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Somaticwork with musdans, ingpired by Body-Mind Centering

by Galabinalvanova

About 7 yearsago, a er alongorchesra peformance, | was
lyingin thebathtubwith back pain, browsngthrough aYoga
magazine In it, awdl-known Yogateacher described her ex-
periences with Body-Mind Centering and Yoga. T e next
day | told afriend about it, enthudagtic about how enriching
it would beif muddanshad accessto thiskind of teaching.
Asaprofessond dancer heknew BMC and exdamed, “Yes
everyone should do that every day!” By tha evening he had
forwarded methelink to the one-year advanced training a
the Tanzfabrik Belin.

Asamusdan | have dwaysdrived for acregtive goproach
to my physcd and psychologicd obgades A purdy me
chanicd practicewasnever enough for me Fird, because -
ter takingabregk for morethan 10 years(age24-34), | need-
ed omethingthat would hdp meachievethe desred reults
more & ectivey. Second, because my mind and sdf-percep-
tion did not follow & the same geed. | Sruggled with my
trembling right arm: & amog every audition | log control
of thebow. | knew it wasnot dueto norma sagefright but
did not underdand the cause or the paitern. No meditation,
no coach, no exercise seamed to hdp. So | darted ssarching
through my own combination of Yoga, meditation, analyss
and subtle body avareness Snce then, beginning with my
training in 2014, Body-Mind Centering gave me a frane-
work and aresearch tool. And, in 2020 | began training to
become aSomatic Movement Educator.
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T ededreto share my work with mudciansarose when |
hdped acdlig preparefor hisauditionsin 2014. Initidly he
asked me smply to pretend to bethejury, but then | asked
him afew quegions and we ended up exploring his sound,
hisideaof musc, and ablockage of hisright shoulder. We
then began to work frequently together, but | could sdom
put my f nger on why | wastrying a particular gpproach or
the reasons why it worked. My experience with coaching
mysdf and my ability to observe and analyze a dose range
enabled meto hdp my friend ref nehistechnique

T efocusin musceducation isusudly on perfect megtery
of the ingrument. T e body-mind regponse to the cons
quent gress of this demand can be gif ness poor pogure,
pain, and gagefright. T erearesomemusc univergtiestha
provide Alexander Technique, Feldenkrais and Yoga, but
missngistheideatha movement avarenessisfundamentd
to both artigic devdopment and generd snse of wdl-be-
ing. T isomisson isreinforced by thefact that body work is
trested asasgparaesubject from ingrumentd lesons Inmy
view, ingrumenta and somatic training should form a unit
from the very beginning. For dancers actors and sngers it
seems Hf-evident tha body and voice are the intringc in-
grument, and tha magery can only be achieved through a
<killed use (i.e, knowledge) of thebody. With indrumentd-
igs the practiceismore cerebra, reduced to rote, repetitive
movements—perhapsbecausewe hold an ingrument that is
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sparae from usand only in rare moments ssemsto merge
with usaspart of our body. But it isthemusican who plays
not theingrument! T eingrument issmply an gppropriate
object that isbrought into vibration by theinner and outer,
mentad and physcad movements of the mudcian, and thus
a0 showsin wha individud way the body, ingrument, and
psycheform aunity. | work with mudciansto explore when
thisunity isout of baance and how it can be brought back
into baance

ExcerptsHom aCoaching Sesson

An oboig wanted to play again & e not having touched
the oboe for years During her gudies she began to experi-
encefearstha & ected every agpect of her life and eventu-
aly made playingimpossble She congantly inhded far too
much ar and then experienced a choking sensttion asif be-
inggrangled. She do experienced her wof padaeasunable
tocontaintheair pressureneeded to direct wind through the
reed. Indead, air wasdiverted down her throa and up into
thenasa cand, causngahissngsound.

When | asked her if shecould dso remember rdaxed mo-
mentsduringthisphase of her life, independently from play-
ing the oboe, she replied: “Only when egting. Mogly done
or with avery few ecid people” Given that egtinginvolves
enjoyable movements of chewing and swalowing followed
by ingegting, while playing the oboe israther gaicin com-
parison and is“projecting” her inner world to the outdde |
aked mysdf afew quegionsto explore during the coaching
L[on.

* How are her mustles digposed—for enjoyment or for
playingtheoboe?

* Which way doesshechannd theair?Can it emergecom-
pletdy and fredy?

¢ |sthechokingfeding morelikey to occur when bregth-
ingin or out?

* Isthe nervous sygem aubjected to physologicd dress
because he over-compresesthebreeth in her ches and thus
triggersthe sympathetic nerves?

| proposed tha we have lunch and that way, | can sharein
an attivity she expressed asrdaxingto do. | observethat she
hasadgrong snse of control and ispossbly even “pogured”
in manner. Her upper lip ssemsf rm, held, which only rdaxes
alittle on the second day. When in didogue, she of ersfre-
guent exdamationssuch as “True!” “You'reright.” “Exactly!”
Sheispoliteand supportiveof my opinions but revedsnoth-
ingabout herdf.

Gl : Can you play jug oneor two notes?

Sheplaysand immediatdy comments judges and bdittlesher
pefarmance

GIl: When did you adjust your musdlesto play?
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Client: BEven before | took the oboe into my hands about
two gepsin front of thecasa.

Gl: Okay, go back afew geps gpproach the oboeg and ob-
srvea wha point your musdestense up in anticipation of
playing.

T eawarenesd theprossssalready ssamstomakea dif eence

GIl: Now wak avay from the oboe until you are completdy
comfortable

Shegosstotheathe end of theroom and lodksin the gpposte
diregion.
Gl: Takevery dow gepstowardsthe oboeand tdl mewha
you fed?

Client: Tenson, not being good enough, uncertainty, pres
re.

| interrupt and e ha movef edy, tdl he tojug fdlow her
impulsss T efrd thing sedoesisto st doamn and gvein to
what iswe ghingher doawn.

Client: Yes I'll jud let it dl happen.

| 1 he remain lyingdown and giveher an organ toudh on her
lungs I'd liketo gve her the chanaeto fed that there may be
ahe snstionsin he dhet and that hean acesvariousfed-
ingsand thusdoesn't haveto be ovarwhdmed by the presure
Af ewardsl I he doalittle‘lung danag to thesound of the
a3, dill unaureif all thisisna toodired and toofad. But deis
already movingin alighter and livdier fagion.

| naticethat he hddshe hauldesvery rigdly and explain
theanatamy of her shoulder grdlethrough piduresand abone
tradngseson. T en | le he visualize her breathing within
her shoulder blades For thef ra timel sseher breathewith her
et moving f edy. Amazed by this expariene $e wantsto
play again and anatural, liberated sound comesaut.

Client: T isisthefrd timein yearstha my sound could
f owwithout fdtering.

On the ssoond day we undertake some expariments with the
breath. What isit likewhen hebreathesintoher chet, whichis
whereheusually breathesunder gress?How doesshefed when
debresthesintothelowe abdomen, asher teache wanted her
td?Breathingin thelower abdomen ssamstoofar down, o1 ¢it
her totry and foousaon breasthingintothesdar plexus now she
fedscamand in good aontadt with herdf.

Pogtureand Fine Tuning

How to manage physca pogureaswdl asinner atitude?
T isquegtion deeminesdl othe agpectsof musc-mak-
ing: sound, bregth, technique, pain prevention, and $age
fright arerdaedtoit. Of en musdansarelookingfor the
perfect technique and indgt upon conforming to “d’ one
and only correct pogure Professondsbegin ther training
aschildren, sotheir postureiscopied, of en even imposed
on them by teachers and other role modds It is hardly

45



ever organicaly formed through playful engagement with
onesown anatomy. In addition, thereisatendon dueto
the apiraion to reech perfection. So dready, & ayoung
age, muscdanscomplain about pain and suf er injuries

Whenworkingwith musdansit thereforeisfundamen-
td for them to have concrete exparience that posureand
dignment are never gatic, and wha was good yesterday
may no longer servetoday. T isisachieved more quickly
without theingrument asit isimportant to connect with
onesown body in rdation to earth and gpace, before con-
necting with the ingrument. Aswith tuning the ingru-
ment, the task of kegping ones body percgption fresh is
keytof netuningbeforeeach concert and practicesesson.

WEIGHT: Whileholding ther ingrument muscians
tend to keep moreweght of the ground than necessary.
Smply lying down, without having to do anything, and
feding the contact of the body with the ground works
mirades in onées Hf-perception with the ingrument.
At the gart | like to make a journey adong the skeeton
while lying down and gradudly let the bonessnk to the
earth through dl the of tisue T enext sep isfor the
dient to pick up her ingrument whilelyingdown and per-
hapseven play afew notes Playinga ahorizonta postion
isan unfamiliar but rdaxing feding for mog musdans
T en we might move on to sof movementsinitiated in
the gpine and visudizing the ams and legs hanging as if
ugended fromit. T ere are plenty of thingsto try out
with thegineand thusbecomeawvare of onescenter: pa-
pating while lying down, wriggling to fed the vertebrag,
curlingup and uncurling.

SUPPORT: Af & increasing the feding of weght a
little more, the quettion of en arisss asto how weight is
digributed in the body, i.e, how will it ‘fal’ from top to
bottom as fredy as posible, regardless of our podtion
and whether weareholding an ingrument. T equegion
“How do | hold mysdf ?' then changesinto “What gives
me support? And, connected with this “How do | hold
theingrument.” T efedingof beingsupportedisgrongly
linked to the feding of connection. By exploring various
inner connections, muscansbecomeawvaretha support-
ingthemsdvestoo activey by musdepower and according
toright-wrongconceptsismorelikecramping, and results
into hypertonicity, gif movements anothered sound,
unfreebregth, and pain.

CONNECTION: One of my favorite exercises from
AndreaOlsnt illugraesthreesatsof bones(cacaneus st
bones and occipitd bone) that determineareasof feding
in our backs | liketo add the shoulder blades Working
with this exercise, musdans begin to fed the weight of
the pevisand theway in which it givessupport. Asare-
alt thebdly fedssof er and thebregth f owsmorefredy.

Sring playersfed ‘doser to the gring' and better in con-
tact. Awarenessof theback of theskull makesgrippingthe
ingrument eeser and yet gable T isdl reultsin afuller,
more three-dimensona feding in the body, which can
degpen and enrich theingrumentd sound.

EXPLORING SUPPORT THROUGH CON-
NECTIONS: We of en play “In how many ways can |
dand up? T isisabout observing and gaining fresh ex-
periences of movement in the body. Hereisan example:
“Lying on your back, turn onto your Sde, one arm under
your heed, the other supported in front of your ched.
Exert pressure with your upper hand and observe wha
hagopens. [T e upper body rolls backwards legs follow]
Repeat themovement, but braceyour back againg it. Can
you initiate movement by putting pressure on the edge of
thefoot resingon thef oor?T isgivesajerk tothehand,
which can then support you.” Experimentingwith various
ways of making a movement letsin a bregth of fresh ar
and enrichestherange of movement by drawingatention
to unfamiliar body parts and movements. T isgpproach
trains openness and f exibility, and practicing an ingru-
ment becomescondant ressarch into waysof meetingvar-
iousrequirements T eexerdsesareonly gepping gones
not generd principlesor an invarigbly vaid technique

EFFORTLESSNESS. Sring and wind players use too
much musde power in theway they hold therr ingruments
and aerady avare of thar inner architecture With them,
| congantly explore how much € ort isredly nesded, and it
isvery hdpful to work with theskdetd system. Holdingthe
ingrument from the bonesisdmog € ortless the pogure
becomesrdaxed and f nemotor killseres free It isaggnif-
icant discovery for musdanstha more pamesbility in the
inner gructureswill not leed to acollgpsea dl, and that they
do not need forceto hold themsdvestogethe. Indeed, the
upport that comesfrom an avareness of the vesd fressup
movement and bregth, which can beussd & dentlyto meat
chdlengesand foger aregtivity.

LUNGS: With high gring playerstheingrument rests
on theched, and 0 | likeworkingwith thelungs We ex-
plore the following quegions Doesthe indrument snk
into thelungsso that it iscompressed, doesit smply f oa
abovethemwithout makingcontact, or can it even be‘“re-
caved” whilethelungsremain diveand serve asaaupple
support? Which combinaions are posible? Awareness
of thelungsand heart isdirectly ref ected in posureand
sound: rdaxed tone, graceful posture, and awarm sound
aetherexlt. T ishasan & ect on charigna, Hf-avare-
ness and presence.

HANDS: Connections d<o play an immense role in
f nemotor kills T us| discovered that the visudization
of the extensor digitorum hoods, which connect the f n-

1 Olsn, Andrea: T ePlaced Danae A SomaticGuidetoDandngand DaneMakingp. 27. Middleton, CT: Wedeyan Univers-

ty Press 2014.
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gerswith the metacarpus, leadsto arich yet predise con-
tact with the gring without the musidian gripping too
tightly, which otherwise of en happensin chdlenging or
emotiondly intense mudca passages T e avareness of
the unity between thumb, index, and middle f nger and
ther connection to theinner edge of the shoulder blade,
aswdl astheunity between ringand littlef nger and ther
connection to the outer edge of the shoulder blade, sup-
ports movements tha are focused and yet swing fredy.
For example, in passsgeswhere overdretching of thelittle
f nger of thelef hand isnecessary, it issupportiveto acti-
vatetheouter lower edgeof theshoulder blade

THEBAS C NEUROCELLULARPATTERNST e
BMC prindplesof movament arerdevant not only for big-
ga movementsbut d<o for f nemotor <kills In termsof grip
and technicd gability, yidd before reach and push is essn-
tid. It mekesahugedif erenceto beconsdiousof wherepres:
aurecan beessd from thehand, thearm or thewhole body
prior todif cult podtion changesandruns T iscan bedone
in variousways but ill hasto do with acogptingweght. For
example, gring players can dlow the non-playing f ngers of
theld hand to rdax towardsthef ngerboard, rdeasng the
rest of thehand and dlowingtheplayingf ngersto movefag-
a andmoreef dently.

ENERGY AND FLOW: It isd0 of great vdueto ex
plorethe placewhere movementsoriginate, how theimpuls
estrave further and which part of thebody def nesthedirec-
tion. Duringthe sroking movement of agring player’sright
am, the source of the motor may be in the shoulder blade
and thedirection of the movement ismarked by thelines of
thearm bones A very dif erent option isto let theimpulse
aisefrom thecontact with thebow, i.e, in thef ngers It isa
cyde: theplayer producesasound, theingrument reectstoit
and, fedingitsvibrations sherepondsto them. It freesthe
movement to imagine that the bow moves by itsdf and the
ammerdyguidesit alittle Fingers wrig, arm, shoulder, and
inethen follow asanaturd reection.

SPACE: You of en hear teachers say: “You need to rdax
herel” But afakeor imposed rdaxation only leadsto further
imbaances Wha we can do isto actively foder opennes
ace, and a feding of sfety, which are an essntia bads
for rdaxation. T a iswhy | of en work with gpace. Usudly,
mentd gressduringdif cult technica passagesisref ectedin
the body; it contracts and tightens. While practicing these
passages musdans can f nd waysto dlow themsdves more
inner and outer gpace. When body and mind fed & easewith
thedemands rdaxation follows Wecan condder optionsfor
cregling acein thejoints length in thebonesand musdes
and f ow in the movementsaready during warm-up, before
themind isexposed to technica chalenges

Inner imagesarevery hdpful in supportinginner gpace Vi-
wudizing theweight being tranamitted to the earth through
the center of the jointsisone of them. Wef rd explore ev-
eryday movementswith the large bones of the body before
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tranderringthesensation into thef nemotor movements In
thesameway, visudizingthelength of themetacarpasreax-
esthehand. (Mog peoplearenot avareof theactud length
and egimaeit to bemuch shorter). Another way to open up
gaceisto focuson the middle or outdde contoursor imag-
ined inner linesof thebody and limbs But therearedso ex-
ternd gpacestha we can expand: for example, between the
pamsof thehandsand theingrument or between theindi-
vidud f ngers

BODY SYTEMS: Workingwith thevariousbody sysems
isof great interes for musdansin termsof mageringtechni-
cd dif culties freeingthemovementsand shapingthesound
and movements according to the artigtic intention. For ex-
ample, initiating playing movementsin the bonesmogly re-
alltsin lightnessand dear sound; theoverdl fedingisoneof
openness compactness and focus To makethe sound fuller,
it ishelpful to add thevisudization of theblood-f lled living
bones and the f esh around them. If gring players percave
the bow as an extenson of ther forearm bone, movement
becomesf uent and quick gringchangesareachieved techni-
cdly smoother through thevisudization of theulnaand the
radiusarticulaingagaing each other.

CONCLUSON: In my work with mudcians weredize
timeand again that thereisno techniquetha dwayscarries
T ework isthereforeamutua seerch for released movement,
esse and & the same time more gable technique, and the
desred snsstions T e focusis open and process-oriented.
Body-Mind Centering has of en been a degp source of in-
giration for me T e exploraion of ones own anaomicd
dructures and the underdanding of podure and playing
movements have a postive inf uence on muscdians sound,
sdf-conf dence, well-being, and gage presence.

It isdwaysamater of evauaing dosmess and digance,
adjuging the focus f nding gpace(s) and new options and
abovedl, addressingthequegions how do webet takecare
of oursdves wheredo wefed sfe, and how do weaccesstha
gaceand day there?T esearethemain isuesthat guidemy
work with mugcdians ¢
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