NOT KNOW THE TIME FRAME 
THAT WILL BE THEIRS.  WHATEVER TIME FRAME THEY ARE 
GIVEN, THEY MUST ACCOMPLISH ALL THEIR AIMS WITHIN THIS 
TIME FRAME, AND THEREFORE PROBABLY SIGNIFICANTLY 
ALTER THEIR PLANS DURING EACH REHEARSAL AND 
PERFORMANCE. 
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EACH PROCESS THAT DANCERS MAKE THEIR “OWN” CAN BE 
EXPLORED ENDLESSLY WITHOUT FINALITY, CONSTANTLY 
GROWING AS THE DANCER DEVELOPS NEW POSSIBILITIES AND 
NEW PHYSICAL MEANS FROM ON-GOING PHYSICAL 
INVESTIGATION. 

INHABIT PHYSICALLY AND IN GREAT DETAIL THE IMAGISTIC 
JOURNEYS OF THE WORK. 

REMEMBER THAT IMAGES FUNCTION LIKE SHORT-CIRCUITS IN 
PERCEPTION.  THEY CONNECT THOUGHTS AS FAST AS 
LIGHTENING MOVES.  THE ELECTRO-CHEMICAL RESPONSE IS 
THE BASIS FOR THE NERVOUS SYSTEM AND TRULY MOVES LIKE 
LIGHTENING, THAT FAST! IF WE SPEAK OF “LIGHTENING FAST 
MESSAGES IN THE SPINE AND NERVOUS SYSTEM, THIS “MAKES 
CONSCIOUS” A MAJOR UNSEEN AND OFTEN TAKEN FOR 
GRANTED ASPECT OF THE HUMAN BODY, THE ELECTRO-
CHEMICAL SPEED OF THE FUNCTIONING NERVOUS SYSTEM 
THAT WORKS RAMPANTLY AND WILDLY SEEKING CODES AND 
UNRAVELING INFORMATION CONSTANTLY. 

IN THIS PROCESS, THE DANCERS HAVE THE OPPORTUNITY TO 
“THINK FAST” AND “EXPLODE” THEIR CHARACTER INTO VERY 
UNKNOWN ZONES OF IDENTITY. 

Example:  a list of activities, to ARRIVE AT CONTRASTING 
MOVEMENTS: 

Dance of:  

Purple Hair 

Craving 

The Butterfly  

Angry maniac driving 

Dance of the Great Lakes 

Dance of New Shoes 

Filling the lungs with air 

Dance of Envy 

Dance Proclaiming Movement 
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Dance of Luxury 

Dance Balancing the head on the top of the Spine 

Dance of One Dream 

Dance of The Queen Ant 

Dance of The Lunch Bucket 

Dance of the President 

Shoulders are a floating raft  

Hurricane 

Small Stuffed Bear 

Civilian Protest 

Lost and alone... 

…etc…. 

EACH OF  THESE MAY BE DONE FOR LESS THAN FOUR SECONDS, 
WITH THE EXCEPTION OF THREE...AND THE DANCER MAY 
CHOOSE WHICH THREE THESE WILL BE 

The choreographer makes as many lists as there are people, with 
no regard to who may choose each list.  The dancers read the list 
and work with all the images before they stop.  The total list of 
words may be published in a program or projected so the 
audience participates in the “game, or this may be unstated.” 
Though the chances of the words’ actually corresponding with the 
audience members’ thoughts may be small, the associative values 
for the audience will be great.  

 

 

USING THE FAST RESPONSES OF IMPROVISED SITUATIONS: 

(+) AND (-) ARE THE MEANS BY WHICH THE ELECTRO-
CHEMICAL RESPONSE BECOMES THE BASIS FOR NERVOUS 
SYSTEM FUNCTIONING.   

SO IF WE SPEAK OF “LIGHTENING FAST MESSAGES, AND (+)AND 
(-) ARE THE MEANS THROUGH WHICH THE ELECTRO-CHEMICAL 
RESPONSE FUNCTIONS, THEN WE ARE ABLE TO UNDERSTAND 
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THE  BASIS FOR NERVOUS SYSTEM FUNCTIONING, AND IN FACT 
THE SECRET TO LIFE ITSELF.  

INTERESTINGLY ENOUGH, SOME ANCIENT PEOPLES SEEM TO 
HAVE UNDERSTOOD SOMETHING ABOUT THE ELECTRIC FORCE 
OF LIGHTENING BEING CONNECTED TO THE GENERATION OF 
THE UNIVERSE, AND YOU SEE A CARRIED SYMBOL OF 
LIGHTENING THROUGHOUT THE FIRST MILLENIUM B.C. AS ZEUS 
RULES THE GREEK WORLD WITH HIS LIGHTNING BOLT IN HIS 
HAND.  THEN, LIGHTENING WAS KNOWN TO BE THE WEAPON 
OF THE PLANETARY GODS.  OFTEN, LIGHTENING HAS BEEN 
SEEN IN MYTHIC TIMES AS A LINK BETWEEN GODS AND MAN.  
HANUMAN, OF THE ORIENT, IN THE KATHUAMET LEGEND  OF A 
HERO NAMED “MANY SWANS” LAUNCHES A STREAM OF 
ARROWS INTO HEAVEN, FORMING A LADDER OF ASCENT TO 
THE SKY.  IN THE KURDU RAMAYANA THE ARROWS OF ARJIUNA 
FORM A BRIDGE CAPABLE OF CARRYING THE MIGHTY 
HANUMAN (TRAVELER) BETWEEN WORLDS.   

THE EARLY TIBETANS KNEW OF “LIGHTENING” IN THE SPINE OF 
THE HUMAN BODY FIVE THOUSAND YEARS AGO.  AND IT’S TRUE 
THAT THE HUMAN NERVOUS SYSTEM ACTUALLY IS LIFE 
DEPENDENT ON THE CONTINUING TRANSFER OF ELECTRICAL 
IMPULSES THAT ARE FUNDAMENTAL TO LIFE ITSELF WITHIN OUR 
PLASMA BASED ECO SYSTEM. 

AS CHOREOGRAPHERS WORK WITH DANCERS, THE DANCERS 
MAY BE ENCOURAGED TO INHABIT IMAGES PHYSICALLY AND IN 
GREAT DETAIL, AND HOPEFULLY IN A TRUE WAY OF BELIEF 
WHERE THEIR IMAGES ACTUALLY ENTER INTO THE BODY AND 
THEY BECOME WHAT THEY IMAGINE.  EACH PROCESS THAT 
DANCERS MAKE THEIR “OWN” CAN BE EXPLORED ENDLESSLY 
WITHOUT FINALITY, CONSTANTLY GROWING AS THE DANCER 
DEVELOPS NEW POSSIBILITIES AND NEW PHYSICAL MEANS 
FROM ON-GOING PHYSICAL INVESTIGATION.  

YOU WILL NEED TO STUDY ANATOMY TO MAKE VALID BODY 
IMAGES, THOUGH IT IS THE BASIS FOR RELEASE STUDY...AND 
YOU ARE ALLOWED POETIC LICENSE. SO MAKING IT CLEAR 
THAT YOU WISH TO BE A “BODY POET” CHOREOGRAPHER, YOU 
CAN LEARN FROM YOUR OWN PERCEPTIONS.  IT’S FINE TO 
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MAKE UP IMAGES, AS LONG AS YOU CONSIDER CAREFULLY THE 
FULLEST RANGE OF INTERPRETATION THAT MAY COME FROM 
YOUR IMAGES.  AS A LEADER AND CHOREOGRAPHER, YOU 
MUST BE EXTREMELY CAREFUL THAT YOUR IMAGES WILL NOT 
BE MISCONSTRUED AND WILL NOT CAUSE ANY LASTING FORM 
OF PHYSICAL OR MENTAL DISTRESS TO PERFORMERS OR 
AUDIENCE MEMBERS.  THIS IS NOT TO SAY YOU SHOULD 
CENSOR THE TRUTH OF LIFE’S EXISTENCE THAT, AS WE KNOW 
CAN BE  “ROCKY”.  IF YOUR PERFORMANCE DEMANDS A 
DISTRESSFUL SITUATION BE PORTRAYED, THEN YOU MUST 
EXPLORE THE MEANS TO PORTRAY THIS WITHOUT DOING 
DAMAGE TO YOUR DANCERS AND AUDIENCE.  THIS IS A CODE 
OF PRACTICE THAT EVERY GOOD CHOREOGRAPHER SHOULD 
PRACTICE IN ORDER TO GET THE BEST FROM DANCERS AND 
SUPPORT THEM TO THEIR HIGHEST POTENTIAL.   

 

WHEN YOU MAKE YOUR OWN IMAGES, IT’S MOST INTERESTING 
IF YOU LOOK AT A PICTURE OF THE INSIDE OF THE BODY, FOR 
EXAMPLE, AT THE VERTEBRAL COLUMN, YOU WILL SEE THE 
COMPLEX COLUMN OF BONY STRUCTURES, THE SPINE.  FROM 
THE SIDE WHAT DOES THIS LOOK LIKE TO YOU?  ONE COULD 
THINK IT LOOKS LIKE AN EEL OR A SNAKE.  INDEED, THE BONES 
OF ALL VERTEBRATE BEINGS THAT EQUATE TO THE SPINAL 
COLUMN OF HUMANS ALL LOOK SIMILAR.  YOU CAN SEE 
SIMILARITY IN THE HEAD, SPINE, RIBS, PELVIS, LEGS AND ARMS 
OF HUMANS AND ALL ANIMALS.  SO THE COMPARISON OF 
HUMANS AND ANIMALS IN MOVEMENT IS WELL GROUNDED IN 
FACT.  ALTERNATIVELY, CONSULT MYTH, RELIGION, SCIENCE, 
AND NATURAL PROCESSES. 

 

THE PLUS AND MINUS, OF THE CARBON BASED CULTURE WE 
LIVE IN, WAITS TO BE UNDERSTOOD.  THE PRIMARY SYNAPSE IS 
KNOWN AS ‘WHAT HAPPENS’ BUT NOT AS ‘HOW IT HAPPENS.’  IF 
WE FIND OUT HOW IT HAPPENS WE WILL BE ABLE TO CREATE 
LIFE ITSELF...  THINK ABOUT IT....  HOW DOES THOUGHT 
BECOME MATTER? 
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AS YOU PRACTICE IMAGING, YOU PRACTICE THE PRIMARY WAY 
HUMANS FUNCTION IN THE WORLD, WITH THE BODY 
FOLLOWING THE PROJECTED IMAGE KNOWN TO US AS 
“PURPOSE,” “DESIRE,” “WILL,” “FEAR OF TRYING,” AND 
“DOING.” WHEN WE UNLOCK THE PRIMARY WAY IN WHICH 
THIS HAPPENS, IN WHICH A THOUGHT BECOMES MATTER IN THE 
LIVING BODY, WE WILL KNOW THE SECRET TO LIFE ITSELF... 

 

 

SCRIPT ZONES TO END THE EXPLORATION OF IMAGES 
MIGHT COME FROM THESE SUGGESTIONS: 

*IT’S TIME TO THINK ABOUT STOPPING. 

*BREATHE YOUR WAY OUT OF THE EXERCISE… 

*LET YOUR BREATH GUIDE YOU BACK TO EVERY DAY 
AWARENESS 

*PREPARE TO STOP YOUR INVESTIGATIONS….AS YOU STOP, 
SAVOR YOUR EXPERIENCE. 

*TAKE SOME TIME TO RETURN TO ORDINARY AWARENESS… 

*AS YOU FINISH, CARRY WITH YOU THE FEELINGS, 
ASSOCIATIONS, MEMORIES AND REFLECTIONS THAT YOU HAVE 
DISCOVERED… 

*ENJOY THE ON-GOING CONTEMPLATION OF YOUR 
INVESTIGATIONS AS YOU RETURN TO DAILY LIFE… 

*IT’S TIME TO STOP…GO FIGURE… 

INHABIT PHYSICALLY AND IN GREAT DETAIL YOUR IMAGISTIC 
JOURNEYS FROM A PERSPECTIVE OF MEMORY AS YOU FINISH 
YOUR WORK… 

KEEP IN TOUCH WITH YOUR REALIZATIONS AND YOUR 
UNDERSTANDINGS AS YOU CONTINUE THROUGH THE DAY. LET 
GOOD ALIGNMENT ACCOMPANY YOU. 

 

THE LEADER OF A RELEASE CLASS WILL ALWAYS BE CREATING 
LIVE, ENGAGING IN A TRUE AND PRECISE EXPLORATION.  WHEN 
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LEADING THE CLASS, S/HE WILL BE AWARE OF MANY CLASSES 
THAT HAVE COME BEFORE THIS ONE, AND WILL BE ENGAGED 
IN A POETIC CONTEXT OF LIVE CREATION OF IMAGERY AS S/HE 
SPEAKS THE LANGUAGE OF RELEASE.  SEE “THE LANGUAGE OF 
THE AXIS,” ARTS ARCHIVES ON INTERNET. 

 

 

 

 

 

 

SOME POSSIBLE SOURCES FOR CHOREOGRAPHIC IMAGES: 
Images may come from:  

¥ anatomical study Ñ the body itself, parts and whole  
¥ concept Ñ abstract thinking on any subject, resolved to meaningfulness, 

mental symbols combined  
¥ movement from imagery Ñ transmission of visual to kinetic information 

through bodily reception of optical stimulus created from imagined and 
remembered movement experience  

¥ personal experience Ñ individual history, actual experience of the 
moment, and  projected future events  

¥ sequences of remembered events Ñ  imagistic experience  
¥ physical intentions Ñ immediate body states, and projected physical 

potential for movement  
¥ important  moments of history Ñ local to international events  
¥ feeling states --emotions  
¥ memories Ñ peak experiences, childhood, friendship  
¥ dreams Ñ psychological exploration, symbols, non -sequential narrative  
¥ free association Ñ may include humor  
¥ poetry Ñ iambic pentameter, th e rhythms of speech and poetry  
¥ religion or belief system Ñ atonement, redemption  
¥ literature and language Ñ Bible, myth, narrative, biography, poetry  
¥ history Ñ current events, near and far historic events  
¥ scientific concepts Ñ new physics as territory for discover y of Òthe newÓ 
¥ sensation Ñ and/with emotion  
¥ current affairs, news Ñ timely information  
¥ set, properties or costume  
¥ personal relationships Ñ lifeÕs joys and problems  
¥ meaningful events --historic  
¥ all fine and applied arts of all nations --and crafts  
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¥ psychology Ñ compassion, deprivation  
¥ philosophy Ñ ancient, modern  
¥ memory Ñ short term, long term  
¥ life experience Ñ birth, life, death  
¥ feeling states and disorientations  
¥ observation Ñ animal behavior, nature, humanity  
¥ literature Ñ quotation, narrative, speech making  
¥ political im agesÑ power, poverty  
¥ discoveries Ñ DNA as model, movement of planetary bodies as model  
¥ cyclic changes Ñ spring/summer/fall/winter  
¥ eidetic memory Ñ  peace, democracy  
¥ energy based images Ñ flow, flux, molecular attraction  
¥ geometry Ñ rotation round center creates a sph ere 
¥ physics study Ñ weight falling, support through center, leverage at joints  
¥ social images Ñ poverty, housing problems, community of friends  
¥ criticism Ñ reviews, basis for criticism  
¥ environment Ñ sharing resources, balancing eco systems  
¥ psychological exploration s                       
¥ Any source that creates imaginative flow of ideas and physical 

inspiration or strong responseÉmay be useful to the choreographer as a 
starting point to create research and make a dance  

 

As the choreographer works with dancers, the d ancers are encouraged to 
inhabit images physically and in great detail, and to create an imagistic 
journey that has parts of different lengths, and details within each part.  
Each process that dancers make their Òown,Ó can be explored endlessly 
without fin ality, constantly growing as the dancer develops new 
possibilities and new physical means from Òon Ñ growingÓ physical 
investigation.  

 

Inhabit physically and in great detail your imagistic journeys.  

 

Remember that images function like short -cuts in perceptio n.  They 
connect thoughts as fast as lightening moves.  The electro -chemical 
response is the basis of the nervous system and truly moves like lightening, 
That fast! and (+) and ( -) are the means by which the electro -chemical 
nervous system works as does li ghtening.  So, if we speak of Òlightening 
fast messages in the spine and nervous system, this Òmakes realÓ a major, 
unseen and often taken for granted aspect of the human body, the speed of 
the functioning nervous system.  
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You will need to study anatomy to  make valid body images, but you are 
allowed poetic license, so making it clear that you wish to be a Òbody 
poet,Ó you can learn from your own perceptions.  ItÕs all right to make up 
images, as long as you consider carefully the fullest range of interpreta tion 
that may come from your images.  

 

 As a leader and choreographer, you must be extremely careful that your 
images will not be misconstrued and will not cause any form of physical or 
mental distress.  And if your performance demands a distressful situation 
be portrayed, then you must explore  the means to portray this without doing 
damage to your dancers.  This is a code of practice that every good 
choreographer should practice in order to get the best from dancers and 
support them to their highest potential and greatest possible 
communicative  power.  

 

When you make your own body images, itÕs most interesting if you look at a 
picture of the inside of the body, for example, at the vertebral column, 
where you will see the complex column of bony structures, the spine.  From 
the side what does this look like to you?  One could think it looks like an eel 
or a snake.  Indeed, the bones of animals that equate to the spinal column 
of humans all look similar.  You can see similarity in the head, spine, ribs 
pelvis, legs and arms of humans and all animals.   So the comparison of 
humans and animals in movement can be, and is well grounded.  

  

Script zones to end the exploration of images might be:  

¥ Prepare to stop your investigationsÉas you stop, savor your 
experienceÉ  

¥ Take some time to return to ordinary awar enessÉ  
¥ As you finish, carry with you the feelings, associations, memories, and 

reflections that you have discoveredÉ  
¥ Enjoy the on going contemplation of your investigations as you return to 

daily lifeÉ  
¥ ÉCary with you, as you prepare to depart, the feelings, associations, 

memories, reflections, all of body -mind awareness that has been 
awakened in this experienceÉ  

 

ÒTake notes on your experience and use your notes during ensuing work.Ó  
ÒPlease review your notes shortly before the next rehearsalÉÓ  ar e two very 
useful thoughts to five your dancers as they leave.  You might want to 
include time to write notes at the end of rehearsal, as this can be very 
productive.  
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A FEW AREAS FOR IMAGE CREATION WITH EXAMPLES 

 

A.  ANATOMICAL IMAGES 

These come from anatomical knowledge coupled with 
intuitive practice.   

Some anatomical images are; 

1. The center line 

(…this encourages balance through the whole body and 
support of weight through the length of the whole body.) 

 
2. Action flows up the front of the whole body, and down the 

back, 

(this encourages abdominal support and back length) 

 
3. Action flows down the back of each leg, and up the front, 

…(this encourages free swing of the lower leg as walking 
forwards, and reach to the heel for ordinary transfer of 
weight in walking.) 

 
4. Action flows down the back of each arm and up the front as 

walking forwards, and reach to the notch between the 
thumb and forefinger, 

…(this encourages free swing of the lower arm and 
readiness preparation for the hands to be active in any way.) 

 
5. Action flows up the back of the head and down the face, 

…(this encourages length at the top of the spine, freely 
floating shoulders and ease in balancing the head.) 
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B.  IMAGES FROM MEMORY: 

Example:  Who has really known you and brought out the 
best in you?  See this person with your mind and, though he 
or she is probably not here right now, imagine you are 
dancing for this person.  Let your body fall into the 
pleasures of memory, dreams and associations that you 
have when you think of this person, and let these memories 
guide you into movement improvisation… 

 
 
 
 
C. IMAGES FROM DREAMS: 

Example:  Remember an important dream that you have 
had, either recently or long ago.  Re-create the images of 
that dream in movement, and as you move, take the 
opportunity to embellish the dream in any way you wish… 
 
 

 
 
D. IMAGES FROM LIFE EXPERIENCES: 

Example:  Think of a social situation you enjoy, seeing a 
film, or going to a football game, or being in your church, or 
being at a party—(your own party, maybe?)---“clubbing” or 
making love…or what?  And as you move, let the images 
and remembered pleasures of this experience flood your 
mind and be expressed in movement.  As you dance with 
remembered images, you are able to guide your own 
imaginative development and create from the experience 
beautiful, or humorous, or fulfilling new experience, as the 
ending is always up to you… 
Any of your own life experiences may lead to productive 
research into mind-body integrative states. 
Images may arise from any source. 
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Other areas for possible image creation: 
Philosophy 
Science 
Observation 
History 
Religion 
Personal experience 
Natural processes 
Nature’s movements 
Cyclic changes 
Poetry 
Literature 
The Fine and Applied Arts 
Psychology 
Earth Maters 
Individual opinion 
Individual experience 
Statistics 
The list is truly endless. 
 
 

WORKING WITH IMAGES 
Each time you work with an image, you will find specific movements that arise 
consequently from your work.  These appear in memory and may be referred 
to again as you refine your work with the same image.  You may build up 
resources to rely on when you want to present this work to others.  You 
develop a deep WELL of experience.  And this is always ready for your access 
and for you to “dig it deeper”. 

You begin in the anatomical rest position, consult stillness as your great 
teacher, and then refer to imagery (usually but not always decided in 
advance) and eventually let the images of your own creation lead you into 
movement.  Select and allow remembered content to enter the work, as you 
wish.  Arrive at or pass through specific movement memories, following your 
own desire. You will gently develop the means to do this and a growing base 
of remembered experience will allow you to unfold and create both your own 
history and your future. 

Privately, or in rehearsals or classes, take a long time quietly working on 
personal exploration and development of imagery.   
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In performance, it is usually preferred to do stillness preparation before the 
audience arrives, and then go directly into movement work with a 
consciousness of performance awareness—this usually means with a focus on 
remembered materials as well as exploration.  The more you focus on 
remembered materials, the move the work will begin to be like a “set” or 
“finished” piece for the stage. And the more you focus on discovery of new 
materials, the more the work will approach improvisation in performance.  It 
is possible to have performers start and end at different times in a very free 
structure, or also to have performers in a setting of cues and timings.  If the 
choreographer wishes to have a choreographically centered vision 
communicated to the audience, there will be many cues. And if the 
choreographer wishes to reveal the true nature of the dancer and trust to the 
communication of random arrangement, there will be few cues, and more 
individual direction for each performer in her/his part.  The eventual outcome 
of the first possibility will lead to a more set and directed communication for 
the audience and the result of the second possibility will lead to a variable 
zone of definition that defines the communication of the work.  So, it is now 
probably clear that process based work may lead to a set, fixed form or may 
be kept “open” in nature and lead to a variable form where each individual 
contributes live on the stage to the outcome of the piece. 

There are many movement processes in the heart of this book,that can lead 
the choreographer in either of these directions. 

 

 
 
 
PRACTICE TWENTY-FOUR, ONE FULL BODY GESTURE 
WIDE,  
BROAD, 
LOW STEPS 
…AND TURNING 

 

TAKE A CIRCULAR PATH 

CHANGE DIRECTION 

A SLOW GROWTH OF ENERGY 

A SLOW GROWTH OF SPEED 

SLOW THE STEPPING TURN  

AND BEGIN TO RUN 

RUN FAST, ANYWHERE 
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SHAKE HANDS IN RHYTHM WITH STEPS 

THEN USE COUNTER-RHYTHMS... 

INTERRUPT THESE ARMS WITH AN IRREGULAR, COUNTER-RHYTHM 
RUN  

THEN, WITH A DESCENT TO THE FLOOR AND A RISE TO CONTINUE 
RUNNING—SWING BODY PARTS EASILY AS YOU ENTER THE FLOOR 
TO CATCH YOUR FALLING WEIGHT AND MOVE THROUGH ACTION 
BACK UP TO RUN AGAIN... 

EXPLORE THIS GOING IN AND OUT OF THE FLOOR WITH DIFFERENT 
FALLS AND ENERGY SHIFTS 

COMING FROM TURNING STEPS, FEEL AXIAL MOVEMENT IN ALL 
JOINTS AS YOU FALL AND ROLL AND RISE AGAIN. 

SEE TURNING AS AN EXTENSION OF LINEAR TRAVEL IN SPACE. 

 

 

INSTRUCTION, MOVING WITH AN IMAGE 
Alone, pass the whole body through the image(s) so movements come out 
special, affected by the image. 

With Others, seek our solo and seek your duet(s)/trios + groups within 
the context you create for yourself.  Can the leaf fall near the fence?  Yes, 
and in so doing, they keep their own identity. 

Can the rock rest in sand?  Yes, and in so doing, they keep their own 
identity. 

This means you can dance with others without doing the same as others. 

Bodies seem to create relationships no matter what they do, if they 
become known within the same visual time frame, as in nature, with the 
leaves falling always in the “right” place. 

How does choreography reference beyond the body moving? The answer:  
every body has potential as a signifier, through the integration of 
gestures, movement and image.   

Note:  Sometimes, as when working with chance processes, the body can 
be seen as design-in-space apart from references outside the body—this 
is also very interesting ( and well developed in the works by Merce 
Cunningham), where the body references primarily as a signifier, as 
itself, body in space, with few emotional or descriptive personality 
characteristics. 
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When dancing with images, become the images.  See with the eyes of the 
image you inhabit, be the run, be the fall, be the ‘quick one,” be the 
“complex one.”   

We have no trouble seeing the rock in the water, though they are entirely 
different.  We also have no trouble seeing very different visual material 
together, as we walk through the shopping center, or market for 
example.  So it would follow that we may put any movement material 
with any other movement material and expect that there could be some 
logic derived from the presence of these two movement “objects” 
together.   

Whether and how movement relates in performance is a choreographic 
choice that may be extremely complex, or very direct, causative or even 
illusive.  In all cases decisions make results that reflect the decisions 
made, 

Instruction:  Two ways to develop an image: 

1. “WHAT IF?”…..this implies trying out different possibilities;  
raising compositional questions, asking yourself, “What would 
happen if…?” 

2. “LOST IN”…..this implies being lost in work with an image, a 
continuous flow of finding which later may be examined and 
analyzed. 

 

Either of these ways may be useful in the discovery of potentials within 
an image class.  The more analytical mind will be free with the “what if “ 
approach, and the intuitive mine will be free with the “lost in” approach 
to discover and develop imagery.  It is extremely useful if one can 
develop both strategies. 

 

Useful for choreographic feedback and selection of material, is the video 
camera—from which much feedback and instruction and even 
compositional choices may be derived. 

 

These two ways of work can be very helpful in selecting and organizing 
your discoveries for the creation of performance dance. 

 

 

THE WELL SPRING OF EXPERIENCE 
Each time you work with an image, you will find specific movements that 
arise consequently from your work.  These appear in memory and may 
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be referred to again as you refine your work with an image.  You may 
build up resources to rely on when you want to present this work to 
others.  You develop a deep WELL SPRING of experience—THIS IS AN 
OLD ENGLISH TERM MEANING THE SPRING THAT FLOWS FROM 
DEEP DOWN AND WILL MAKE A WELL POSSIBLE.  IT ALSO MEANS A 
STRONG FRESH BEGINNING THAT WILL PROVIDE A SOURCE OF 
CONTINUAL SUPPLY.  Processes that continually provide are always 
ready for your access and for you to develop further.  As you begin, feel 
the provision of imagery that is your own, is selected and right for you, 
and make your own assessments of relative value for each exercise.  You 
are the creator of your own existence, and so you have the right to the 
very best that you can gather around you.  As you enter Release, gather 
the right stuff for you… 

Usually you begin in the anatomical rest position, consult stillness as 
your great teacher, and then refer to imagery (usually but not always 
decided in advance) and eventually let the images of your own creation 
lead you into movement.  Select and allow remembered content to enter 
the work, as you wish.  Arrive at or pass through specific movement 
memories, following your own desire.  You will gently develop the 
means to do this and a growing base of remembered experience will 
allow you to unfold and create both your own history and your future. 

Privately, or in rehearsals or classes, take a long time quietly working on 
personal exploration and development of imagery. 

In performance, it is usually preferred to do stillness preparation before 
the audience arrives, and then go directly into movement work with a 
consciousness of performance awareness—this usually means with a 
focus on remembered materials as well as exploration.  The more you 
focus on remembered materials, the more the work will begin to be like 
a “set” or “finished” piece.  And the more you focus on discovery of new 
materials, the more the work will approach improvisation in 
performance.  It is possible to have performers start and end at different 
times in a very free structure, or also to have performers in a setting of 
cues and timings.  If the choreographer wishes to have a 
choreographically centered vision communicated to the audience, there 
will be many cues. And if the choreographer wishes to reveal the true 
nature of the dancer and trust to the communication of random 
arrangement, there will be few cues, and more individual direction for 
each performer to choose how and when to present information.  So, it is 
now probably clear that process based work may lead to a set, fixed 
form, or may be kept “open” in nature and lead to a variable form where 
each individual contributes live on the stage to the outcome of the piece. 

There are many movement processes in the heart of this book, that can 
lead the choreographer in either of these directions.                                                                    
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PRACTICE TWENTY-FIVE, ONE FULL BODY IMAGE 

Wide,  

Broad, Low Steps 

…and Turning 

 

Take a circular path 

Change direction  

A slow growth of energy 

A slow growth of speed 

Slow the stepping turn  

And begin to run… 

EXPERIENCE THIS AS ONE PHRASE 

 

 
 
 
 
PRACTICE TWENTY-SIX, FOR A SMALL GROUP 
In duets or trios,  
Lean, 
Descend to the floor 
Roll,  
Stand 
Walk or Run 
Carry  

All support weight as one person descends to the floor 

Repeat from standing… 

Then these actions, not necessarily in this order: 
Roll 
Stretch 
Balance 
Fall 
And Drag a body. 
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Consider the elegance possible for body design, potential for use of 
space and energy inherent within your material, different processes for 
organizing work, like: 

Chance 
Build-up of emotional tension 

‘texture” as it appears to the watcher’s eye (example:  Blurry—clear 
design) 

energy flow 
rhythm 
surprises or unusual events that may occur to you 

Logic is important, but does not have to take a dominant role. 

Humor may be present 

“Play” may take a role as you work with your chosen materials, in that 
many choreographers enjoy the phase of work where they try out 
different permutations of their dance materials before settling on (or not 
settling on ) any of these. 

You could think of choreography as a strategic game…something like 
life itself. 

 

 
 
 
PRACTICE TWENTY-SEVEN, BREATHING 
 
BE STILL 
LISTEN TO YOUR BREATHING. 
FOCUS ON BREATH AS IT ENTERS AND LEAVES YOUR BODY. 

CONSIDER PARTICULARLY THE MOMENT WHERE THE BREATH IN TURNS TO 
BECOME THE BREATH OUT, AND THE MOMENT WHERE THE BREATH OUT 
TURNS TO BECOME THE BREATH IN… 

TAKE TIME 
BE SILENT TO FIND YOUR OWN STILLNESS 
TODAY’S STILLNESS 
THE FOCUS FOR TODAY’S WORK IS MOVING FROM A STATE OF QUIETUDE 
LET QUIETUDE ENTER YOUR BODY AND MOVE FROM THIS SOURCE. 
AS YOU BREATHE-IN, LET QUIETUDE ENTER YOUR WHOLE BODY.   
AS BREATHING-OUT, REST. 
REPEAT. 
REPEAT AS NECESSARY 
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CONTINUE TO BE STILL…  
OCCASIONALLY…life gets eventful… 
YOU MAY WANT TO REMIND YOURSELF TO BREATHE QUIETUDE. 
THE IMAGE BECOMES INTERNALIZED AND IS YOU 

YOUR BECOME THE BREATHING IN QUIETUDE  

AND THE BREATHING OUT REST 

QUIETUDE IS YOU 
THIS IS THE IMAGE 
QUIETUDE IS YOU 
LET YOUR WHOLE BEING SUBMIT TO THE TEACHING OF QUIETUDE 
…IN BOTH STILLNESS AND MOVEMENT 
 
AS MOVING, TAKE QUIETUDE WITH YOU… 

 

 

 

 

PRACTICE TWENTY-EIGHT 

DANCE ON A HILL 
Prepare by remembering a beautiful hill you have visited, seen in a photo, or 
movie—a place that is magical for you.    

See yourself there— 
As on your hill 
Moving downward freely, like the wind... 

Enter these states: 

¥ light as a breeze 
¥ heavy as a storm 
¥ harsh as beach sand blowing 
¥ gentle as mist settles on grass 
¥ spiral like a tornado 
¥ other? 

End “at the bottom of the hill, at rest...” 

Remember, and in stillness, enrich your experience with fantasy... 
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PRACTICE TWENTY - NINE, BECOMING WHAT YOU SEE  

Collect movement, in class, or on the street, from 
anywhere...  

Then, in the studio, with a group of people: 

Each person becomes what s/he “saw” in the movement collection so that the 
images that came into her/his eyes, pour through their bodies.  Be still within 
the process, and then move again, continually searching for different 
manifestations of the sources.   

(Still movement is the reflection of the moving image paused significantly.) 

Capture stillness from what another person is doing and develop your own 
movement context from that stillness.   

Remember:  Stillness is a reflection of movement paused significantly... 

Challenge each other by creating movement that is difficult to “catch” in 
stillness. 

Ex:  Catch a difficult sequence from someone else by ‘shadowing’ the 
movement and then using it as a source for improvisation 

Catch an off-balance movement—for example, catch the exact moment where 
the toes and balls of the feet meet the floor after a jump.  

Keep the form continually growing, like an art collection. “Clean up” the 
collection occasionally.   

Decide if the group members want to perform their work, and then, if they do 
want to perform, invite a select audience of friends to share your process.  
This could be a very interesting and intimate performance. 

 

 

 

 

PRACTICE THIRTY, 

IF YOUR BONES ARE MADE OF… 
Part One: warm-up 

From the anatomical rest position, memorize a “string of images” 

Roll, stretch, explore your body in free moving, to prepare.   

 

Then, consider:  



 126 

Bone of air 

 
Bone of snow 
 
Bird bone 
 
South bone 
 
Thinking bone 
 
Sleeping bone 
 
 

Be encouraged to stay with any of the images as long as desired and travel 
your own independent journey as desired.  Then refer to them quickly, 
one after the other in fast sequence... 

Create a zone of movement you can enter and leave for each of your images.                                       

 

Then,  

Make bones of leaves and apply the wind 

Make bones of snow and apply sunshine 

 

Combine parts One and Two in a composition that changes each time it is 
performed, but has some constancy through shared resources.  

 

 

PRACTICE THIRTY - ONE, (continuation)  

IF YOUR BONES ARE MADE OF...  

If your bones are made of gold, apply fireÉ  

If your bones are made of rock, apply waterÉ  

If your bones are made of clouds, apply sunshineÉ  

If your bones are made of paper, apply wordsÉ  

If your bones are made of light, apply heatÉ  

How do the images affect the way you use your boney structure?   
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…and experience movement? 

Dance your own way of seeing your bones… 

 

 

How Does Stillness Function in the Creative Process with 
Images? 
First of all, it’s not only body stillness, but thoughtful stillness. 

Comfortable-quiet-calm-empty stillness… 

Stillness fulfills the personal need for “natural” participation and “right” 
proportion with the creative sphere of highest essence. 

Body Stillness… 
Thoughtful stillness… 
Comfortable, calm, quiet, non-striving, empty stillness… 

Exercise:  be still for twenty minutes in the anatomical rest position.   

Listen to your breathing 
Let the stillness have you 

Enter a quietude of nature that exists everywhere under all the complexity 
that usually occupies the mind.   

Let go of all concern and become entirely and only the completion and 
partner of stillness.  Then you will discover a new perspective, a new world, 
that has always been there, previously un-noticed, but readily available.  This 
world of proximity contains natural resources of awareness and 
understanding.   

The essential link between dance making and stillness is profound and 
ancient, with movement-leading-to-trance being part of most early cultures.  
Tribal feeling is generated today among young people as they dance to 
repeated rhythms, losing identity in the shared “beat.”  Stillness is one way 
that we escape the material world through dance experiences today. Many 
people world wide know how to use herbal and chemical substances to reach 
a transcendent state…this approach is, yes, possible and quite easy, but does 
not last, as it is artificially induced using chemical agents that alter brain and 
body function.  A better, safer and just as effective choice is to alter mind state 
through stillness.  As you rest in stillness, your body/mind achieves 
proportion as it would do in a very primitive, integrated state of awareness.  
Nature joins with body to speak a new language, offering a new perspective.  
It takes time.  It’s a self-training, and the rewards are enormous. 

Eventually, body chemistry changes, muscles relax, breathing becomes 
slow…the body becomes so relaxed that there can be gaps between breaths.  
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“Waking” from Release is a steady process, as after quieting the mind and 
altering your brain waves, you feel very relaxed and you have a different 
perspective on reality. Access to inner reality through stillness is a gift if you 
are able to accept it...   

 

 

BREATH WITH ACTION 

WHEN we move, the breath is engaged directly with action, 
because the body demands oxygen in direct proportion to its 
needs.   

One sees that it is possible to inhibit breathing when dancing, 
and this is always unfortunate, because it does limit the 
performer’s ability, both in the specific execution of 
movement and in the overall expression of movement. It’s 
very important to breathe well in the study, practice and 
performance of dance.                                

                                                                                                                     
 
 
PRACTICE THIRTY-TWO 
THE SEA 
 
EYES CLOSED 
REST POSITION 
CONTACT ETERNITY 
PAUSE… 

…AS THE ASSOCIATIONS AND MEMORIES OF YOUR PRESENCE NEAR A 
LARGE BODY OF WATER LET IMAGES BRING YOU INTO MOVEMENT.  

…AS YOU BEGIN TO MOVE IN ANY DIRECTION, BECOME A WAVE. 

FIND OUT: 

WHAT DOES THE SPARKLE OF SUNLIGHT ON MOVING WATER BRING TO 
YOUR MOVEMENT VOCABULARY? 

WHAT DOES THE HEAVY MIST OVER THE LAKE AT DAWN BRING TO YOUR 
MOVEMENT VOCABULARY? 

HOW ABOUT LOOKING CLOSELY AT A WEED IN THE WATER? 

OR AT THE NEARLY INVISIBLE CLUSTER OF SMALL JELLY FISH? 
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OR AT THE RIPPLES OF SAND REMEMBERED FROM YOUR EXPERIENCE AT 
THE WATER’S EDGE… 

HAVE YOUR OWN IDEAS, REMEMBERED AND INVENTED, THROUGH ACTIVE 
IMAGINATION AT THE WATER’S EDGE.  BRING YOUR IMAGES INTO 
MOVEMENT. 

WITH REPETITION YOU MAY WISH TO PERFORM THIS “IMPROVISED” OR 
“SET.” 

 

 

TWO PARTS TO THE STUDY OF IMAGES 
These images come from body-mind study immersed in anatomical 
information, or short descriptions of life’s experience. They are converted to 
simple, direct statements that become part of body thought and form a 
coalesced focus that signifies beyond the words alone. 

There are two parts to the study of images: 

1. The consideration of information about the body/mind, and about the 
world, and 

2. The process of participation with an image  

The study unfolds and is transformed into movement content for personal 
development and performance.   

The ÒstudyÓ could also be called a Òplayful game,Ó as it 
takes a leap of the imagination to overcome ordinary 
relationships with words and imagery, and to be able to 
embody imagery, transcend meaning, and enter a world of 
fascination wi th what may be associative to meaning Ñ and 
enter this Òfor real.Ó   

 

 

FROM WHERE DO RELEASE IMAGES COME?  

ALL VERBAL IMAGERY COMES ABOUT THROUGH THE 
CONVERSION OF EXPERIENCE INTO LANGUAGE:   

...FROM WHAT YOU ARE AWARE OF SEEING AND SENSING… 
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VISUAL IMAGES COME ABOUT THROUGH THE CONVERSION OF VISUAL 
EXPERIENCE INTO LANGUAGE: ALSO FROM WHAT YOU ARE AWARE OF 
SEEING AND SENSING… 

 

WHERE DO ANATOMICAL IMAGES COME FROM?  THESE COME FROM 
STUDY OF ANATOMICAL FORMATION WITHIN THE BODY, AND THEN, 
AFTER CAREFUL OBSERVATION THE CREATION OF BODY POETRY 
EXPRESSED IN LANGUAGE PRODUCES AN ANATOMICAL IMAGE. 

 

WHAT TYPES OF IMAGES APPEAL TO EACH INDIVIDUAL? 

When you make images yourself, you are a poet and a dreamer, creating from 
your own experience and communicating something of your essence. 

 
 
 
PRACTICE THIRTY-THREE 
“From Standing,”  
 
From standing, be still, 
See yourself lying down. 

Gradually, as the picture of yourself lying down becomes so strong that it is 
more vivid for you than the picture you experience standing, move into the 
picture of yourself lying down. 

Then practice reversing the process. 

Lying down, see yourself standing and when that image is so strong that it 
demands you to stand,  

Stand in the image of yourself standing. 

Notice the difference in ease as you go with the pull of gravity to lie down and 
then as you go against gravity to stand. 

(Either of these may be easier for you.) 

 

 

HOW DO MOVEMENT IMAGES WORK?  
An image is a mental picture.   

Images may apply to the body and may be stimulated from the body’s forms, 
features, perceptions or activities.  Images are stored as language so they can 
be shared verbally as well as visually through shared imagery.  From this 
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sharing of imagery, the thought of “Body Poetry” develops.  “Body Poetry” is 
language that when used well resonates as poetic experience and 
communicative transference of imagery.  Resonant body poetry makes the 
poetic expansion of consciousness possible. 

 

 

SIX WAYS TO USE MOVEMENT IMAGES 
1. The image affects body alignment 
2. The image causes movement in the body parts to which it applies as 

anatomical study, extending to a physical realm 
3. The image leads the exploration of movement 
4. The image affects the whole body 
5. The image extends to a sensory realm 
6. The image extends to a metaphysical zone of awareness 

Some images apply to all these zones, for example, the Center Line… 

¥ This line affects bodily alignment through center 
¥ It becomes a focus for economical movement by relating all movement 

back to the spine. 
¥ It serves as a leader for movement exploration especially during the loss 

of balance. 
¥ It extends length throughout the whole body, contributing to continuity of 

movement, and supports a mental shift to focus attention. 
¥ It leads to enhanced sensory and kinetic awareness and being. 

The Line approximates the central vertical axis when in stillness or moving. 
Conscious physical Center(ing) is:  

...balancing all parts of the body round the central vertical axis with as little 
tension as necessary to keep greatest length, that contributes to both: 
sensorial recognition and philosophical resonance in the body.  This is 
possible to do in stillness as well as movement. 

 

In addition, the center line informs all activity on a metaphysical level, 
bringing about the “greater perspective” and “balanced living and moving.” 

How to work:  Be generous with yourself and your images. 

                          Work with whole body, whole being. 

                          Work with integrity 
                           
                           
Allow for complete focus and balanced mind. 
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PRACTICE THIRTY-FOUR 

S(he) WALKS 

ONE:  Walking may be considered as a weight transfer:   

Falling forward 
Femur rolling in one hip socket 

Weight shifts diagonally forward through pelvis from one hip socket and then 
to another. 

Repeating this… 
Falling, Rolling in hip socket, 
Transferring weight 

TWO:  Walking may be considered as a fall and recovery on each step: 

Slow fall, 

Fast reflex as foot moves to catch weight 

Fluid weight transfer between feet 

Multi-directional awareness  

Active support, as you pass over the standing, weighted leg 

Balance for a very short moment—balance is reached as you pass over the 
weighted leg 

THREE:  Walking may lead into exploration: 

Slow fall, fast catch weight 
Fast fall, slow catch weight 
Fluid weight transfer 
 
FOUR:  Multi-directional awareness of walking may lead to other physical 

opportunities for traveling on two legs. 

Now take these qualities into other movements: 

¥ slow fall 
¥ fast catch weight 
¥ fluid weight transfer 
¥ multi-directional awareness leading to physical opportunities 
¥ support to balance. 

This exploration may take any form, including entering the floor or traveling 
fast through space, with varied rhythms. 

Find and Follow. 

 



 133 

 

 

 

PRACTICE THIRTY-FIVE 

S(HE) WALKS 2 
She walks, 

Stops, 
Brings fingers together, 
Sits, 
Stands, 
Looks up 
Brings hand together behind her back (continued) 

Repeat the form with different gestural manifestations based on thoughtful 
choices of emotional states. 

Explore timing of gestures.  As you exaggerate or withhold gestures this may 
become surprising or humorous. 

 

 
 
 
MAKING IMAGES REAL/MAKING REAL IMAGES 
Expectations! 
You become what you think you are. 

Each person moves toward his own expectations.  There is no way to trick 
yourself.  Each person is capable of what s/he truly and realistically believes 
for her/himself. 

I like to think of my great teacher, Barbara Clark, who had polio as a child and 
was judged “never be capable of walking.”  She was put to bed, and left on 
her own most of the time.  But, she “imaged” herself walking, and eventually 
was able to walk round her bed, holding on.  She did this in secret.  Eventually 
she was discovered, and of course her family was delighted.  She learned to 
walk beautifully, though always with a studied and flowing gait.   

 

And she learned to drive horses, which was a huge accomplishment, and 
entirely necessary for her to leave the family farm in Vermont, study, and 
become a registered nurse.  
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She devoted herself to healing people who were thought to be unable to 
recover. Quite naturally, her success rate was somewhat low, but her 
Christian Scientist faith supported her to universal helpfulness.   

 

As Barbara “floated” through the streets of New York City, in her late 
seventies, she looked more like a retired fitness expert than a seventy-year- 
old woman, who was once expected to never walk.  I knew her as a movement 
teacher with a huge talent for creating anatomical imagery.  Barbara 
influenced many movement teachers, including Pamela Matt who has written a 
wonderful book about Barbara’s work, “A Kinesthetic Legacy.” Information 
available online, google:  A Kinesthetic Legacy, Pamela Matt  

Never was there a person whose life testified more to the power of positive 
imagery than Barbara Clark.   

 

 

 

PRACTICE THIRTY-SIX 

IF YOUR BONES ARE MADE OF… 

If your bones are made of wood, apply fire 

If your bones are made of water, apply heat 

If your bones are made of air apply cold 

If your bones are made of grass apply water 

If your bones are made of light apply direction 

If your bones are made of string, apply curves 

If your bones are made of earth, apply light 

If your bones are made of fire, apply cold 

If your bones are made of metal, apply heat 

Finally, return to the primary experience: your bones are 
made of bone, and proceed to walk easily and naturally…. 
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HOW DOES STILLNESS FUNCTION IN THE CREATIVE 
PROCESS WITH IMAGERY? 

Stillness is the source for restful, meditative, mind processes, and 
in dance stillness is the root of all moving.  Everything that is done 
is done in the context of relationship…that is how we know 
anything…through comparison and seeing the difference between 
one thing and another.  Stillness is the great comparative point 
along with the great friend of Stillness, Emptiness. Between these 
two we have the absolute of No-thing.   

Imagine “No-thing in Emptiness.” 

And then imagine the opposite: 

 
“Everything in Fullness” 

Both are almost un-imaginable, but, by thinking of these, we 
understand that “complexity and fullness” and “lack of complexity 
and emptiness” are the two main compositional polarities that we 
move between, when we construct form in art and dance. 

Consider…. 

 

 

 

BREATHE WITH ACTION 
The breath provides a rhythm within the body to renew the thoughtful image.  
This prevents image decay that can occur when an image is made repeatedly. 

Proper use of breathing, when performing dance, can make performance 
come to life. 

No amount of work with dance can excel without proper breathing. 

On a larger scale, in composition, let the perceiver of imagery breathe also.  
In following the flow and density of imagery, direct emotions. 

The “Flow” and “Density” of imagery coming across to audience members is 
largely responsible for the reception, meaningfulness and richness of 
communication for any performance work; and this depends on “Breath.” 
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WHY MAY ONE WANT TO USE PROCESSES AND IMAGES FOR 
DANCE CHOREOGRAPHY? 
 Stage performance is always exciting, because of the actual risk involved in 
performing in front of an audience.  Subtle challenges always come up.  Even 
when a dancer performs a well known choreography that is meant to occur 
the same, conveying the same messages, designs and content every time it is 
done, there are subtle nuances of feeling and small differences that come 
about and make each performance unique.  Very sensitive and intelligent 
performers weave these into the fabric of the piece.  There are some 
performers, however, who love the challenge of making decisions live on 
stage in front of the audience.  And there are some choreographers who love 
to set up performance so that this challenge is included in the work.   

The author of this book is one of those persons who loves both, the 
communication values of set choreography, and the challenges of live 
decision making on the stage. Mary has performed primarily as a soloist but 
also with group works extensively throughout her life, and so, has researched 
the possible frameworks for live decision making within performances that 
include process based work, but that have Holding Forms (concept MOD) that 
lead to assured communication.  Her research has evolved to necessitate the 
creation of several interesting concepts: The Holding Form, Open Form 
Composition,(MOD) and Responsible Anarchy, (concept MOD) among them.  
These forms developed from the processes that are included in this book.  

Having great respect for- and interest in- completely set choreography, as 
well as an adventurous streak that has made her career very lively, Mary has 
continued to break the norms of theatrical creation. Mary’s processes 
included here have all been explored in professional contexts, and indeed 
come directly from her notes.  

The other great motivating interest that Mary has had in her work, is to reveal 
each person as a soloist, doing what they can do best, and being transparent 
to the designs of her choreographic intentions.  Through process based work 
the dancers show themselves to be on stage as multi-faceted as they are in 
real life. They bring the rich interior of feeling and sensation to visible 
communication.  Dancers work, then, from individual inspiration, along lines 
of meaning outlined and directed by the choreographer.  They work in a 
surround that Mary calls Responsible Anarchy, where each person is 
responsible for the forward movement of the meaning/transmission of the 
piece, and at the same time has the possibility for continually evolving new 
considerations and potentials.  This work references to all of the demands of 
set movement composition, and, also to all the demands of improvisation. 
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DANCES FOR HUMANITY   

BEING BEST 
Dancers desire to be the best.  But what is BEST?  You can’t make your legs 
longer/shorter or your shoulders smaller/broader.  But everybody is beautiful 
when well trained.  Natural heredity then shines out of the individual and 
he/she is beautiful to see, as someone who knows who they are: not obsessed 
with eating or not eating, exercise or not exercise, or positive/negative self-
image. 

Entertain Desire! Desire is good!  It keeps us change and develop.  We try 
harder, get farther, do more for others through Desire.  However, placing too 
much trust in Desire meets with extravagance.  It provides lots of thrilling 
moments, but these need to be evaluated, and sometimes, thrilling 
encounters have dire results. 

To find out where your desire is leading, just run your thoughts to the possible 
end results of your desires, and think, “Is it really worth the risk?”  Then, 
exercise “caution” or “abandon,” depending on good judgment.  Slow down 
desire if you feel your heart pounding, and realize:  There’s no rush. The best 
may come last and endure forever. 

STUMBLED UPON GREENERY#6 

 


