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Abstract

Cello playing requires an integrated use of the mind and body in order to effectively
express through the instrument. Given that the field of somatic practices provides different
approaches for cultivating mind and body awareness, the disciplines within this field offer
valuable perspectives for cello playing and teaching. Several somatic disciplines are explored
and practically adapted for cello playing. Through the principles of the Alexander Technique
and Feldenkrais Method, cellists learn to identify and change their habits, instituting the means
for real change and growth. Through Ideokinesis, cellists can break away from desensitized
playing by using their imagination to restructure their posture and enliven their musical
conception. Laban Movement Analysis and the Bartenieff Fundamentals provide cellists with
greater acuity in body perception. A new perspective on the six body connectivities developed
by Irmgard Bartenieff makes them relevant for the physical approach one takes with the cello
and Laban's theories of body, shape, and space can give cellists a heightened perception of the
way their bodies move through a movement vocabulary and grammar. Laban's theory of effort
is explored in greater depth for its ability to create characters through the corporeal sensations of
the body. By exploring and adapting each discipline to suit the needs of cellists, this document
makes the benefits of somatic practices accessible and relevant. Additionally, there are practical
applications and exercises from each of the somatic disciplines in the appendices. Taken
together, these appendices serve as a somatic method book for cellists. By employing methods
and principles of somatic practices, cellists can cultivate greater awareness and control their
mind and body allowing them perform and teach with greater integrity and more relevant
expression.
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Preface
This document explores the relationship of somatic practices and what they can offer to
cello playing and teaching. The goal is to provide greater awareness of some of the practices that
exist and how these can be useful to cellists and cello teachers. Throughout, the somatic
practices are offered in their original form and then given slight alterations in order to make them
practical and relevant for cellists. This document is not prescriptive, nor does it offer a cure or
fix; the goal is to provide a new perspective and a new set of tools with which to approach
playing and teaching.
The Introduction gives an overview of the field of somatics: its definition, history, and
the application of somatic practices to other disciplines. It also provides a brief look into several
cello treatises and how they reflect the work of somatic practices. It concludes with some
considerations of how somatics might be employed in cello playing and teaching.
Chapter I, Ability to Change: the Alexander Technique and Feldenkrais Method explores
ways of changing habits, thereby building trust that it is possible to learn in new ways and grow.
Chapter II, Imagining the Body: Ideokinesis presents a method of using the mind's
imaginative abilities to alter the body's posture and function. The chapter also briefly covers
mental imagery in the service of musical intent.
Chapter IV, Perceiving the Body and the Way it Moves: Laban Movement Analysis and
Bartenieff Fundamentals provides vocabulary for bringing greater awareness to the physical
body and its movement in space.
Chapter V, Inner Intent: Laban's Effort Theory offers ways to strengthen expressive
character through the emotional power of the body.
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The Conclusion offers some perspectives on the connection of the mind and the body and
how this connection can serve the goals of cellists and teachers.
Appendices A, B, C, D, and E correspond with each of the internal chapters (Chapter IV
is divided into two appendices) providing practical applications of the materials in those
chapters. Taken together, these form a method book to help students and teachers apply these
approaches
Appendices F provides some extra information that may be of interest.
Appendix G is a Glossary of terms for the whole document.
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Introduction
Cellists must use their minds and bodies to make and perceive music. The extent to
which a cellist is aware of their body and mind and has voluntary control of them will affect their
ability to voluntarily control the music they create. By exploring and adapting somatic practices
to cello playing and cello teaching, cellists may come to know their bodies and their minds more
fully. In the process they can achieve a more satisfying means of self-expression through music.
The term “somatics” was coined by Thomas Hanna in the 1970s in an attempt to bring
together several practices that had been emerging since the middle of the previous century, each
of which emphasized the first-person experience of the human body. Hanna saw the distinction
of this perspective from the traditional Western medicine third-person view of the body as
critical in defining somatics. “Body and soma are coequal in reality and value, but they are
categorically distinct as observed phenomena. Somatics, then is a field of study dealing with
somatic phenomena: i.e., the human being as experienced by himself from the inside.”1
In western medicine, a doctor must perceive the body from the outside and, through
observation of symptoms based on the workings of its various parts, determine a diagnosis.
There is no way for the medical doctor to experience the body from within, no way for him or
her to perceive internally what is happening and no way for him or her to affect the internal
workings or usage of the body other than to give a prescription or regimen to follow.
Music teachers often find themselves in a similar position. A student plays for them and
they make a diagnosis based on what they see and hear. There is no way for them to know what
is happening inside the student, their feelings (emotional and physical), thoughts, or how they

1

Thomas Hanna, “What is Somatics?” in Bone Breath Gesture: Practices of Embodiment, ed. Don Hanlon Johnson
(Berkley, CA: North Atlantic Books, 1995), 343.
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perceive their own actions. A teacher’s perception of their student can only be through the thirdperson.
A cellist alone in the practice room may also identify with this situation. Perhaps through
a mirror or a recorder they may perceive what is happening in their playing, but they are limited
to the extent to which they are attuned to their inner workings. Are they aware of the different
parts of their body and how those parts are working with one another? Can they follow their
breath? Are they aware of the expression that they are feeling and how this is being translated
into sound? What habits can they observe in their playing and practice and are they self-aware to
be able to change those habits? If they have only received third-person feedback and primarily
employ this type of feedback in their practice and performance, they may not be able to access
knowledge of their first-person disposition. They may not be as attuned to “themselves” as they
could be and are thus not creating the most integrated expression of themselves as they are able.
Through exploring different somatic practices, this document provides a starting point for
the cellist to become more attuned and aware of their mind and body. Through this awareness,
the performer may take greater control and have more use of their whole being in expressively
offering themselves. For the teacher, this approach provides an ability to more deeply perceive
what the student may be experiencing. A teacher may also gain a better understanding of how to
instill a somatic approach to learning when working with their students.

3

What is Somatics?
The word “somatics” is derived from the Greek word “soma” which means “living
body.”2 In the New Testament of the Bible, Paul distinguishes the term from “sarx” which
connotes “a hunk of meat.”3 This derivation and distinction speaks to an essential characteristic
of somatic practices: they speak to the living body. A human being is alive, learns,
communicates and interacts with the world through their body. More and more so, scholars
question Cartesian dualism of the mind and body and cognitive studies lean toward theories of
embodied learning.4 The mind cannot learn or interact with the world if it does not have a body.
The concept of the disembodied “brain in a vat,” is a difficult learning model to defend.5
One can train the body to become a better learner for their brain. This is part of what is
essential in somatics. Hanna writes, “Consciousness is basic to the human soma.”6 By
increasing conscious abilities and consciousness of the soma, one is able to make more choices.
Human consciousness is...a relative function: it can be extremely large or
extremely small...Because it involves accumulation of voluntary sensory-motor
skills, the greater the range of consciousness, the greater will be the range of
autonomy and self-regulation. Human consciousness is, in fine, the instrument of
human freedom. For this reason it is important to remember that it is a learned
function, which can always be expanded by further learning.7

2

Thomas Hanna, Somatics: Reawakening the Mind’s Control of Movement, Flexibility, and Health (Cambridge,
MA: Da Capo Books, 1988), 20.
3
Don Hanlon Johnson, Bone Breath Gesture: Practices in Embodiment (Berkley, CA: North Atlantic Books,
1995), xv.
4
For example, Shaun Gallagher, Antonio Damasio, and George Lakoff among others.
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Shaun Gallagher, How the Body Shapes the Mind (New York, NY: Oxford University Press, 2005), 134.
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Hanna, Bone Breath Gesture, 347.
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Ibid, 347-348.
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Somatic practices thus share a goal of helping an individual become more mindful, more
aware and more conscious. This is in contrast to the Skinnerian goal of training habits into the
body which can then be replayed on autopilot.
The Pavlovian and Skinnerian models of learning are manipulative techniques of
forcing an adaptive response on the body’s involuntary reflex mechanism.
Conditioning is an engineering procedure that opposes the function of somatic
learning by attempting to reduce the repertoire of voluntary consciousness. 8

Somatic practices take the opposite approach of this learning strategy. Rather than doing
repetitive conditioning practices, somatic practices engage the mind to become more aware of
the body. Through cultivating this awareness, the mind and body can react and express with
greater spontaneity and integrity.
Underlying similarities to somatic practices include: taking time to build greater
awareness, use of imagery, a belief in the connection between the mind and body, and a belief in
the ability to change regardless of age or disposition. Somatic practices include (but are not
limited to) Alexander technique, Feldenkrais, Body-Mind Centering, Ideokinesis, Rosen Method,
Aston Patterning, Laban Movement Analysis and Bartenieff Fundamentals, martial arts, yoga,
and T’ai chi ch’uan.

History and Use of Somatic Practices
Because there are many different disciplines included under the umbrella term,
“somatics,” there is not one history of its evolution. However, it may be helpful to understand
the varied background of somatics as well as its varied uses in order to understand its relevance.

8

Ibid, 349.
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Philosophical trends and globalization of the latter half of the 19th century are two of the
primary catalysts which encouraged the early blossoming of somatic approaches. Accessibility
to the mind-body practices of the east such as yoga, T’ai chi Ch’uan and martial arts exposed
people in the European community to new ways of experiencing their bodies.9 Within the
European community the establishment of the Gymnastik discipline by Friedrich Ludwig Jahn
(1778-1852) in the early 19th century influenced the very first explorers of somatic work. Jahn’s
work was a system of rigorous martially influenced body exercises.10 Although this system of
military and patriotic body work bears little resemblance to the practices to which it gave birth, it
was seminal in acknowledging the importance of exercising the body. Having exercised the
body in such a manner, many of the practitioners of this method sought more imaginative and
spontaneous ways of connecting with the body.11
Don Hanlon Johnson suggests that those who were first drawn to the exploration of a
somatic approach to the body fall into two groups: those who personally suffered a disease or
physical malady and those that sought to bring more spontaneity, creativity and mindfulness into
physical body practices.12 From these early beginnings, motivations for somatic work have
branched into numerous veins and disciplines, inspired by aesthetic and expressive goals as well
as therapeutic and practical aims. This is evidenced by the number of fields in which somatic
study has taken place.
Those who experienced physical malady and looked to a new approach to the body to
heal themselves include: Leo Kofler (1837-1908) a vocal instructor and organist who cured
9

Martha Eddy, “A Brief History of Somatic Practices and Dance: historical development of the field of somatic
education and its relationship to dance,” Journal of Dance and Somatic Practices Vol 1 No 1 (2009): 7.
10
Roland Naul, Sport and Physical Education in Germany (New York, NY: Rutledge, 2002), 16.
11
Don Hanlon Johnson, Bone Breat, Gesture, xi.
12
Ibid, xi-xii.
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himself of tuberculosis and taught others to approach the body in a mindful manner; Elsa Gindler
(1885-1961) who also cured herself of tuberculosis under the training of Kofler and who forged
somatic work, writing one of the first books on the subject, Arbeit am Menschen (Work on the
Whole Person); Frederick Matthias Alexander (1865-1955), the founder of Alexander technique
who suffered from chronic laryngitis and through self-observation and training, re-patterned his
posture to be more supportive of his vocal work; Gerda Alexander (1908-1994) who suffered
from rheumatic fever and through devising a way to self-teach the body developed the practice
of Eutony; and Moshe Feldenkrais (1904-1984), the founder of the Feldenkrais method who
suffered a soccer injury and used his training in Judo and physics to retrain his body usage to
cure himself. Those who sought to explore the more spiritual connection of the mind and body
include: Charlotte Selver (1901-2003) who studied with Elsa Gindler; Ilsa Middendorf (19102009) who found spiritual depth in breathing; and Ida Rolf (1896-1979) who explored greater
human consciousness in the balanced body.13
This abbreviated list highlights the power of the mind to cure the body and the intuition
of these workers in the spiritual connection between the mind and body. In addition to these
early founders of body-work, scholars such as philosopher John Dewey (1859-1952) and
psychologist Wilhem Reich (1897-1957) helped support the work that these early pioneers were
intuitively exploring. John Dewey was an avid and vocal supporter of Alexander’s work and its
implications for the functioning of human beings.14 Wilhem Reich, a student of Freud posited

13
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beliefs that holding patterns in the body were the indication and cause of some of the
psychological maladies that confronted certain individuals.15
In the 20th century, many of the practices that these individuals started were further
developed by their students leading to a long list of different practices. In the 1970s Thomas
Hanna recognized the similarities of these practices and in an attempt to supportively bring them
together into one field, he coined the term “somatics,” and founded Somatics Magazine: Journal
of the Mind-Body Arts and Sciences and the Somatic Society.
Today, somatics has been applied to many different fields and has enhanced the lives of
many individuals. For cellists, it is worth acknowledging several of these fields that are pertinent
to the skills with which they are concerned. In terms of using their bodies more effectively they
can appreciate that dancers have used somatic practices extensively to prevent and heal injury1617
and gain greater awareness of body posture and usage.18 In the field of psychotherapy, somatics
has been used to help people connect with their feelings19 and to reawaken the body to
experience emotional states more fully.20 In both physical and psychological regards, somatic
practices can help cellists more wholly connect with themselves.

15

John P. Conger, The Body in Recovery: Somatic Psychotherapy and the Self (Berkley, CA: North Atlantic Books,
1994), xviii.
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Glenna Batson, “Revisiting Overuse Injuries in Dance in View of Motor Learning and Somatic Models of
Distributed Practice,” Journal of Dance Medicine and Science Vol 11 No 3 (September 2007), 70-75.
17
Mary Schlinger, “Feldenkrais Method, Alexander Technique, and Yoga and Body Awareness Therapy in the
Performing Arts,” Physical Medicine Rehabilitation Clinics of North America 17 (2006), 865–875.
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Nancy Gamboian, Steven J. Chatfield, Marjorie H. Woollacott, Sherrie Barr, Gary A. Klug, “Effect of Dance
Technique Training and Somatic Training on Pelvic Tilt and Lumbar Lordosis Alignment During Quiet Stance and
Dynamic Dance Movement,” Journal of Dance Medicine and Science Vol 3 No 1( March 1999), 5-14.
19
Kalila B. Homann, “Ripples of Change:Somatic and Psychic Transformation in Therapist and Patient Through
Dance/Movement Therapy,” American Journal of Dance Therapy Vol 32 No 2 (2010): 130-136.
20
Conger, xviii.
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Cellists must develop and cultivate numerous skills of the mind and body to be the most
optimally expressive players that they are capable of being. The story behind the inception of
somatic practices, the people involved with them, and the disciplines that have adopted them
speak to the various aspects of cello playing that one encounters during their training and career.

Practices of Cello Pedagogy
Cello teaching primarily occurs through private and group lessons but several
pedagogues have crystallized their philosophies and approaches into treatises and method books.
Through these it is possible to see what is pertinent and of concern in cello teaching and to
evaluate in what ways somatic practices might enhance what is already present.
There are many things upon which a teacher may choose to focus. Is the pitch and
rhythm accurate? Does the student follow dynamics? Are they exhibiting good bow usage and
control? Are they shifting effectively? How is their sound production? How is the vibrato? Are
they able to create good fingerings and bowings? Do they understand the style of music they are
playing? These are just some of the technical questions that a teacher may consider.
Teachers are also generally aware of the posture and body usage of a student. Through
observation they can evaluate if the student is effectively using their body to create the music
they intend to create. What is the position of the spine and how does it relate to the arms? How
is this affecting the angle of the hands? Is the left hand well-balanced for fast passages, shifting
and expressive vibrato? Is there any excess tension in the neck, shoulders or intercostal muscles?
Is the student making clear contact with the ground and how can this contact manifest itself in
the upper limbs and into the instrument?

9

Most teachers and cellists are aware of the importance of the body and many have put
great thought and effort into understanding the physical relationship of the body with the cello
and the way that this relationship produces sound. Teachers are also often aware that it is
important for the student to find a natural way of approaching the cello and this becomes
apparent in the teacher’s teaching style. Themes of awareness, whole body connectivity, and
process can be found in several different cello pedagogy treatises and speak to the connection
that learning to play the cello has with somatic practices. However, like dance, even though
cello practice and pedagogy may be disposed to take a somatic perspective, this does not always
happen, nor does it need to. The goal is to emphasize this disposition in order to encourage
exploration of somatic disciplines which more centrally concern themselves with these themes.
In Cello Technique, Gerhard Mantel provides a beautifully well-conceived treatise on the
physical work of cello playing. Moving from general issues of movement, energy, and
equilibrium, among others, he explores the specifics of the fingerboard and the bow individually.
For both of these he considers the whole body and its usage including breath, the relationship of
one half of the body to the other, the elasticity of the body, the rotation of the legs, and the usage
of both arms as they relate to the back.21 From this book, it is evident that through his own firsthand experience, both as a player and a teacher, Mantel became acutely aware of the importance
of having knowledge of the body and its function.
In a similar vein is William Pleeth’s Cello. Evidenced from the difference in the titles of
these two books, Pleeth focuses more attention on aspects of history, practice, teaching, and
parenting while still covering concepts in technique. While Pleeth does not emphasize the whole

21

Gerhard Mantel, Cello Technique: Principles and Forms of Movement, trans. Barbara Haimberger Thiem
(Bloomington, IN: Indiana University Press, 1972).
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physical body use to the same extent as Mantel, he does focus on the development of the whole
person as a musician. His use of imagery and emotion22 as well as his observation of the mental
process and acknowledgment of habits23 echo many of the characteristics of somatic practices.
In New Directions in Cello Playing Victor Sazer allows the student to first explore
different physical approaches to the cello before guiding the student along in observations from
his own experienced perspective. This pedagogical approach is similar to a somatic approach of
encouraging the student to understand their usage from the inside out, rather than first dictating
the proper usage. Additionally, Sazer acknowledges several important themes to somatic work
including breath, gravity, experimentation, and body connectivity.24
Tanya Carey guides the student to explore their body in a similar way to Sazer in her
book Cello Playing is Easy. Her book has many exercises to explore away from the cello which
encourage connected use of the body. Many of the connectivities that her exercises explore are
similar to connectivities found in somatic practices. Among these are breath, radiating from the
core, and grounding through the lower half of the body in order to allow the upper half to be
free.25 These are some of the connectivities in the Bartenieff Fundamentals.26
As these treatises suggest, there are many ways of approaching cello playing and
pedagogy. In each of the publications highlighted above, different aspects take the foreground.
In some, whole body connections receive more attention, in others the use of the hands and bow

22

William Pleeth, Cello, ed. Nona Pyron (New York, NY: Schirmer Books, 1982), 53.
Ibid, 60.
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Victor Sazer, New Directions in Cello Playing: How to make cello playing easier and play without pain (Los
Angeles, CA: Ofnote, 1995).
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Tanya Carey, Cello Playing is Easy: Part 1 Warm-ups (Hialeah Gardens, Florida: CareyWorks, Inc., 2007), 1-10.
26
Peggy Hackney, Making Connections: Total body integration through Bartenieff Fundamentals (New York, NY:
Routledge, 2002).
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to create sound effectively is more central. In some, the author dictates the principles of proper
usage and in others, the authors encourages students to explore.

Playing and Teaching in a Somatic way
To practice the cello in a somatic way is to ask questions about the use of the body, to be
curious about how parts of the body are connected to one another, to experiment with different
types of body usage, to breathe with awareness, to use imagery to feel body connections and
musical ideas, and to feel expression in the body. As Thomas Hanna says, somatic approaches
come from the first-person. Somatic work is a very personal approach which inwardly listens in
order to outwardly express.
Understanding the cello in a somatic way does not necessarily translate to teaching the
cello in a somatic way. One may approach the instrument with mindfulness and curiosity, and
may even approach teaching in this manner, but it does not mean that one will automatically
encourage their students to approach their own cello work in this way. For example, Mantel
explored the way that the body rotates for different bowing and shifting, and the different
combinations of these two factors. He provides examples and exercises for student to explore
the different ways that the torso moves which are helpful in bringing these connections to the
awareness of the student.27 Students will gain greater awareness of the body and the way that it
relates to the cello through this teaching, but it will not encourage them to look further into their
own bodies to ask questions about the connections that underlie their movements; although,
some students may take this teaching as an example and explore further. Asking questions and

27

Mantel, 48-49.
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encouraging curiosity are more direct ways to engage students to think somatically for
themselves.
Different teaching styles are appropriate for different people at different stages of their
playing. Styles of teaching are also dependent on what the teacher is most naturally disposed to
offer. Benjamin Whitcomb presents an approach different from the above books in The
Advancing Cellist’s Handbook. Whitcomb’s primary concern is more effective practice sessions
which yield greater accuracy.28 Little is mentioned about the body or internal process.
This is not the approach of somatics. The goals of somatic practice are to bring the body
and mind into awareness, and to achieve greater expression, imagination, and spontaneity in
performance through this awareness. Rather than winning an audition, or playing all the notes
perfectly, a somatic approach encourages the process as a goal in itself. More forgiveness can
occur in an audition, more spontaneity, in a performance. With greater flexibility and love,
performers and teachers may discover that once they stop forcing their way towards the goal, it
will open itself to them.
This document brings together several somatic disciplines which seem particularly
pertinent to cello playing and teaching. The first chapter uses the Alexander Technique and the
Feldenkrais Method to establish one's ability to change, be it in cello or any other area of life.
The second chapter explores the mind's ability to affect change in the body through ideokinesis.
Chapter three establishes a vocabulary and awareness of the physical body and the way it moves
through space using Laban Movement Analysis and Bartenieff Fundamentals. Finally, chapter
five uses Laban's effort theory to offer a way to expressively employ the body in conceptualizing

28

Benjamin Whitcomb, The Advancing Cellist’s Handbook: A Guide to Practicing and Playing the Cello
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characters and musical intent. Appendices A, B, C, D, and E correlate with each of these
chapters, providing practical applications of the practices to cello playing. Taken together, they
may serve as a method book for cellists interested in exploring the applications to cello of these
somatic practices. The document includes somatic practices with which the author has some
experience. The selection of these practices reflects several different approaches to awareness
and their presentation creates a progression from inner self-awareness, to external body
awareness, and finally to expressive awareness. In the experiential spirit of the somatic
disciplines, the author includes personal experiences from teaching, learning, practicing, and
performing. These are indicated through italicization.

Appendix G is a glossary of terms to

which the reader may wish to refer. These are also bolded throughout the document.
In the end, each individual is their own teacher and must make available to themselves as
many different resources as possible in order to realize their full potential. Because somatic
practices encourage teaching from a first person point of view, this approach may be particularly
conducive to helping the student become their own teacher. Important in this process is
cultivating greater awareness of the self and others through as many means as possible.
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Chapter 1
The Ability to Change: The Alexander Technique and Feldenkrais Method
Trusting in the ability to change is the first step in learning and growing beyond one's
current state. Through change one can exercise their right to free will and control their own fate.
It is an incredibly valuable lesson for a teacher to pass on to a student. Fingerings and bowings,
exercises, interpretations, and inspirations are all helpful and useful, but trust in the ability to
change is something that transcends the duration of a lesson or period of study. It is a gift that
can be carried into every part of life, a lesson that can shed light into the dark corners of
insecurity and frustration.
Between the limitations of nature and nurture, F. M. Alexander and Moshe Feldenkrais
found methods that encourage people to learn and respond in a new way. In different ways, both
Alexander and Feldenkrais recognized that people had evolved beyond the instinctual learning
mechanisms of animals. Alexander believed that people should learn to use their intellect to
determine the way they act.1 Feldenkrais saw conscious awareness as the next step for
humanity.2
Through misuse and injury, both Alexander and Feldenkrais became more intimately
aware of the process of learning through the body. While the Alexander Technique and the
Feldenkrais Method share some similarities, there are many differences in their philosophies and
methods. Alexander tends to be more prescriptive in approach, Feldenkrais, more exploratory.
Both, however, teach an ability to change.

1

Frank Pierce Jones, Freedom to Change (London, UK: Mouritz, 1997), 24.
Moshe Feldenkrais, Awareness Through Movement: Health exercises for personal growth (New York, NY:
Harper and Rowe, 1972), 49-50.
2
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Over the years, different authors and teachers have stressed different themes in these
practices. The goal in this chapter is to find those themes which seem most pertinent to cello
playing and teaching. While both approaches have physical theories and lessons associated with
them, the ideology of their work carries an important lesson for cellists to absorb in their own
approach to playing and teaching.

Alexander Technique
From an early age Frederick Matthias Alexander (1869-1955) took an interest in the arts,
especially drama, and trained to become an actor; however, chronic laryngitis, threatened his
career and medical advice to rest his voice did not permit him to keep using it on stage. He
realized that there must be something in his body usage which caused his malady. In an effort to
cure himself, he used a mirror to monitor the way he spoke and noticed that he strained the back
of his neck before speaking; however, without a mirror, he was not aware of the strain. The
sensory perception of his body was not trustworthy and without the initial help of a mirror he
would not have been aware of his misuse. Through a process of inhibiting his actions, he was
able to retrain himself to have a more relaxed and efficient use of his neck and head which
relieved tension on his vocal chords. Through this scientific approach, Alexander was able to
cure himself of his malady.3
Following this work on his own body, Alexander began to help others alleviate their
sources of discomfort. Initially he worked with actors and actresses, but as his success grew,
doctors began to recommend patients to him, especially those with breathing issues. Initially

3

Frederick Matthias Alexander, “The Australian Story,” in The Alexander Technique: The Resurrection of the Body,
ed. by Edward Maisel (New York, NY: Dell Publishing, 1974), 141-145.
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reticent to start a systematic training program for others to learn his teaching methods, he
eventually founded a three year program in 1930 which continues to this day.4
Alexander’s personal discovery reveals the background of the salient features of his
technique. Both the area of the body that was of concern to him and the process by which he
found amelioration for his malady speak to the method and the focus of the technique that he
developed.
Several key aspects of his work can apply to cellists. One can learn from his theories of
physical use as well as his concepts of unreliable sensory appreciation, Use, Function, Inhibition,
end-gaining, the means-whereby, and mentally guided direction.

Technical and Physical Components
Alexander understood his ailment to be the result of misuse of the muscles of the head
and neck. Proper use of this area of the body is central to the Alexander Technique and is called
primary control. Alexander found that many people hold tension in the back of the neck,
flexing the muscles and causing the head to fall back. The concept of primary control
encourages people to think of the head moving forward and up from the crown, leading the body.
By thinking in this way, one can achieve more proper alignment of the head on top of the spine,
relieving tension in the neck and shoulders. A person can only find proper primary control with
the guidance of an Alexander teacher, however, Suzon Holzer offers a phrase to help people

4

Michael Gelb, Body Learning: Regain your natural poise (New York, NY: Henry Holt Company, 1994), 17-19.
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remember the elements of primary control while on their own: “Relax the neck muscles to allow
the neck to go forward and upward, the spine to lengthen and the back to widen.”5
In additional to primary control, Alexander offered several other guidelines for the proper
physical use of the body. In order to alleviate undue tension to the lower back he advocated
greater motion of the hip joint, to perform the actions of sitting and lunging.6 Furthermore,
according to Alexander Technique principles, one should pronate the arms, so that while
standing, the palms face back, the elbows point away from the body, and the thumbs touch the
sides of the legs.7
Cello playing echoes the physical and technical components of the Technique. The
concept of primary control may help cellists ease tension in the neck area allowing for greater
mobility of the head as well as the shoulders. By thinking of opening the back of the neck and
allowing oneself to lead from the crown of the head, a cellist may be able to alleviate a certain
amount of tension over time. Breathing into this area may also facilitate relaxation.
The use of the lower limbs is also significant to cellists. It is important to be aware of the
proper use of the hip joint in relation to the lower back. Alexander Technique employs the lunge
as a canvas in order to explore and correct the relationship between hips and back.8 This exercise
practices similar concepts as the sitting/standing exercise above, allowing one to bend at the hips,
knees and ankles in order to lower the body without bending the back. This can provide greater
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freedom in the hip joint and alleviate lower back misusage. Proper execution of this gesture in
the Alexander tradition needs to be practiced with a teacher.
Finally, the pronation of the arms is stressed in numerous cello treatises and by numerous
teachers. In pronation, the hands are turned inward. If one places their hands on the cello and
the bow in a pronated position, they can find the generally accepted starting point for good cello
playing posture.9
As I have explored the concept of primary control, I have found that leading from the top
of the head allows the whole body to come into greater alignment. If the back of the neck stays
long, it allows me to turn my head around the spine more purely without a tilt. I’ve found that
this leaves my shoulders freer to create motion that my arms need for cello playing. The freedom
in the head and neck region also creates greater freedom in the breath. Just as Alexander
discovered that releasing tension in this area could alleviate the vocal strain he was
experiencing, I’ve found that the passage of the breath is much freer if the head and neck are
aligned in this way.
I’ve also found that the pronation of the hands provides a more balanced hand posture
for the left hand and a better angle to allow the weight of the bow arm to come into the string.
By pronating the left hand, I can better align the fingers so that they all stay closer to the string
and free to move. This is something that I’ve also found to be useful for my students and has
provided increased efficiency in fast passages as well as consistency in vibrato. The right hand
benefits from the pronation of the arm by positioning the elbow above the hand thus allowing the
weight to go forward and down to the hand and into the first finger. During my undergraduate
work I experienced pain in my wrist on the side of the pinkie because I lacked this pronation. I
9
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also didn’t have the facility to make certain bow articulations because the hinge of my wrist was
not aligned with the direction of motion that the bow required. By experimenting with the
pronation in my right hand I was able to alleviate this pain, create a less forced sound, and find
a new vocabulary of articulations.
I have only had the benefit of a single lesson with an Alexander teacher and many
conversations with those that have had experience with the guided physical component of the
Technique. Despite this paucity of personal experience, I have benefitted from the physical
components of the Technique.
While Alexander's physical discoveries bear useful aspects of body usage for cellists to
consider, it is the theoretical concepts from his experiments that may help cellists realize change,
even without an Alexander teacher.

Unreliable Sensory Appreciation
As Alexander observed himself both with and away from the mirror, he realized that he
could not trust his senses. From this he established his concept of unreliable sensory
appreciation. Without reliable sensory appreciation, an individual cannot make well-informed
decisions about anything; however, it is difficult, if not impossible to realize that one's sensory
appreciation is inaccurate. In order to do so, a student must acknowledge that their sense of
reality is false.10 This can be a difficult and unsettling realization, but an important one in order
to move forward beyond habits. Students must learn to observe their actions without judgment
in order to see them more clearly.11
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In the practice room, it is important to employ as many means as possible to ensure the
reliability of sensory information. If one is working alone, one can use a mirror, audio recorder,
or video recorder; however, even if these are utilized, the attitude in which feedback is perceived
should be given careful attention. It is possible to look at the mirror or to listen to a recording
without fully taking in what is occurring. For this reason it is important to be conscious of
having a nonjudgmental and open attitude.12 Mantel writes of the difficulty of believing that
one’s faulty sense of pitch is accurate. He suggests hearing the pitch in one’s inner ear before
playing the note.13 When working with a student, it is important to make sure that the student is
receiving proper sensory feedback. In the spirit of the Alexander Technique, a teacher can use
their hands to help guide the student through the new concept. This can be coupled with verbal
feedback as well.

Use, Function, and Inhibition
As an Alexander teacher begins to guide a student beyond false sensory appreciation into
a new realm of awareness and change of habit, they employ Alexander’s concepts of Use,
Function, and Inhibition.

Use means the way we use our bodies as we live from moment to moment. Not
only when we are moving, but when we are keeping still. Not only when we are
speaking, but when we are thinking. Not only when we are making love, but
when we are feeling or refusing to feel pleasure. Not only when we are
communicating by gestures and attitudes, but when, unknown to ourselves, our
12
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bodily mood and disposition tell people what we are like and keep us that way
whether we like it or not.14

Closely connected to Use and directly affected by it is the concept of Function. If a
person carries their body with certain tensions, this pattern of Use will be reflected in their ability
to Function. To affect a person’s Use is to affect their Function;15 however, a person’s Use is
highly dependent on the sensory information they receive, and if this is faulty, they will have
poor Use and poor Function.
The process of changing Use requires the concept of Inhibition, a word that Alexander
tried to reincarnate from its Freudian connotations. Alexander observed a temporal space
between the decision or impulse to perform an action and the actual performance of that action.
After a directive or impulse to do something, a person pauses before performing the response;
after this pause, one can either carry out the directive or not.16 The pause allows the teacher to
give a new directive before the response occurs, undercutting the old habit. This is the conscious
use of Inhibition.17
Inasmuch as there are certain aspects of cello posture and movement that are considered
best practice, it is possible to determine if one’s Use and Function are good or bad. The elements
of what is considered “proper” technique need not be addressed here; one may define them as
what is explicitly correct according to the performer or teacher. Using this standard, one may
determine if the actions being performed fall within good Use. Injury, inflexibility, poor
coordination, and poor sound are indicators that one is not practicing good Use. In order to
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change Use, it is worthwhile for the performer or teacher to step back from the point of concern.
If a certain gesture is causing pain or frustration, employing the concept of Inhibition may help
bring awareness into the gesture.

End-Gaining vs Means-Whereby
While employing Inhibition, Alexander strongly emphasized the need to avoid the
attitude of end-gaining, and to replace it with the means-whereby. When a person is endgaining, they are thinking only of the goal and not giving any conscious attention to the process
or sequence of actions that leads to that goal. When employing the concept of the meanswhereby a person is more focused on the process, can inhibit that process at any time, and may
even ignore the end goal.18 Alexander believed that this perspective was the only way to change
a person’s habit. It requires breaking down the way a person normally performs an action in
order to build a new response to an action’s directive. Although this may seem time consuming,
Alexander understood it as the only way to affect real change.19
When practicing a shift with the means-whereby one may completely ignore the final
goal of the shift, choosing instead to focus on the Use of the body during the execution. The
shift may be practiced far beyond or far short of the actual goal note. Employing this type of
practice may additionally help create a more nonjudgmental approach to self-perception and
sensory appreciation.
One can also employ this approach to the bow arm. Improper Use and Function can
manifest themselves in unclean string crossings and undesirable sounds. The same principle of
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stepping back from the goal can allow one to stop between the directive and the action to observe
any areas of tension or poor Use.
The awareness encouraged in the means-whereby attitude can be helpful in stressful and
frustrating situations that create risk of injury. For example, if one is playing in a less-than-ideal
orchestral setting (not enough room, low light, odd angle of chair to conductor, etc.) one can
observe the responses that the body makes under the conditions. Even if it is not possible to
physically stop playing, the mind can take a breath to observe the body’s response and start to
make choices about that response. This can more easily happen if the means-whereby strategy
has been employed in practice or lessons.
William Pleeth writes it is the “greed for achievement” that causes students to set off on
the wrong path as they try to find immediate success.20 One should enjoy the process of playing
and learning in order to change and grow more easily.

Mentally Guided Direction
In the process of affecting change, it can be helpful to envision the process mentally
without the physical use of the body, creating a new direction for action. By doing this, it may
be possible to avoid creating faulty sensory feedback.21 The active use of direction can work in
tandem with the physical act being performed.22
In the midst of experiencing the process and the means of an action, it is still important
for cellists to conceive of a goal. As Mantel writes, “This conception may be visually or

20

Pleeth, 13-14.
Gelb, 77.
22
Jones, 21.
21

24

acoustically determined, or it may be derived from our movement memory.”23 Whatever the
nature of the directive, it is important to have a mental goal to which one applies the process of
the action.
As I’ve grown as a cellist and as I’ve worked with students, I’ve found that the first step
is to become aware of what is happening as one attempts to make a shift or find a position. This
can alleviate the problem of unreliable sensory appreciation so that one can begin to make
changes. Recording has been helpful for me to hear not only the way that the shift sounds, but
also the habits of my practice that can lead to frustration. Recording the practice process can be
as helpful as recording a performance. Even without a recording, however, I’ve found that
recreating the action in my mind will help me acknowledge certain aspects of it that have been
pushed under the radar. I was extremely encouraged about the efficacy of this process when I
tried it with a student. As we explored finding the position of the thumb on the A and D
harmonics, I had her try it and then play back mentally what she had done before trying it again.
In a matter of two or three attempts, she had become far more attuned to her action and had
improved her sensory appreciation.
Over the years I have experienced a lot of anxiety in shifting. Sometimes the anxiety
comes from the distance or having difficulty hearing the pitch; but regardless of the nature of the
shift, the concepts of Alexander Technique and the process of exploring the shift have greatly
alleviated my anxiety and frustration. I’ve found that preparing for the shift, but inhibiting it,
has allowed me to realize the tension that I produce right before I play. In this space I often
employ the concept of guided imagery to help me imagine the shift. I’ve found that sometimes it
is more helpful to imagine the sound of the pitch and the sound of shift and at other times it is
23
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helpful to focus on the physical movement of the hands and the coordination between them as the
left hand approaches the target. I often then try the shift very slowly to allow the mentally
guided direction to have time to work as I do the action. As I explore this process I don’t worry
about the goal note too much. I’m aware that it is still the goal, but I just enjoy the act of moving
my arm and hearing the sound that I’m producing. I’ve found that my shifting has become more
accurate and fun through this process.

Conclusion to Alexander Technique
Alexander Technique lessons have been popular among musicians for a number of years.
Of all the somatic practices it may be the most well-known within the music community.
However, few musicians realize the theory behind the Alexander Technique. In order to fully
benefit from the theories of body usage that Alexander and subsequent teachers developed, it is
important to attend private sessions. In its pure form, this aspect of the theory cannot be
replaced. Yet, as Alexander taught himself to change his own Use and Function, these basic
principles may be explored by cello students and teachers in practice and lessons.

Feldenkrais Method
Moshe Feldenkrais (1904-1984) was born in a small Jewish town in Russia. At the age
of 14, he moved to modern day Palestine as a pioneer in a new Zionist society. From an early
age he was extremely curious and studious and took a particularly keen interest in mathematics,
physics, and the newly budding fields of psychology and neuroscience. During his time in
Palestine he began to study jujutsu and continued his martial arts training when he moved to
Paris to study physics. There he met the founder of modern Judo, Kano Jigaro, and became the
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first European to earn his black belt in Judo. In 1929, he badly injured his knee in a soccer
match and damaged his other knee while working on a submarine several years later. The
prognosis for surgery was not very good, and rather than confine himself to a life in a
wheelchair, he put his martial arts training and knowledge of physics to use in exploring ways to
walk without damaging his knee.24
Well-read in the psychology and neurology literature of the day and experienced in the
practice of Judo, Feldenkrais created a philosophy of teaching that reflects a pursuit of scientific
understanding and an acceptance of the unknown. When asked to define the Feldenkrais
Method, Ruthy Alon replied, “So how to define Feldenkrais....This is the universal question
because every time we try to do it, we do it differently, and maybe this is its power...”25
Feldenkrais can have a broad range of significance for different people who have
experienced it. People may seek out Feldenkrais to alleviate pain or difficulty moving either
from a handicap or poor use,26 they may find greater ease of motion even if they do not have
pain,27 and they may find greater spontaneity and creativity in their thoughts and actions.28 Most
cellists can benefit from the Feldenkrais Method in at least one of these regards.
In the Feldenkrais approach there is no right or wrong way, but rather an invitation to try
a new way that may be more efficient and pleasurable. Through two different modalities, the
24
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Method invites participants to explore non-habitual ways of using their bodies. In Awareness
Through Movement lessons, a practitioner verbally leads participants through a series of nonstrenuous movements that employ the use of attention, perception, and imagination. Over time
these lessons encourage greater awareness of the body and the development of non-habitual
behaviors. Movements in these lessons range from developmentally inspired patterns to
innovative configurations of the body. In Functional Integration, participants work in private
sessions with a Feldenkrais practitioner who uses touch to communicate new ways of movement
and thought.29
Feldenkrais believed that the behavior of human beings is shaped by their species, their
individual nature, and by the requirements of their profession and upbringing. In these three
ways, people develop a self-image which tells them of what they are capable and incapable. This
self-image, however, may not be the accurate expression of the individual, but only the image
imparted to the individual by their upbringing. In order for an individual to find their true selfexpression, change needs to occur on the level of the self-image.30
Improving upon the self-image is a holistic process. Rather than focusing on improving
one characteristic or one gesture, the process of action is the point of focus in Feldenkrais
work.31 In order to affect this type of change, Feldenkrais believed that movement was the best
way to communicate with the whole human system. Through sensory stimuli he believed it was
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possible to communicate to the subconscious level and to affect change in a more universal
way.32
Scientifically, Feldenkrais describes three brain system levels which range from the most
primitive Rhinic (which regulates chemical balances), to the Lymbic (which is concerned with
internal drives, hunger, thirst, etc.) and the Supralymbic (which operates voluntary movement).
As Feldenkrais writes, “Most of the operations of the third (Supralymbic system) are carried out
through the agency of the other two, although there are paths for the third system to exercise
direct control over the executing mechanisms....This delay between a thought process and its
translation into action is long enough to make it possible to inhibit it.”33 This was what
Feldenkrais understood to be the basis of awareness. During this pause a person can examine
what is happening within them and come to better know their self.34
Awareness allows a person to make choices and therefore act in a less compulsive
manner. Feldenkrais believed that to live in a compulsive state was not a human way of living.35
Rather than living in a compulsive way, people could learn to take control of their actions. A test
to ensure that one is fully aware and in control of a movement or an action is the reversibility of
the action.36 By moving slowly in ATM and FI lessons, people can become aware of the process
of a movement and therefore take more control of its whole process. This brings movement into
the realm of choice and free will, rather than habit.
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Feldenkrais is a system of change. There is no judgment about what is right and wrong
and therefore no exchange of one behavior for another. The process encourages a student to
explore new ways of living and learning and to become open to the process of uncertainty and
exploration.

Feldenkrais for Cello
The Feldenkrais Method has many facets that inspire a new approach to playing and
teaching. There are many implications and applications for the cello. The teaching process can
be greatly informed by the method; the process of awareness through slow practice can be useful
for performers; and the cultivation of creativity and spontaneity speak to the artistic side of cello
playing and performing.

Teaching through the Method
Teachers have many choices about how they may wish to work with a student and what
type of information they would like to impart. The Feldenkrais Method inspires an attitude of
teaching that is exploratory, experimental, inquisitive, spontaneous, and makes use of nonverbal
communication.
The whole person is important in the Feldenkrais Method. Through the Feldenkrais
Method, a teacher encourages a student to explore and become curious about themselves.
Similarly, the cello teacher William Pleeth writes,

Proper teaching is teaching wisdom. The student must learn how to look at
himself; to develop the craft of investigation into his own problems. The teacher
should be showing his students the inner secrets of how to cope with themselves,
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how to listen and correct (and discover what a subtle means of correction they can
evolve), to conceptualize and to discriminate- not just carry out orders.37

Because cello lessons generally take a private session format, it is possible for a teacher
to help a student evolve their style for self-discovery. No two students will be alike. Pleeth
believes that a teacher should not try to make replicas of themselves through their students but
should help students find their own self-expression.38
In order to facilitate this process, questions are often more useful than directives. In
Feldenkrais lessons, the teacher asks students if they can tell a difference between different parts
of the body or if they notice a change from the beginning of the lesson. Teachers do not tell
them what change they should expect to feel but invite them to see if any sort of change has
occurred.
This is a useful way of teaching students because it encourages students to think more
deeply for the answers and to probe for greater awareness. Singing with Your Whole Self: The
Feldenkrais Method for Voice39 and New Directions in Cello Playing40 both employ this strategy,
though in slightly different ways. Mia Segal relates her experience with Moshe Feldenkrais in
this regard, “Moshe was like a Japanese master in that he let you have the experience first before
he would discuss it.”41
Cello teachers can emulate this type of teaching. First, they must naturally be curious
about their students in the same way that they are curious about their own playing and
37
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themselves. They can then impart this self-curiosity to their students. Teachers may ask
students questions about how they are doing something (making a sound, doing a shift, creating
expression...) or what is happening. Through asking leading questions, the art of curiosity may
follow a student home so that they come to ask similar questions of themselves and begin to take
on the role of being their own teacher. In this way, teachers can create greater awareness in their
students.
In addition to this method of communication, teachers may employ other forms of
nonverbal communication through the use of touch. It takes a great deal of training to learn how
to properly guide someone in the Functional Integration approach, however one can
communicate a great deal through touch, even if one is not trained in Functional Integration.
One can practice this form of sensory communication, and with awareness and curiosity one can
learn how to better communicate with a student through kinesthetic means.
In his book, The Feldenkrais Method: Teaching by Handling, Yochana Rywerant offers a
list of guidelines for kinesthetically working with someone. One of the most important
guidelines is the slow, non-intrusive manner of guiding a movement.42 Rywerant explains the
different types of information that one can convey through touch which include exploratory (in
which the teacher is exploring the possibilities and situation of the student), conforming (in
which the teacher goes along with the student’s actions) and leading (in which the teacher
provides a new way of performing an action).43 These different methods of nonverbal
communication may prove useful in relaying information that is not effectively conveyed
through verbal communication.
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The first time that my cello teacher and Feldenkrais practitioner, Uri Vardi started to
communicate through guided movement I was so confused. This was a new modality of learning,
different from the years of verbal communication I’d come to expect in cello lessons. Yet while
he guided my arm I started to realize the amount of information that existed in this type of lesson
and my inexperience in tapping into it. Over the months and years, I became more accustomed
to allowing him to have my arm and to guide it, and I become more comfortable with not
knowing exactly where he was going to move it. I was not only learning the lesson of better bow
usage, I was learning to be open to uncertainty and to awareness without judgment or habitual
controlling.
I first noticed the effects Uri Vardi’s teaching in a masterclass where his students were
being taught by someone else. They were talented and had practiced, but what made them
different from any other masterclass I had seen before was how quickly they were able to
change. The guest teacher would ask them to do something in a very different way, and all of
them, regardless of ability or experience, were able to do what was asked of them. They had
been taught how to more effectively learn.
In my own teaching I have tried to impart this sense of flexibility in my students. Whether
I guide them through touch or challenge them to do something in a non-habitual manner, I’ve
found that over time, they become better learners. They become more open to receiving different
types of information and become more dedicated in their personal practice. I tend to rely
heavily on asking questions and have found that this encourages my students to think for
themselves and to have confidence that they have the answer within. Some students are
comfortable with this approach and others take time to embrace it. Traditionally we have come
to expect that our teachers will tell us what to do. But we have to learn to be our own teachers
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and it is most considerate if our teachers guide us through this process before we are truly on
our own.

Feldenkrais for Practice
For the performer as well as the teacher, themes of going slowly, observing the process,
economy of effort, sensitivity, and awareness may be helpful in improving a practice session or a
performance.
Going slowly enough in order to observe the process is important in cello playing. As
Mantel writes, “Try to observe what happens when you play a certain passage perfectly as
opposed to when you play it poorly.”44 For Feldenkrais, the process was more important than the
terminal goal. Focusing on the process brings greater awareness, but additionally, Feldenkrais
observed that “...we tend to stop learning when we have mastered sufficient skill to attain our
immediate objective.”45 One should not stop at the goal. If something is executed to the
complete satisfaction of the performer, it is important to understand the process of how it
happened so that one can learn beyond the outcome.
By going slowly it is also possible for one to attain greater sensitivity. Mantel found
sensitivity and slow control to be extremely important, more so than practicing a goal over and
over again.46 In the latter approach, a cellist may accrue tension. For this reason Feldenkrais
aims to make the effort of doing an action as effortless as possible; by doing exercises on the
floor, Feldenkrais eliminates the effort of standing.47 As one practices or teaches it is helpful to
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ask if the student has any excess effort or exertion. Finding ways to reduce the effort, such as
supporting a student’s arm or finding a way to support one’s own body creatively, may allow one
to practice the gesture with reduced effort.
Physically, the Feldenkrais Method believes in the integration and interrelatedness of the
entire body. By differentiating the parts of the body more and more finely, the entire body may
come to act in a more unified and articulate manner as it reintegrates.48 During this process,
affecting change in one body part will affect change in the whole system.49 Central to the unity
of body is the pelvis and one of the most well-known concepts in Feldenkrais is the pelvic
clock.50 While ATM lessons can give specific instructions and procedures for exploring the
pelvic clock, simply moving the pelvis in a rotational manner while lying on one’s back or sitting
can help better organize the lower back and legs. This in turn may lead to better whole body
organization.
Reversing an action may be the best way to ensure that one has mindfully mastered it. To
be able to reverse an action means that it is not merely a reflex.51 In cello playing one can begin
a shift slowly enough that is can be stopped and reversed. In this way, one can bring greater
awareness to the entirety of the process.
As with the Alexander Technique, Feldenkrais has provided me with a set of tools to
bring more awareness to the process of practicing and playing. In addition to their commonality
of taking something slowly, I’ve found great comfort and resource in non-habitual action. Even
if I’m not sure of how something should be done in order to be more effective, if I can at least try
48
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something differently it will open my whole body to a new way of doing things. As I’ve started to
explore habits in my playing and to slow down the process, I’ve become more adept at finding
others habits and examining them as well.

Artistry through Feldenkrais
Through its emphasis on non-judgmental, non-habitual behavior the Feldenkrais Method
can cultivate creativity, spontaneity, and can inspire greater artistic imagination. The
choreographer, Serge Ricci relates his experience with Feldenkrais:

The imaginary space above all was not clear to me at all, but today I would say
that imagination is an action of the body, that opens a space for thought, and not
the contrary. So I came to a place where I could let go, where I could say the
body had an imagination in bodily action. From there I could open up to a much
larger space of thought, with many other dimensions that would presume other
visions of the body.52

For Ricci, Feldenkrais opened new possibilities for creativity in his choreography. The
Feldenkrais Method can awaken this same creativity for cellists as they explore a piece and can
foster greater spontaneity in their performances. By encouraging the non-judgmental exploration
of non-habitual movement, a student or a performer may let go of the idea of a “right” way or a
“wrong” way of playing. “The practice room is really the place just to sit and let it happen; what
cellists have to push out of their minds is ‘bad’ playing; and start playing just for the love of it.”53
Of all the benefits that I have personally experienced from the Feldenkrais Method, this
is probably the most significant. Finding a love of playing started with finding a love of
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experiencing through the body. As I began to understand the language of the body through
guided movement and Awareness Through Movement lessons, my body’s ability to sense and feel
awoke. I felt alive for the first time.
I eventually began to translate this increased visceral sensitivity to my playing and
interpretation. I became more aware of emotions and gestures in music and these mingled with
my awareness of my body and my approach to playing. This was not an instantaneous process
nor was it even. I remember the beginning of my body awareness and new passion and having a
very disappointing recital in the midst of it. But this is the nature of learning. Feldenkrais
mentions this as do theories of dynamic systems. Over the past three years, every time I’ve
performed or auditioned I have come closer to expressing myself. I feel that this comes with
integration of the parts of my being.
With this body awareness was a safe space of no judgment. It is difficult for me and for
most of the people with whom I’ve interacted and taught, to release their sense of judgment.
There has to be a lot of trust in a relationship and with oneself to make this happen. But if
judgment can be replaced with spontaneity, there is no wrong in a performance. I’ve found that
if I can forgive myself for a mistake in a performance, not only will my audience forgive me, but
they will appreciate seeing an example of this forgiveness. Mistakes are ok. The more I
embrace my mistakes the more that I learn from them and become more courageous in my
performance and teaching.
When judgment is removed, creativity and expression can flow. When the process
becomes the goal, anxiety about the outcome can be lessened and the experience can unfold in
the same way that a performance unfolds in time.
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Final Thoughts on Alexander and Feldenkrais
While both Alexander and Feldenkrais derived methods to help individuals change
through movement and touch, their methods stress different aspects of the process and have
different goals. These differences are partially reflective of the background of their
development; however, both value mindfulness of the process rather than fixation on the goal
and see this as the source for greater awareness and change.
A more finely grained look at these two approaches finds strengths in each which are
valuable for cello playing. Beyond the simple goal of changing one’s actions, Alexander
Technique and Feldenkrais Method have different assets to offer, though not mutually exclusive.
Through the Alexander Technique, a student may learn how to substitute good Use for poor Use
in a particular gesture. Hundreds of years of the development of cello technique have yielded
some generally accepted foundations of what constitutes good technique in cello playing. This
can vary from teacher to teacher, but if there is an understood way to properly do something on
the cello, Alexander’s approach of eliminating the faulty habit and substituting the proper way,
may prove useful.
In Feldenkrais, a student may learn to appeal to spontaneity and creativity to decide what
is best under certain conditions. By teaching the body to react with awareness rather than habit
and ritual, a performer may be more flexible to consciously changing their behavior in different
conditions.
Different students will find comfort and expression differently in these two methods and
teachers may find preferences for one style or another as well. Both offer a way to change,
allowing a student or performer to explore new possibilities and endless growth.
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Chapter 2
Imagining the Body: Ideokinesis
Cellists often spend numerous hours in the practice room, drilling scales, etudes,
exercises, and difficult passages from their repertoire. They run their body through the motions
and expressions that they desire to create in a performance and practice in order to achieve this
positive outcome. In the process, the body is constantly moving as it goes through the gestures.
The hands and arms feel the strings and the bow, the ears receive constant auditory input, and the
eyes see the body move in the same way, over and over. Aware or unaware the brain receives all
this information. After constantly feeling, hearing, and seeing these inputs, one eventually
becomes accustomed to them and gives them less attention. One requires less executive function
to create the movements, sights, and sounds as the body can take on the task by itself. For many,
this is the goal of practice: to become automatic.
However, as the brain becomes less attached to these functions, certain habits and
inefficiencies may form, both in terms of the physical movement and the expressive output.
Poor posture or inefficient usage may lead to pain or discomfort, and hearing the same auditory
feedback may keep a person from imagining new possibilities. To detach the mind from the
body in this manner can happen quite naturally in the course of practicing, as one is running
through movements with their body. The question is: how does one enliven the mental focus to
become re-engaged both mentally and physically?
One approach is through mental imagery. By removing the external stimuli that one
constantly feeds themselves in the practice room, one can replace sensory information with
imagination. They can change their body posture and usage, imagining new musical and
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dramatic possibilities for their practice, and in the process, likely reduce the practice hours
needed.
It is possible to change the body through the mind. Without executing any movement,
the mind can affect the way the body moves as well as its postural alignment. One’s ability to
increase their range of movement and balance through mental imagery has been researched with
positive results by Feist,1 and Fansler, et al.2 Fairweather and Sidaway reported the positive
effects of mental imagery, specifically ideokinesis, to affect change of posture.3 These studies
reflect the power of the mind to affect change in the body without any bodily movement. It is
significant that postural alignment and balance, not just motor patterns, can be affected through
mental imagery and that these methods may actually be more effective than physical exercises,
stretches and strength building.
Dancers have employed mental imagery in a number of regards. In a qualitative study on
the uses of imagery by dancers, Hanrahan and Vergeer found that dancers employed imagery
which could be divided into eight categories: inspiration, atmospheric, specific movement,
metaphysical, emptying out, filling up, projection and imagery rehearsal. They also found that
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the images that dancers employed were multi-modal, multi-dimensional and integrative of the
mind, body, and spirit.4
Perhaps something can be learned from those that employ their body directly for
expressive purposes. While cellists use their bodies to affect expression, the additional medium
of an instrument requires one more step in order to translate inner vision to expressive sound. By
exploring new ways to enliven mental imagery, a cellist may be able to engage and affect their
body more wholly to act as an instrument for their expressive desires.
For musicians, there are several approaches to becoming more mentally and emotionally
engaged in the body and the music they are creating. These methods help to envision the
anatomy and function of the body and to strengthen the inner ear and aural imagination.
One of the preeminent methods of mental work in the field of somatics is ideokinesis.
First conceived by Mabel Todd and then further developed by Dr. Lulu Sweigard and others,
ideokinesis involves dynamic imagery to re-educate neuromusculoskeletal movement and
alignment.5 Another method, developed by composer Bruce Adolphe provides a series of
exercises which seek to bring out the musical imagination of performers.6
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Ideokinesis
Ideokinesis seeks to create a “better balanced structure,” and “greater efficiency of
movement,” through use of mental imagery7. Through the concepts and procedures of
ideokinesis, cellists may be able to find better alignment in their posture and more efficiency in
the way that they play the cello. Ideokinesis is a particular type of mental imagery and has some
foundational concepts and principles of which it is important to be aware.
By understanding movement as a result of the neuromusculoskeletal system, ideokinesis
defines the roles of these systems individually in order to conceptualize the way that they work
together. The focus of mental imagery is the neural system which creates new muscle movement
in order to realign the skeleton. Mabel Todd initiated the theories of ideokinesis and her student
Dr.Lulu Sweigard most scientifically studied them. New interpretations of the work have been
created by Barbara Clark, Irene Dowd, Eric Franklin, André Bernard and others, many of whom
work in the field of dance.
Lulu Sweigard adopted the term “ideokinesis” from the American piano teacher,
Bonpensière. In Greek, ideo means idea or thought, and kinesis means movement. Bernhard
roughly translates the term as “the image or thought as facilitator of the movement.”8 In
ideokinesis, the thought is given primary importance, and should be given an opportunity to
affect the movement of the body. To Sweigard, “the idea, the concept of movement, is the
voluntary act and the sole voluntary component of all movement. Any further voluntary control
only interferes with the process of movement and inhibits rather than promotes efficient
7
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performance.”9 As such, ideokinesis should initially be done without any muscle movement, the
reason being that this muscle movement only strengthens old habits.10 Visualization generally
occurs while participants are in constructive rest position (CRP), in which the body is in its
greatest point of equilibrium with minimal muscle tension.11 In this position, a person lies on
their back with their knees up so that their feet are standing on the floor. They may also want to
put a small support under the head and the balls of the feet, and to tie the knees together or place
them on a higher surface so that no muscle tension is needed to keep the legs upright.

Ex. 1 Constructive Rest Position

One of the foundational concepts laid by Mabel Todd in The Thinking Body is the notion
that form follows function. Todd understood the structure of all living beings to be the result of
their needs for survival.12 She also understood that in the life of a human being, emotions create
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changes in the body and are recorded in their posture.13 In both evolutionary and developmental
terms, the way that a body or organism moves will affect its structure.
This has beautiful implications for the individual. Imagine if it were the other way
around so that function follows form. Surprisingly often this is a hidden assumption: one
assumes that the body has a structure and this is the reason that it functions in a certain way. A
person has back pain because they have scoliosis, or they are unable to stretch in a certain way
because of tension in the muscles. However, if form follows function, then it is possible to
create a change in the body through the way it is used. In ideokinesis, this change is best brought
about through imagery, where one inhibits the voluntary motion of the body.
Ideokinesis contains two primary elements for re-educating the body. The first is an
anatomical understanding of the body, and the second is the use of this knowledge to create
imagery for a more balanced structure and more efficient movement. This is reflected in the
format of the lessons which usually start with a lecture on anatomy, physiology, and body
mechanics, and then proceed to a laboratory in which students pair off and give one another
tactile aid to help the visualization of the imagery.14
On must carefully design the imagery used in the laboratory portion. Bernard gives four
principles for good imagery. First, it has to be moving and must be presented in the present
participle form. This is extremely important. If it is static, the muscles will tense into a holding
pattern. Second, the location of the image in the body must be clear. Third, there must be a clear
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direction to the movement; and finally, when using the imagery, there should be no voluntary
movement.15
Ideokinesis defines specific roles for the nervous system, muscular system and skeletal
system. The nervous system acts as the messenger and organizer for muscle movement patterns;
the muscular system is the motor apparatus that does the work; and the skeletal system is the
support that the muscles move. The work of ideokinesis is aimed at the nervous system which
organizes movement on the subcortical level. It is essential to have a clear intent of the
movement in terms of its start, end, direction, effort, speed and range. This explicit imagery is
the voluntary part of the movement and the means by which muscle patterns are retrained.
Because muscles do not act singly but in groups, one does not voluntarily control muscles. One
can only control the intent of the movement.16 The nervous system may not have the ability to
voluntarily control muscles but it can be aware of and control the alignment of the skeletal
system.17
As part of her scientific approach, Sweigard experimented with postural alignment and
determined nine lines of movement in the body which have become the basis for ideokinetic
imagery. By visualizing dynamic, moving images along these lines, the body is brought into
more proper alignment. The goal of the nine lines of movement is to neutralize the body so that
it is most ready for action.18 (See Appendix F for all nine lines of movement)
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Sweigard believed that in order to use ideokinesis, it was important to have “a thorough
knowledge of the universal laws of mechanics, the skeletal structure and the principles of the
muscular and neurological function.”19 Her book seeks to provide the information in these areas
that was developed at the time of her writing; however, she contended that knowledge of the
nervous and muscular systems was vast but by no means complete.20 Her approach to
ideokinesis was scientifically rigorous, but because of the limitations of science, there will never
be any way to ensure that one has complete knowledge and mastery of mechanics and the body.
Her method is only one way of approaching the material and one need not be intimidated by the
amount of knowledge that she claims the practice requires. The use of imagery in ideokinesis
has invited many pioneers of more right brained inclination including Barbara Clark and Irene
Dowd. Barbara Clark was André Bernard’s teacher and he speaks of her incredible use of
imagery as well as her interest in translating character into behavior. “Clark’s great contribution
was humanizing the work.”21 Irene Dowd’s book, Taking Root to Fly is loaded with imaginative
imagery and discussions on metaphor.22
Ideokinesis has enjoyed both scientific and figurative emphases from different pioneers,
and as such, it may be possible to take the liberty of applying the concepts of the work to cello
playing. As Mabel Todd said of her reticence to put her experimental work into writing, the
development of a fixed school “often spells the end of the creative process.”23 With this spirit in
mind, it seems appropriate to open a new way to apply the concepts.
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In its original conception, the nine lines of movement may help cellists attain a more
balanced posture. The nine lines concern the alignment of the spine and leg joints and may be
helpful to try in constructive rest position. Cellists rely on balanced and efficient use of the spine
and the connection of the body to the floor; these nine lines can help one find a good neutral
posture for action.
It may also be helpful to adapt the concepts to new methods of approach for the cello. By
employing the guidelines for creating effective imagery and visualizing the imagery while in a
state of rest, cellists may be able to focus on areas of the body not traditionally addressed by
ideokinesis. Below is an example of the traditional use of ideokinesis that may be relevant to
cellists as well as a new adaptation based on the principles of ideokinesis.
Combining the first and ninth line of movement, André Bernard presents a visualization
that may help cellists attain better grounding through the base of the spine, better upright posture,
and alleviate shoulder tension from raised shoulders. In this image one imagines the shoulder
blades floating down the back towards the sitz bones. Water comes up the front of the spine and
spills over onto the back providing a flowing river on which the shoulders can move. 24 (For the
full image, please see Appendix B). One first tries this in CRP with no addition muscle motion,
but one may subsequently practice the image while sitting or standing. As with all imagery, it is
important to create the most vivid manifestation of the image possible. The more senses
involved and the more alive the image, the better.
I have practiced this image while in CRP and also while standing and sitting. It allows
my shoulders to droop down my back, alleviating tension in the neck, and if I am sitting at the
24
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cello or in a chair I feel more grounded through my back into the seat. The image encourages
the spine to fall into a more stable, yet dynamic position and I find that I can turn my torso more
easily. It also has the benefit of allowing the breath to flow more freely. Additionally, the
practice of making the image more and more real focuses my attention and exercises my ability
to imagine in multiple sensory modalities.
There are some preparatory measures that one might take to help make the visualization
more effective. One way (which would normally be given in the lecture portion of the lesson) is
to become more familiar with the anatomy of the shoulders and spine so that one can better
visualize them. Often this is done through use of a skeleton. The other way is to give oneself a
kinesthetic awareness of the body parts concerned before doing the imagery. Fairweather and
Sidaway deemed this necessary in their study as they predicted that some people would not be as
kinesthetically or visually apt for visual imagery of the body. They included a step in their
experiment whereby people were given a tactile, kinesthetic cue to help them visualize the area
of their body.25
To complement ideokinesis, one may employ experiential anatomy as a means to
learning the body in a multi-modal way. In this method of learning anatomy, one may draw the
area or system of the body to better visualize it, physically trace the area of the body with one's
hands in order to feel the bones and the way they connect at joints, trace the area on another
person, write about the physical or emotional qualities of the body part, or move the area to feel
the way that it functions. One may do these in addition to using a skeleton or anatomy book.
The goal of experiential anatomy is to learn about the makeup and function of the body as it is
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relevant to one’s body and the way their body interacts with the environment.26 These are just a
few suggestions for making the imagery and the effect of ideokinesis more powerful.
In adapting ideokinesis to cello playing, one can create imagery which does not directly
correlate with the nine lines of movement. In doing so, it seems appropriate to think of the
posture of the left hand on the cello or the right hand on the bow and the string. Proper
alignment and posture for cello playing may have some variability from teacher to teacher, and
therefore these images and applications may also vary. For a starting point, however, Cello
Technique by Gerhard Mantel27 provides a great deal of information and thought on the way one
can employ the physiology of the body to create sound on the cello. By understanding the ideal
alignment of the left hand and fingers as well as the way the right hand should be used to create
sound with the bow, an intention for movement through the skeleton can inform dynamic
imagery.
In terms of the left hand position, Mantel writes, “In normal playing, the hand never
really falls into a position; if indeed all four fingers are on the string at chromatic distances, it is
only for a short time within a fast passage. When playing moderately fast, the movement of the
hand has nothing in common with the idea of position.”28 Contending with the physiology of the
hand, the relative lengths of the fingers, and their non-perpendicularity, Mantel follows a logical
progression of the way that the elbow must shift its position with movement from finger to
finger. This compilation of movement factors is too complicated for one image in ideokinesis.
The motion must have a clear location and direction and to think of the whole left hand is too
26
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vague and variable. However, Mantel offers a description of the angle, position, and direction of
the force of the arm and hand when placing the first finger on the string. It is this amount of
physical information that is appropriate for ideokinesis: one position, one alignment. The elbow
is slightly behind the cello and the first finger presses onto the string on the lateral side of the
finger.29 One can imagine the place of the elbow (back and high), the wrist (slightly bent
towards the radial, thumb side of the arm) and first finger (curved and aligned to touch the cello
on the lateral side).
With this postural understanding in mind, I created an image which turns the forearm
and upper arm of the left arm into the sides of a bellow. The bellow pumps air into the elbow
and one imagines this air flowing up the arm to the spine, out the top of the head and down
through the sitz bones. Air also goes through the forearm into the hand and out the side of the
first finger. I first imagined this in constructive rest position and then tried playing the following
morning. The image encourages the freedom of the elbow and the direction of air flow helped
bring the bones in my arm into an alignment that positioned the side of the finger into an optimal
angle on the cello. The whole spine was involved in this alignment. (For the full image, please
see Appendix B)
One may also employ the idea for the right hand. Of the position of the right arm and
hand in bowing, Mantel offers a similarly dynamic perspective to the one of the left hand. When
at the frog, one applies greater vertical weight; however, further towards the tip, one employs
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greater rotational weight from the pronation of the forearm.30 The weight is transferred through
the index finger dependent on the level of pronation needed for the bow position.31
Given the variable possibilities for bow placement, I chose to create an image that
focuses on the placement of the bow at the frog. I imagined that someone was pouring water
into my skull and that it was running through my neck and into my right shoulder. It moved
down my arm and out the first finger. I focused on the water and temperature of the water and
allowed it to help me find gravity in my arm.
I enjoy creating and playing with these images because they challenge me to think about
the dynamic alignment that I am trying to create in my posture. Not only are they fun
imaginative exercises, but they also cause me to reflect on the way that I personally envision my
skeletal alignment when I am playing the cello. (For full imagery of the bow exercise above and
also thumb position, please see Appendix B)
In applying ideokinesis for cello it is best to practice the image in CRP where there is
minimal muscle tension and the body is in a state of equilibrium. However, because the issues of
alignment for the cello involve an additional component, the instrument, it is also a good idea to
practice the imagery while seated with the cello, in a relaxed upright posture. V.S.
Ramachandran has shown that it is possible for an object separate from a person's body to
become a part of their body map.32 In this sense, the cello becomes an extended part of the body
and it may be helpful to practice the imagery with it present. Practicing the imagery both with
and without the instrument may create a more effective outcome.
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There are numerous alignments for which one might create imagery for cello playing.
One may focus on different fingers and positions of the left hand, different bow placement, as
well as the posture of the body when seated to achieve the most balanced playing position for the
torso. Having a variety of imagery is important. Each person will respond to different types of
images, and the image used should be something that is familiar and interesting to the person.
Also, because an image can become old or stagnant, it is important to create several images for
each alignment.33
The imagery used in ideokinesis is valuable not only for its ability to enhance the balance
of the structure of the body, but also for its epiphenomenal effect of exercising the imagination.
Strong imagination will likely lead to greater spontaneity and creative musical interpretation.
The images employed by ideokinesis often encompass kinesthetic and visual realms of
sensation. Auditory imagery from ideokinesis is usually a byproduct of the visual or kinesthetic
subject. However, in further adopting these imagination exercises for the cellist, it is worthwhile
to consider the aural realm. Just as imagery in ideokinesis helps to strengthen an understanding
and intention for the postural alignment of the body, so too may aural imagery help to strengthen
the musical goal for a performance.
Many people think of ear training as identifying pitch and time in different contexts and
configurations (intervals, chords, rhythm, meter, etc.). Aural training in college music theory
classes generally centers its curriculum on such concerns. However, there may be more to offer
the aural imagination. Bruce Adolphe's book, The Mind's Ear,34 provides exercises for
strengthening the capabilities of the mind's aural imagination. Just as ideokinesis promotes
33
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imagery without the movement of the body, Adolphe provides exercises for hearing in silence.
These range from hearing a familiar person's voice, to imagining people singing songs as a group
on the subway. Like ideokinesis, the exercises ask the imagery to be extremely vivid (what are
the people wearing?; what do they look like?). Adolphe also has exercises for strengthening the
ear while with a group of people (differentiating and imagining sound within the midst of real
sound), with an instrument, and for composers. Many of the exercises for groups and with an
instrument are adapted from drama exercises and invite the musician to clearly envision the
character or emotion in order to create the musical expression. Inspired by drama, Adolphe
concludes his book with a single quote from Stanislavsky: “Without a well-developed, mobile
imagination, creative faculty is by no means possible, not by instinct nor intuition nor the aid of
external technique.”35 It is a worthwhile reminder for cellists after, or in place of, a long day of
practice.
I love the different colors of the orchestra and I often try to emulate them in my playing.
In order to do this with more clarity I will sometimes imagine that I am playing but instead of the
sound of the cello, I imagine that my instrument produces the sound of a trumpet or an oboe.
Because the method of production differs drastically, this can at first be quite challenging but
I’ve found that it helps me have a better focus for the sound quality that I’m trying to produce.
I’ve also tried none musical sound sources for aural imagery. One of my favorites is the sound
of a hot match being extinguished with water. I find the immediacy, energy, and lightness of the
sound can be translated into cello playing with a fast, light bow and quick vibrato. By imagining
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that the cello is actually creating these sounds, it is easier for me to come closer to creating them
when I play.

Conclusion
If one trusts in the ability of the mind to affect change in the body, they may acquire new
resources to improve postural alignment and body usage, as well as new ways to enliven their
aural imagination. By adopting and adapting the principles and concepts of ideokinesis, cellists
may strengthen their visual and kinesthetic imaginations and become more familiar with their
body anatomy. In the process they will be able to play more efficiently. By extending the
methods of ideokinesis to the realm of aural sensation, cellists can broaden their aural vocabulary
and establish a stronger aural intent and expressive capabilities. The mind has incredible power
to affect the body. Acknowledging this connection will give a cellist new means for effectively
and imaginatively creating music.
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Chapter 3
Perceiving the Body and the Way it Moves: Laban Movement Analysis and Bartenieff
Fundamentals
Because movement is ephemeral and occurs in three dimensions, it can be difficult to
conceptualize it precisely in either quantitative or qualitative terms. Movement occurs in the
body and in the space around the body; one is either experiencing it from the inside or observing
it from the outside. In both situations, refining the ability to conceptualize movement will allow
one to become more aware of it and to communicate through it with greater ease. Whether
understanding how to move the body in order to make a certain sound or watching somebody as
they play, a heightened perception of movement will facilitate cello playing and teaching. Cello
students with greater movement and body awareness will be able to observe the motions of their
teacher more fully, and teachers with this awareness will be able to translate body and movement
concepts into terms more accessible to all students. The skills of perceiving movement are not
necessarily inherent and one can cultivate and improve upon throughout a lifetime. For those
who seek a stronger perception of the body, a vocabulary and taxonomy of movement can
greatly aid their awareness.
Perhaps the most widely accepted form of analyzing movement is Laban Movement
Analysis (LMA).1 Largely developed by the choreographer and movement analyst Rudolf Laban
along with contributions from his student Irmgard Bartenieff, this system seeks to explain human
movement in a number of regards. Laban believed that movement was both functional and
expressive and that in understanding the way that a person moves, one can understand his or her
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character and needs.2 Laban is largely recognized for two major contributions to movement
studies: his development of a notation system, and his exploration of a taxonomy of movement.3
Bartenieff brought Laban's concepts to North America and eventually founded the Laban
Institute for Movement Studies in New York (LIMS) in 1978. While Bartenieff attributed the
content of her teaching to Laban, her theories and experiences as a physical therapist worked
their way into his taxonomy.4 In addition to these contributions, Bartenieff is also known for the
development of her own system called the Bartenieff Fundamentals.5 LMA incorporates and
mixes the Laban taxonomy of movement and the Bartenieff Fundamentals.
LMA has been used in a wide variety of contexts including physical therapy,
choreography, and dance training,6 psychotherapy, anthropology, and human robotics,7 acting,8
and sports.9 Humans move intentionally and unintentionally in nearly everything they do. A
Certified Movement Analyst (CMA) trained in LMA can observe, notate, and analyze these
movements, as well as guide people through ways to explore new movement possibilities.
While it may not be possible to gain the acuity of a CMA without proper training,
creating a familiarity with Laban's taxonomy of movement and Bartenieff's Fundamentals can
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bring a more intimate understanding of movement in space and within the body. By learning the
language of LMA, cellists can have a greater physical vocabulary with which to work.

Background of Rudolf Laban and Irmgard Bartenieff
Rudolf Laban (1879-1958) was a multifaceted individual.10 He exalted human
movement, believing it was an essential part of a person's ability to attain the highest level of
functioning and creative expression.11 In it, he saw the capacity to bring together physical,
intellectual, emotional, and spiritual needs which could strengthen an individual. His goal for
dance in general was to “establish for it not simply a place amongst the sister arts but a position
in the whole meaning of the universe and man's existence within it.”12 He was a man filled with
vision who absorbed the influences of the early 20th century and translated them into his work
with human movement.
During the course of his life he was a military cadet, a visual artist, a dancer, a free
mason, a choreographer, an educator, an industrial consultant, and an advisor to
psychotherapists.13 He was born in Bratislava to a military household and moved with his family
throughout the Austro-Hungarian Empire. While stationed in the Balkans, Laban received one
of his first formative experiences of movement when he witnessed the whirling Dervishes who
moved themselves into trancelike states. Throughout his life he was influenced and curious
about traditions from other cultures such as Chinese theatre, Greek drama and the rituals of the
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Red Indians.14 Following a brief stint with military training, it became clear to Laban that
despite familial wishes, this was not his calling. He chose to pursue his interests in the visual
arts and studied and conversed in some of the leading artistic circles of the time in Munich and
Paris.15 Familiar with the cultural centers of Europe, Laban was aware of the leading
philosophies and trends of the day. His interest in visual aesthetics, architecture and crystal
forms were some of the influences from early years that have direct correlations in his theories.
In 1913 at the age of 34, he decided to give up visual art in order to study dance. He
moved to Mount Veritá, Switzerland to live in a free thinking community where he taught and
practiced his new ideas of dance and movement. Influenced by the free masons, occult practices,
and a desire to create a spiritual education, he began his experimental work. After WWI he
moved to Germany and eventually became involved in state dance projects by developing
“movement choirs,” which encouraged community dancing. In WWII he fell out of favor with
the Nazi's, fled to Paris and finally to England. In 1942, he and F.C. Lawrence began a project to
observe the movement patterns of factory workers in an attempt to improve their functional
ability. It was during this time that he developed his theory of effort. From this point until his
death he continued to work as a movement consultant in various capacities, to teach, and to
formalize his ideas through writing and research.16
Irmgard Bartenieff (1900-1981) was born in Berlin, Germany and initially trained as a
dancer. As a university student she pursued interests in biology, and the performing and visual
arts. In 1925 she began study with Laban and subsequently founded and toured with her own
dance company until Nazi threats to the safety of her Jewish husband caused the couple to
14
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relocate to America in 1933. Because of her Germanic influences, her dance style was not
embraced in New York and she was forced to find another means to support her family. She
lectured at several colleges on the work of Laban, and completed the physical therapy program at
New York University in 1943. As a physical therapist, Bartenieff's Laban-inspired, innovative
approaches to working with polio patients proved incredibly successful. She became the head
physical therapist at several hospitals and started teaching classes on dance and dance training at
several schools.17 Although much of her work was centrally inspired by Laban, her personal
experiences working with patients and students lead her to further develop her own system of
movement, the Bartenieff Fundamentals.
Both Laban and Bartenieff benefitted from richly varied lives and work with many
different people. As they explored their ideas, the codification of their theories was not straight
forward. For them, dance was an experiential and dynamic discipline, not one that necessitated
or was best suited to constant documentation. Laban did not allow students to take notes in his
classes; he wanted them to be fully present in the movement work. Throughout his life, he
changed the definitions of the terms in his taxonomy as his ideas changed.18 Bartenieff's work
style had a similarly evolving nature, focusing on whatever the present moment required. Peggy
Hackney writes:

She didn't set out to propose a new theory of body connectedness. She worked
with living bodies and responded to their needs. Bartenieff Fundamentals
developed in application, which means that what was stressed in any particular
year was part and parcel of where Irmgard was in her own life at that time and
where she perceived her students/clients to be. This alive relationship, this sense of
17
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adventure in the classroom or in private work, is something I have enjoyed also as
a way of working. I have come to believe that effective teaching comes from that
alive relationship. It also means that the “adventure” is never the same two days in
a row. This brings into real question what can/should be written about
Fundamentals.19

The work and lives of Laban and Bartenieff reflect the dynamic and ephemeral nature of
the work in which they were engaged. Just as it is impossible to fully capture movement, their
lives and their legacy defy static codification. Bartenieff continued the evolution of Laban's
principles and likewise, her students have evolved her work. Their individual contributions to
movement provide a practical way to understand movement more clearly and their approaches to
living and teaching exemplify some of the core principles of somatic practices.

Laban's Taxonomy of Movement
In Laban's endeavor to elevate dance to the highest position of the arts, he knew that it
needed a system and theory similar to those developed in art, music, and literature; however, the
ephemeral nature of dance made it difficult to study.20 Laban looked to musical notation as a
guide for forming his own notation for dance, but this was only one aspect of the difficulties in
devising a system. Equally, if not more problematic, was deciphering the grammar and
vocabulary of movement.21 As he grappled with these questions in the service of discovering a
way to notate dance, he developed his movement taxonomy.
One can consider the culmination of his work, as codified in his publications and the
work of his students, to address three areas of movement: the structure and function of the body,
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the way that the body moves through the space around it, and the inner intent from which the
movement is generated.22 These three areas are divided into his four theories of body, space,
shape, and effort. The body aspect concerns the structure and function of the body; space and
shape consider the space around the mover and the patterns of movement that they make in that
space; and effort concerns the inner expressive world of the mover.23 While Laban separated
movement into these four categories, he believed that they were always integrated; this
separation was only done in order to better understand them in the context of the whole.24 Each
of these theories provides different, though related concepts for better understanding movement.
In order to most appropriately apply the Laban taxonomy to cello, the effort theory is
given its own chapter. The body serves an important expressive role for cellists; however it is
the music which carries the message. In dance and physical therapy, the fields in which Laban
and Bartenieff primarily worked, the way that effort directly shapes and changes the body in the
context of the first three theories is impossible to sever. This connection, while important in
cello, is not as essential. The first three theories of Laban's movement taxonomy address the
physical movement of the body while effort speaks to the inner world of the performer. Cellists
can improve their body and movement awareness through these first three theories, and develop
their expressive approach to music through the effort theory. Please refer to Appendix G, the
Glossary, for a listing of terms found in this and other chapters.
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Connections Within: Body
Laban did extensive work studying the human body's structure and proportion in his
artistic renderings,25 and this likely began his interest in the body's function and usage in
movement. Furthermore, in his development of a notation system he was faced with questions
about the use of the body and developed different ways to notate the movement of various parts.
However, much of the body theory of Laban's taxonomy is indebted to the work of Bartenieff
from her experiences with polio patients.26 Before Bartenieff, Laban's theory lacked the full
“body component.” It was through her perspective as a physical therapist that she was able to
contribute to the elements of this theory.27 Though integrated with the other parts of Laban's
taxonomy, the core of her work is embedded in the body theory and on its own is called the
Bartenieff Fundamentals. It is most clearly organized and explained in Peggy Hackney's book,
Making Connections.
Peggy Hackney defines the Bartenieff Fundamentals as “an approach to basic body
training that deals with patterning connections in the body according to principles of efficient
movement function within a context which encourages personal expression and full
psychological involvement.”28 In continuing Laban's notion that movement fulfills both
functional and expressive purposes, the goal of Bartenieff Fundamentals is “to facilitate the
lively interplay of Inner Connectivity with Outer Expressivity.”29
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To Irmgard Bartenieff, the Bartenieff Fundamentals were a series of six movement
patterns that allowed patients to experience patterns of connectivity in the body.30 Today, the
Fundamentals enjoys a much broader definition which includes numerous principles and six
widely accepted body connectivities, which are practiced through the original Bartenieff
movements. By becoming aware of the connectivities in the body and understanding the
principles of the work, people may be able to improve the articulation of their movements and
express their personal artistry more clearly.31 Integral to the Fundamentals philosophy is that
relationships in the body become patterned as we grow, that relationships between body parts
can reflect relationships to the external world, and that change is fundamental.32
While originally developed within the context of physical therapy and dance, the
connectivities and principles can provide incredible resources for cellists who wish to become
better acquainted with the way the body is connected and how this affects physical human
movement. Each of these connectivities is important for cello playing and has been knowingly
or unknowingly echoed in the words and exercises of many cello teachers and authors. Many
teachers also consider issues covered by the principles, such as the total connectivity of the body,
breath, grounding, intent, the relationship of function and expression in movement, the
importance of stabilizing in order to mobilize, movement phrasing, and personal uniqueness, as
important for consideration in cello playing.33 For this reason, it is important to explicate some
of the benefits of the connectivities and principles for cellists.
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Connectivities and Principles of the Bartenieff Fundamentals
The six connectivities are breath, core-distal, head-tail, upper-lower, body half, and crosslateral. These are presented in order of complexity and the order in which they occur
developmentally.34 While Hackney explores a full range of psychological and relationship
implications for each of the connectivities, the adaptions of the connectivities for cello playing
do not necessarily focus on the same issues.

One can both experience these connectivities in

their own body and observe the way that they exist in the bodies of others. The connectivities
and principles provide concepts and questions about how a person is using their body.
Breath connects the whole body and provides rhythm for its movements. It changes with
emotions and one can change their emotions through it; it is normally automatic yet one has the
ability to control it. For all these reasons, breath is a wonderful starting point for a cellist. If one
can be aware of the breath at all times, and learn to coordinate movement with it, one can be
more assured that the breath is not unconsciously held and that the body is moving as freely as
possible. It can also provide rhythmic and emotional impetus for action and can help shape the
body to expand and contract, affecting the movement of the limbs.
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The movement from the torso to the limbs is a representation of the next connectivity,
core-distal. In this connectivity, one may focus on the relationship of the core of the body to the
limbs by thinking about where movement is initiated and how it is supported. Quite often, the
limbs move without the support of the core and this usually results in injury somewhere in the
shoulders, arms or hands. As a cellist learns a new piece of music, they generally start working
through fingerings and bowings, focusing on the actions and placement of their hands without
thinking about the way that the torso must move to support this action. If one considers the
shaping and movement that needs to occur in the torso in order to support the hands from early in
the process, there is less chance for injury and one may internalize the movement into a deeper
part of the body more quickly. The hands (distal) must send information to the torso (core) about
where it needs to be in order to support, and the torso must learn this position in order to give
impetus and support to the action of the distal limbs. There is a dialogue between the two.
Furthermore, the torso connects with the lower limbs and feet in order to ground with the earth.
Again, the flow of energy and awareness of this connection can offer support and prevent injury.
In head-tail, one considers the relationship of the top of the head with the very bottom of
the spine. F.M. Alexander's primary control provides one way of realizing this connection—the
head leads and the rest of the torso and body follows. One may notice this connection in the
change of the shape and position of the spine between the head and the pelvis when executing a
large shift. In positions closer to the bridge, one may notice that the head and upper part of the
torso are in a different position in relation to the tail than when playing in positions closer to the
scroll. The pelvis may also shift forward and back to accommodate this type of movement.
Realizing the point of initiation for these positions and shifting between them is important. Is it
the head that leads, or the pelvis? The movement may also be initiated in the thoracic or lumbar
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parts of the spine. Experimenting with the head-tail connection can open the torso and spine to
more efficient and supportive movement.
In a further extension of the head-tail connection, upper-lower refers to the relationship
of the upper limbs to the lower limbs. Important in this step developmentally and for cellists is
the concept of grounding. Without a stable grounding in the lower limbs, the upper limbs will
not have the freedom to move as they need. This grounding is further important in the freedom
of the pelvic girdle. Often, people hold a lot of tension in the pelvis because of unstable
grounding. If one's pelvis is not free, then it will not be possible to explore the full range of
head-tail connectivity or the subsequent body-half and cross-lateral connectivities. The upper
and lower limbs function in different capacities: the lower provides stability and transportation
so that the upper limbs may be free for exploration and expression. Stable grounding of the
lower limbs allows the upper limbs to have greater freedom.
Body half deals with similar issues of grounding in one area of the body in order to allow
another area freedom to move. Grounding and support in one foot or one half of the pelvis may
allow the other side to move more freely. Developmentally, body half is also linked to
asymmetrical movement of the two halves of the body. One half is doing and the other is
stabilizing. In teaching cello, it may be worthwhile to take this into consideration. At first, a
student may be most comfortable with actions and timing that are symmetrical. For example, it
will be easier for someone to change a finger and a bow at the same time, rather than slurring
two notes together or playing several bows per note. One may employ a way of progressively
introducing more asymmetry into a student's playing. Body half may even be worth considering
in an advanced player's technique for coordinating shifts and bowings. Are both hands pushing
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or pulling, coming into the center of the body or away from it? Is one side of the body able to
ground in order to allow the other side to make a larger gesture?
(It should be noted, that in order to ground, one does not have to hold the body or be
tense. One can think of grounding in terms of placing the center of gravity or the axis of
movement. There can still be freedom of movement in these body parts to accommodate the
larger gestures of other parts of the body.)
The cross-lateral connection has numerous implications and applications for cellists. It
combines elements from all the other connectivities and helps bring the whole body into
coordination with rotation of the spine and proximal (shoulder and hip) joints. Through
grounding in the opposite lower limbs, one may find support and mobility for the hands in
bowing and position changes. One can feel this connection by sitting without the cello and
pushing one foot more firmly into the ground. With a loose pelvis, this can rotate the femur
allowing the pelvis and spine to turn, pushing into the opposite upper limb. It is easiest to feel
this connection first without the cello, by just sitting in a chair and allowing the pelvis and spine
to rotate with the alternate push of the feet against the floor. Then imagine the way that this
rotation can facilitate the motion of the upper limbs. Experiment. There is not one right or
wrong way–though one may be more natural–and all ways are needed in the many configurations
of shifting and bowing that are required of cellists. What is important is to be aware of the
connection. Furthermore, the initiation of the motion is important to notice. How is the
movement phrased in the body? Where does it start, what is its path, what is the follow-through
and what is the recovery/recuperation before the next movement? These are important questions
to consider when connecting the entire body for playing.
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I have found numerous applications for each of the Bartenieff connectivities in my own
playing and in working with students, and I continue to explore them. Many of the ideas that I
have explored are covered in Appendix C. For each of the connectivities, I’ve found that making
them the focus of a practice session or even a week can bring incredible discoveries and provide
new inspiration for exercises and approaches to playing. I’ve had a lot of fun exploring the
shaping quality of the breath and the way that this can lead to the core-distal connectivity as it
opens and closes the arms from the torso. It also influences the head-tail connectivity as it flexes
and extends the spine. I’ve used these in my own playing and with my students to give a new
perspective for bowing and for different ways of shifting. I’ve helped students find freedom in
their upper limbs through grounding in the lower part of the body and have explored ways of
differentiated the body half asymmetry that is required in cello playing through different patterns
of body half movement. Cross lateral connections incorporate all the other connectivities. By
guiding students through exercises to feel the rotation of different parts of their spine and how
this relates to their arms and pelvis, I’ve helped them find greater freedom in their torso and
proximal joints allowing them to have a more full range of motion when they play.
Many of the principles of the Fundamentals are covered in the discussion of the
connectivities, including total body connectivity, breath support, grounding, the developmental
progression of the connectivities, the intent of the action, stability and mobility, and phrasing.
Several of the other principles are also worth noting:


Movement is complex. At any point in time many things are happening,

many of which may be unknown. This is true when working with oneself or with a
student. Be respectful, mindful, curious, and patient.


Function and expression are linked together. Movement serves not only a
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functional purpose but also an expressive one. As much as one studies the body
connectivities for their functional purpose, it is important to keep the expressive intent
alive as well.


The body and mind operate in a rhythm of exertion and recuperation and it

is important to remember this in playing, practicing, teaching, and learning. Too much of
one or the other will throw the process off-balance.


Each person is unique in body, mind, and spirit. There is not one right

way. A teacher should give a student the opportunity to explore what will work best in
their body for their personal expression.
The Bartenieff principles and connectivities reflect her observations from working with
physically and mentally impaired individuals as well as dancers and actors. By observing those
that have a functional or expressive impairment, Bartenieff was better able to appreciate the
component parts of an individual and the ways that these parts are connected. Furthermore,
Bartenieff experienced numerous interactions between patients and therapists and understood the
importance of the relationship that they establish with one another.35 The principles and
connectivities provide a helpful way to reflect on cello playing and teaching and can improve a
cellist's functional and expressive ability.
Taken together, the principles and connectivities invite an observer to think about the
way that they or another person is using their body. Some questions that Bartenieff considered
when working with a patient or a student were:
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Which parts are initiating the movement and what is the sequence of those
that follow?
Are they initiated from the center or from the peripheral parts of the body?
Which parts are active or held?
To what extent are they involved with other parts?
Are the movements leading toward or away from the body center?
What configurations are formed?
What muscular chains are involved? What has been omitted?
Are the parts used simultaneously or sequentially?
Are they used symmetrically or asymmetrically?
How is the center of weight shifting or holding?
What support systems are operating to maintain centering balance through
the total process?
How do they relate to the breathing process?
How is the body grounded?36

All of these questions are relevant for cellists in their own playing and in observing
the playing of others. They provide a focal point for strengthening an awareness of what is
happening in the body. By looking at cello playing through the eyes of the Bartenieff
Fundaments, certain connections in the body may become clearer, opening new questions
to lead to new improvement.

The Environment: Space and Shape
Understanding the way that the body moves in relation to itself is important for cellists;
however, as the body moves it also interacts with the space around it. People move with intent in
their environment. Having a better grasp of three dimensional space and the possibilities for
movement within it will give a person resources for better observing oneself and their students.
Laban's theories of space and shape both provide a terminology for understanding, describing,
and notating the way that the body moves in the space around it.
36
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In Laban's taxonomy, two theories cover the information concerning how the body moves
in the space around it. The first theory, space, provides orientation and terminology for the area
around the body. The second theory, shape, concerns the body's movement in that space. From
these two theories, cellists can strengthen their conceptualization of three dimensional space and
the shapes that their body makes as they move through it. This can lead to finer awareness of the
way that one currently utilizes space and can encourage a more creative approach to
experiencing new movements.

Space
Space theory provides of way of perceiving and notating the space that surrounds the
body. Stage directions can provide orientation for a body in relation to the stage, however they
are not well suited to describing the movement of the body when it is not traveling. To solve this
problem, Laban devised the kinesphere, an egocentric spatial system to refer to the space around
the mover.37 The kinesphere is an imaginary space, defined by the reaches of a mover's limbs,
which travels with them as they move.38 The kinesphere has three possible levels of reach: near
(close to the center of the body), mid (medium distance from the body) and far (farthest distance
from the body).
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Ex. 1 Kinesphere with three reach levels

Laban recognized that the body exists in three dimensions: the vertical dimension
(up/down), the sagittal dimension (front/back), and the horizontal dimension (left/right).39 The
body's center of gravity is the axis for each of these dimensional lines.40 Planes are the
combination of two dimensions: the vertical plane, or door plane, uses the vertical and
horizontal dimensions; the sagittal plane, or wheel plane, uses the sagittal and vertical
dimensions; and the horizontal plane, or table plane, uses the horizontal and sagittal
dimensions.
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Ex. 2 The body in three dimensions and the body in three planes

With this basic foundation, Laban created a system to notate the body's position within
the kinesphere. Shapes denote the sagittal and horizontal dimensions; the way these shapes are
filled denotes the vertical level (low, middle, high). For example, a triangle pointing to the right
with a dot in it denotes the space to the right at mid-level. If the triangle is shaded with slashes,
it denotes the space to the right above the head. Slanted rectangles signify the diagonals, which
do not fall on one of the planes (high, forward, right, for example).

Ex. 3a Shapes and shadings for space designation
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Ex. 3b Shapes and shadings in kinesphere space

If one clearly envisions these dimensions and planes, it is possible for one to connect
them around the body, and in the process create different geometric shapes. One can connect the
points of the dimensions to create an octahedron.

Ex. 4 Octahedron
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One can also connect all the points of the planes to create an icosahedron.

Ex. 5 Icosahedron

Finally, one can envision the space between these points to connect the points of a cube.

Ex. 6 Cube inside icosahedron
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In the cube, movement occurs on the diagonals, outside planar or dimensional points.

Ex. 7 The cube in kinesphere space

Laban used the solids of the octahedron, cube, and icosahedron in order to give the
kinesphere lateral and longitudinal space.41 He believed that the use of geometric solids to
define the kinesphere not only provided clear points for notation and description, but also
provided sources of tension, counter-tension, stability, and mobility in movement. Laban
considered the dimensions to be the most stable, the planes to be less stable and the diagonals to
be the most mobile.42 He developed numerous movement scales to practice the tension,
counter-tension, stability, and mobility of the space around the body.43 In these scales, a person
moves their hand (or another part of their body) to the different points of the geographic shapes.
For example, the diagonal scale takes a person through the eight corners of the cube.
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Ex. 8 Graphic notation for diagonal scale

These allow one to “discover something of 'the body in space' and 'space in the body.'”44
Just as musical scales train musicians to hear the tension and release of the tonal system and take
the body through common fingerings and bowings, the movement scales give a foundation for
movement in the kinesphere..
Laban's method of visualizing and notating the body in space is incredibly descriptive. It
does not have to apply to a standing body or one that employs the full reach of the kinesphere. A
person can use space theory to describe the subtle motion of a finger lifting (along which plane
or diagonal does it move?; to which point on which geometrical shape?). It provides a
vocabulary of explaining the position of body parts within the space of the mover.
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Ex. 9 Cellist in icosahedron

Cellists can employ this space in their playing by becoming more aware of the three
dimensional kinesphere. The bow moves back and forth, primarily on the horizontal plane, but
how many other planes and dimensions does it touch on its trajectory? What geographic shape is
the kinesphere in which the bow moves or is it a combination of several? The fingers may move
up and down, the arm shift towards the bridge and back to the scroll, but how can these be more
accurately and explicitly explained and considered? These questions can fine-tune a cellist's
awareness of how their body moves in space.
Furthermore, it may be possible to adapt the concept of kinesphere to more aptly suit the
needs of cellists. One can adapt the movement scales to focus specifically on the space around
the hands when playing the cello. In this adaptation of Laban's scales, the kinesphere takes on a
slightly new definition as the space surrounding a single part of the body. In order to do this,
one has to clearly conceptualize the center of the kinesphere, which in this case, does not move
with the limb, but stays at the home position of the hand. This differs from Laban's concept of
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kinesphere which moves with the body. For examples of this sort of exercise, please see
Appendix D.

Shape
Having highlighted the body and the space it occupies, the theory of shape can help
explain the trajectories and patterns that the body makes in space. Shape theory has enjoyed a
great deal of evolution in the hands of Laban's students and two manifestations of the theory—
Laban's original conception and that devised by his students Warren Lamb and Joanne
Kenstenburg—are useful for cellists to consider.
In shape theory as Laban originally conceived of it, the body moves through the different
planes and dimensions of the kinesphere leaving trace forms. Trace forms embody the living
architecture of human movement.45 Moving in the dark with a glow stick is an easy way to see
trace forms, but even without this aid, one can imagine the shapes that a person's movement
makes in space.
Laban divided the shapes created by these trace forms into four categories: straight
(droit), curved (ouvert), twisted (tortillé), and spiral (rond).46 While these are literal translations
of their French ballet origins, there are other words and associations which may be more
accessible. “Straight” can also be thought of as “spoke” or “pin.” It denotes a gesture which
moves in a straight line in space, either spoking to or away from the body, or from two different
points in the kinesphere. “Curved” may also be termed “arc” and denotes a flat rounded motion
in one plane. “Twisted” is closely related to “curved” but includes more than one arc. It only
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Laban, Choreutics, 5.
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exists in one plane, and may be visualized like the letter “S.” “Spiral” refers to a rounded shape
which exists in three planes. Another term associated with spiral is “carving,” which implies a
gesture that is interacting with the space not just moving through it or moving from one point to
another.47

Ex. 10 Shapes

Laban contended that observing these forms from the outside was a different experience
than feeling them from a “bodily perspective.” For instance, he suggested that a spiral observed
from the outside, might actually feel like an arc, or a two-dimensional wave from within due to
the body's limitations: an arm cannot turn endlessly, as a spiral does, and must change its
direction. Thus there is a difference between outer and inner perception of shape.48 This is
important to keep in mind, especially as one is observing and communicating with students:
their internal perception may vary from what one externally perceives.

47
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Moore, Introduction, 93.
Laban, Choreutics, 85.
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In Laban's original theory of space49 there is a great deal for cellists to glean and explore
and much has already been described by teachers in similar terms. In charting the course of the
bow arm, a beginner or an uneducated observer may think of the movement as being straight in
the horizontal dimension. However, the gestures that one creates with the wrist, forearm, elbow
and upper arm create different shapes. In New Directions in Cello Playing, Victor Sazer
includes cyclegraphs created by Percival Hodgson of the right hand bowing. In these trace forms
of the movement of the bow hand one can see many arcs and spirals created by combinations of
separate bows, slurs and string crossings. However, there are no straight lines.50 Gerhard
Mantel also relies on the shapes the body makes in space in order to describe the motion of both
hands in bowing and in shifting.51 He does this through descriptive language as well as through
graphics that echo some of Laban's graphs of trace forms.
In Warren Lamb and Joanne Kestenburg's conception of shape, the shaping motion
occurs in the torso and is manifested as either growing or shrinking. The body is either opening
itself in the torso, or closing. Instead of using four different shapes to describe the body as it
moves in the kinesphere, Lamb and Kestenburg think of shape as occurring within the body's
core.52 This is closely related to the movement of the limbs: as the arms open, the chest tends to
open. One can also employ breath in this aspect of shaping, as observed and exercised by
Irmgard Bartenieff.53 Cellists can employ this concept of space in bowing as an opening and
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Laban actually had several different ideas about the different shapes that the body creates in space, including
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closing of the body to complement or contradict the bow arm's gesture. The same may be
considered for the left hand in shifting.
Part of my confusion when Prof. Vardi started to guide my arm was my inability to
conceptualize the space and the shapes that he was creating with my elbow, forearm, and upper
arm. I had become so used to moving my arm in a certain way that it had created a well-worn
path in my mind and outside of that movement, I was practically blind. I was afraid that spatial
blindness was something I had inherited and that for my whole life I would have to translate
spatial thinking into tactile, visual, and aural modalities. However, Prof. Vardi assured me that
I could learn to think a new way and through his encouragement, and a course I took in Laban
Movement Analysis, I learned how to conceptualize a more well-rounded understanding of the
space in which I moved. I have practiced the movement scales for my whole body as well as for
each individual hand, and this has given me greater awareness of the three-dimensionality of the
space around me. It has also allowed me to more explicitly envision the shapes that my body is
creating and the ways that different parts of my body can move to create these different shapes in
space. With this increased vocabulary I have been able to find new ways of shifting and bowing
that create new sounds, articulations, and expressions. I now start beginners with a full
exploration of the space around them so that they can keep their eyes open to their full movement
potential from the beginning.
The space and shape theories provide a foundation for deeper conceptualization of the
three dimensional space surrounding the body and the way that the body moves through that
space. A person can practice and enhance their ability to move more fully in three-dimensional
space by employing some of the concepts and exercises that Laban developed.
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Conclusion for Laban and Bartenieff
Human movement is dynamic and expressive. Both Rudolf Laban and Irmgard
Bartenieff saw the beauty in this and dedicated their lives to exploring the many facets of human
movement. The theories and concepts they developed create a system for understanding human
movement with more depth and awareness and provide a means for people to explore new
movement potential and body awareness.
In the first three theories, body, space, and shape, Laban and Bartenieff focus on the
physical use of the body. Through these theories, cellists can hone their awareness of how the
body is connected and how it moves in relation to itself and in the space around it. This can
facilitate new physical approaches to playing and teaching and can allow one to more fully come
to know their body and the space in which they move.
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Chapter 4
Inner Intent to Outer Expression: Laban's Effort Theory
The performing arts rely on the body to communicate. As such, a performer must
be aware of their body's expressive characteristics and can use the connection between the
mind and the body to strengthen their expressive capabilities. In everyday life, bodies
express the emotion and character of a person; one can see the psychology and inner world
of a person in the way that they move, in their gestures, in their expressions and in their
postures. Mabel Todd,1 F.M. Alexander,2 Moshe Feldenkrais,3 Irmgard Bartenieff,4 and
Rudolf Laban5 all share a belief in this concept. Bodies are naturally expressive, whether
one intends them to be or not.
Laban's theories on body, space, and shape are all helpful in observing the
movement of people (and oneself) with greater acuity. Additionally, Laban developed a
theory which speaks to the inner intent of movement, known as his effort theory. Laban
believed that familiarity and practice with the four elements of the theory—space, weight,
time, and flow—was essential to understanding intent and character. He considered these
elements to be the alphabet of human movement.6

1

Mabel Todd, The Thinking Body: A Study of the Balancing Forces of Dynamic Man (1937; repr., Gouldsboro,
ME: The Gestalt Journal Press, Inc., 2008), 1-2.
2
Frederick Matthius Alexander, Conscious Control of the Individual (1923; repr, New York, NY: E.P. Dutton &Co.
Inc., 1942), 208.
3
Moshe Feldenkrais, Body and Mature Behavior: A study of anxiety, sex, gravitation & learning (1949; repr,
Madison, CT: International Universities Press, Inc., 1992), 127.
4
Irmgard Bartenieff and Martha Ann Davis, “Effort-Shape Analysis of Movement: The unity of expression and
function,” 1965, reprinted in Research approaches to movement and personality (New York, NY: Arno Press,
1972), 1.
5
Rudolf Laban, The Mastery of Movement (1950; repr, London, UK: Macdonald & Evans, 1960), 10.
6
Ibid, 110.
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In any performance, a musician has the opportunity to connect with an audience in
a way not afforded in everyday life. They have the opportunity to awaken emotions that
are not normally given the chance to breathe. For the sake of the audience and themselves,
it is the duty of a performer to take advantage of this opportunity to the best of their
ability. Laban writes, “In the theatre, the spectator, consciously or unconsciously, looks
for guidance about values for which man strives in various situations. To see such
strivings so represented on the stage is an education for all who are not entirely insensitive
to the conditions of life and human fate. If it is true of the spectator, it will surely be so
also of the performer.”7
In search of the “values for which man strives,” one must be familiar with the
wants and needs of people. “Man moves in order to satisfy a need. He aims by his
movement at something of value to him.”8 This may be a material value, or an existential
one; to understand the movements of people is to understand their needs and their
character. By observing this in everyday life, a musician can speak to it in their music.
As they become more finely aware of the condition of people individually and
collectively, they may create characters to reflect this condition, ones that will act as a
mirror into which an audience may see themselves and grow.
In order to convey characters to an audience, it is important that musicians be able
to conceptualize those characters clearly. A character is defined by the rhythm, the stress
and the release of the four effort elements9 in their movements and to become more
familiar with the elements is to become more capable of observing, analyzing, and relating
7

Ibid, 102.
Ibid, 1.
9
Ibid.
8
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to different characters. As one becomes more accustomed to this vocabulary, one may be
able to increase their effort movement potential, allowing one to relay more characters of
greater diversity. Thus, effort theory can be used as a source of imagery for deeper, more
varied, and more relevant expression.
In order to understand the theory it is important to have an understanding of the
four elements and the way that they interact with one another. Only with an understanding
of the building blocks of the effort vocabulary will one be able to conceptualize characters
within its terms and to conjure them for expression in music.

Effort Theory
Laban writes, “The first point of immediate interest in effort study is the theory
that movements are bound to evolve in space as well as time,” and, “that in this evolution
of movement the weight of the body is brought into flow.”10 In any given movement or
movement sequence one, two, three, or four of the effort elements will be noticeably
present. Human movement which exhibits only one or all four of the elements is very
rare; more often, movement exhibits two or three effort elements (termed states and drives,
respectively).
Each of the effort elements has two polar qualities which Laban termed the
“fighting” and “indulging” qualities. When exhibited in movement, the effort element
tends towards one quality or the other; if the element is neutral, it is latent and does not
define the intent of the movement.
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Rudolf Laban and F.C. Lawrence, Effort: Economy of human movement (London, UK: MacDonald and Evans,
1974), 66.
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Laban notated all the effort elements with their indulging and fighting qualities in
his effort chart. Once one is familiar with the graphic notation, one can record and notate
the qualities much more quickly and accurately than using words. As with his theories of
body, space and shape, Laban believed that graphic signs were important “because words
can never be entirely adequate in dealing with the changing nature of the subject before
us.”11 The full effort chart presents both qualities for all the effort elements. This would
never occur in human movement; when notating actual human movement, the majority of
the graph is “invisible” and only the qualities that are present in the movement are notated.
By looking at the examples of each of the individual qualities below one can see the way
that this graphic system can work.

11

Laban, Choreutics (London, UK: MacDonald & Evans, 1966), viii.
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Ex. 1 Full Effort Chart

Single Effort Elements
Laban and his students used a variety of words to describe the movement of the
effort elements. Because movement is dynamic, some people prefer the gerund form of
the description.12 This is similar to ideokinesis, which stresses the moving quality of the
image. However, regardless of what words one initially employs to understand the
movement, it is important to move beyond words by experiencing the feeling of the
12

Carol Lynn Moore, Introduction to Laban Movement Analysis and Harmonic Theory: Abridged Version (2010),
56.
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elements and their qualities in the body. Below are words, graphs, and short exercises for
becoming more familiar with each quality both conceptually and viscerally.
Space refers not to physical space, but direction of attention and can be manifested
as direct (fighting) or indirect (indulging). In direct space, there is a singular focus and
action has no plasticity. For indirect space, the action has many points of focus which
change constantly.

Ex. 2 Space

One can describe direct space as directing, pinpointing, zeroing in, straightforward, or single-focused. One can describe indirect space as indirecting, scanning,
flexible, pliant, plastic, roundabout, or multi-focused.
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Time refers to the speed of the action, either in space or psychologically, and is
manifested as sudden (fighting) or sustained (indulging).

Ex. 3 Time

One can describe sudden time as accelerating, quick, speeding up, urgent, or
instantaneous. One can describe sustained time as decelerating, prolonging, slowing
down, gradual, or lingering.

Weight refers to the force of an action and is manifested as strong (fighting) or
light (indulging). Strong weight requires muscular tension and heavy pressure, while light
weight produces a state of muscle relaxation and light pressure.
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Ex. 4 Weight

One can describe strong weight as increasing pressure, firm, forceful, or solid.
One can describe light weight as decreasing pressure, delicate, fine touch, or sensitive.
Flow refers to fluidity and can exist either as bound flow (fighting) or free flow
(indulging). In bound flow an action appears to be able to be stopped at any point and
often seems restrained or controlled. In free flow, there appears to be no control or ability
to stop the motion.13

13

Descriptions of all effort qualities: Moore, Harmonic, 151-152.
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Ex. 5 Flow

One can describe bound flow as binding, careful, controlled, or restrained. One
can describe free flow as freeing, relaxed, easy-going, or fluent.14

Combinations of Effort Qualities
Certain qualities seem to complement one another. For instance, sustained time,
direct space, and bound flow. These three qualities could all go together to describe the
act of putting a key into a lock. At times, it can be hard to separate one quality from
others. For this reason, efforts are most commonly manifested as states (two combined
qualities) or drives (three combined qualities). Laban considered states to be incomplete

14

Adjectives for effort polarities: Moore, Introduction, 56.
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efforts15 which generally exist as shading transitions to more the complete efforts found in
drives.16

Mobile

Flow and Time

Stable

Weight and Space

Awake

Time and Space

Dream

Flow and Weight

Remote

Flow and Space

Near

Weight and Time

Table 1. Laban Effort States

The names given to the states are Laban's and they describe the type of feeling that
each state may evoke. “It is difficult to attach names to these variations of incomplete
effort as they are concerned with the pure movement experience and expression. If the
reader will take the trouble to perform some bodily actions with the two [effort elements]
stated, but using one [quality] of each only at a time, he might agree that the attitudes have
[these] characteristics.”17 For Laban's complete description of each of these states and
how they relate to the term provided, please see Appendix F.

15

Moore, Harmonic, 81.
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Laban, Mastery, 83.
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The four effort drives represent the most complete and common manifestations of
intent in human movement. Depending on context or situation, certain drives may prevail.
If one is in a working environment, action drive may be most prevalent. However, in
certain tribal cultures and rituals, spell drive may be present. Because music encompasses
many different characters, moods, situations and atmospheres, all four drives are pertinent.
Action drive is comprised of the effort elements space, weight and time. Action
drive contains eight basic effort actions created using a combination of the different
qualities from each effort element: punch (direct, strong sudden), slash (indirect, strong,
sudden), dab (direct light, sudden), press (direct, strong, sustained), float (indirect, light,
sustained), glide (direct, light, sustained), wring (indirect, strong, sustained), and flick
(indirect, light, sudden).18 This is the only drive that lists specific names for each of the
combinations from its component parts. Flow, which Laban associated with feeling, is
latent or unexpressed in action drive movements.

Ex. 6 Two manifestations of the Action Drive:
Float (indirect, light, sustained); and Punch (direct, strong, sudden), respectively

18

Irmgard Bartenieff, Body Movement: Coping with the environment (New York, NY: Gordon and Breach Science
Publishers, 1980) 57-58.
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The passion drive replaces space with flow and contains the effort elements of
weight, time and flow. Laban associated flow with feeling and space with thinking19 and
by replacing thinking (space) with feeling (flow) passion drive creates a state of
thoughtless emotion. It can be the passion associated with being in love or the passion
associated with rage. Depending on the quality combinations of weight, time and flow,
passion can encompass a range of emotions beyond thought or focus of attention.

Ex. 7 Two manifestations of the Passion Drive:
Light, sustained, free; and Strong, sudden, bound, respectively

Vision drive lacks the element of weight and thus is comprised of space, time, and
flow. Laban associated weight with sensing and physical perception,20 and therefore the
replacement of flow for weight creates a feeling of disembodiment and purity of thought.
Without the weight of the body, the mind can see with pure thought and feeling into the
future and the past.

19
20

Moore, Harmonic, 156-157.
Ibid.
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Ex. 8 Two manifestations of the Vision Drive:
Indirect, sustained, free; and Direct, Sudden, bound, respectively

Finally, spell drive omits time and is defined by weight, space and flow. Without
time one can experience trancelike, primitive, primordial or ritualistic feelings in spell
drive.

Ex. 9 Two manifestations of the Spell Drive:
Light, indirect, free; and Strong, direct, bound, respectively
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Each of the effort states only requires the addition of one more effort element to
become a drive. A drive can lose one element to become a state and then acquire a
different element to become a different drive. This transition and oscillation is inherent
in human movement and creates the rhythmic stress and release during activity that
defines a character.21
Using the ability of states and drives to change into other states and drives, Laban
developed a way to modulate from one effort to another. Laban observed that people each
have their own individual rhythms and manifestation of effort and that these effort
preferences create a person's character.22 By performing short movement sequences that
gradually transition a person from their preferred effort qualities to less preferred ones,
Laban helped people realize a more full effort potential.23 By adding, removing, changing,
or exchanging one effort element or quality at a time, one can progressively achieve a new
movement potential.24 For example, one who exhibits a habitual movement preferences of
punch (direct, strong, sudden), can change direct for indirect (becoming slash) then change
sudden for sustained (becoming wring) and finally change strong for light (becoming
float). One can apply Laban's concept of modulation to a person's movement preferences
or to phrasing in a movement sequence.

21
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Ex.10 Modulation from Punch to Float
Effort Theory for Cellists
A cellist can employ Laban's effort theory as an expressive tool in musical
interpretation. In the same way that one determines fingerings, bowings, dynamics, and
phrasing to help bring a piece of music to life, so too may they use the effort terminology
and notation. One can determine the presence of effort qualities and notate them in their
music, allowing them to relate to these qualities in performance or rehearsal in the same
way that one responds to the notation of a crescendo, or ritardando. One can also refer to
past interpretations of a piece if they are written more clearly on the score. In this regard,
it could be possible to make performance editions that include a more explicit expressive
notation than fingerings, bowings, dynamics, and phrase markings.
A cellist may also employ the effort theory to help them get closer to the characters
they wish to embody in their music. One can find single effort elements in the music they
are playing, perhaps referencing markings in the score to guide them. For example, a
piece may be fortissimo, very fast, and full of directional scales. One might correlate
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these surface characteristics of the music with the effort qualities of strong weight, quick
time and direct space, respectively, and thus tap into the action of “punch.” Punching–or
embodying the feeling of a punch–will allow the cellist to have a corporeal understanding
of the passage beyond simply executing the dynamics, tempo, and notes. Imagining the
body moving with the effort qualities of the character will allow the character to be more
vividly alive in the mind of the performer.
In an alternate approach, a person can tap into the entire feeling of a state or drive.
If a passage seems to exhibit passion, for example, one can look to the elements and
qualities of the passion drive to more clearly express the type of passion that is present. Is
the passion full of strong or light weight, free or bound flow, sudden or sustained time?
Do these stay the same or change? If one can make these choices more explicit in their
playing, their expression of the passion to the audience will also be more explicit.
The effort theory can also provide guidance when the expression or character of a
passage is elusive. By trying different qualities of the different elements, the theory
provides a way to audition different characters for the musical role. A performer can
determine what qualities they think are present, and then add others to make the effort
more and more complete. These interpretations need not be immutable. Anything is open
to change; however, exploring the possibilities and asking the questions will make the
expression and intent more clear.
Effort can describe the general feeling of a section of music, or one may employ it
to show the subtle changes of expression that occur between notes. This may be best
exemplified by an example from Irmgard Bartenieff in which a single sentence, “I do not
want it,” is shaded in multiple ways using effort terminology.

99

Ex. 11 Bartenieff’s example of different uses of effort for saying the same
sentence25

Effort theory may prove especially helpful with newer music which has not yet
developed a performance practice and cannot rely on conventional tonal theory to guide
the interpretive process. Bartenieff attributes the timing of Laban's dance notation to the
departure of dance from the static forms that had existed for centuries. She writes,
“Systems [of notation] devised as early as the 16th century as well as those of the 18th and
25

Bartenieff, Body Movement, 66-67.
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19th were quite limited because European dance was so codified. A notation for all types
of movement was not needed. A comprehensive and systematic notation became
necessary, however, in the 20th century when a revolution against static, formalized dance
turned the dancer and choreographer to studying natural, expressive movement in all its
possibilities.”26 People have used the effort theory (as well as Laban's other theories) to
study human movement and dance in different cultures in the last century. It is a system
that is flexible enough that it can embrace a wide variety of human movement and
expression and as such, may be flexible enough to be an interpretive and expressive device
for multiple forms of music.

Effort Modulation
Laban's process of effort modulation may also prove helpful for cellists in at least
two different regards: understanding personal movement preferences and creating
transitions in a piece of music.
Each person has slight (or extreme) movement preferences which define their own
character. The movement tendencies that a person exhibits can affect the choices they
make in repertoire as well as their playing approach. If a person has a preference for the
action of float (light, sustained, indirect), they may need to consciously change their
personal effort qualities in order to play Don Juan. One can choose to stay within their
comfort zone or attempt to find repertoire and situations which encourage them to increase
their effort movement potential and vocabulary. Laban believed people with latent effort
qualities due to expressive habits are able, through training, to regain those latent effort
26

Bartenieff, Research Approaches, 4.

101

potentials.27 By first bringing awareness to habitual effort qualities, one may choose to
experience and express other effort qualities. Teachers may be able to use this means of
observation and transformation in working with students. Through the effort modulation
process that Laban developed, one may bring change to an individual's effort tendencies.
A cellist can also apply Laban's process of effort modulation to a piece of music.
If one is hoping to make a smooth transition, one can identify the effort qualities in the
first musical section and those in the second section and find a way to transition between
them by adding, removing, changing, or exchanging one effort element at a time. For
example, if one is playing a passage of music that transitions without break from a slow
lyrical movement (sustained, light, indirect) into a fast finale (sudden, strong, direct), by
means of an accelerando and crescendo, one may do this by first changing indirect to
direct, then sustained to sudden, and finally, light to strong. This may be done in
succession or in a pattern, but either way, a clear conception will help create a clearer
transition. Alternately, if one prefers an abrupt transition, it is helpful to think about the
quick change of all these effort qualities at once. This will bring them into the breath and
into the playing, thus connecting the physical and expressive aspects of the performance.
Adapting Laban’s effort theory for my playing has been one of the most
enlightening developments in my musical practice. In preparing for an audition I’ve
found that every excerpt I prepare can be brought to life if I ask myself how each of the
effort elements is manifested in it. Aspects of the character which elude me suddenly
became incredibly clear and vivid and each character becomes an identity that I looked
forward to visiting in the audition.
27

Laban, Effort, 50.

102

As I prepared for my lecture recital on “Laban’s Effort Theory and Its Application
to Musical Expression,” I started to use the graphic notation in my score and found that it
was a helpful way to fill out the puzzle pieces of the characters I was trying to create and
the evolution of how I interpreted the piece. I worked on the Barber Sonata and thought
of the opening and other passages in terms of weight, flow, space, and time. I tried many
different variations for different parts and this gave my practice a new dynamic and
expressive component that allowed me to be more experimental and curious. As I was
working on the last movement of the piece with my pianist, we were having a hard time
getting on the same page with the character. I told him that I wanted the “Appassionato”
of it to be strong weight, fast time, and free flow, like a temper tantrum without thought.
And we got it. I also found numerous places where I could shade ambiguous transitions
by consciously changing the effort qualities. Below is a copy of the part that I used at my
recital which includes an example of how I created an effort modulation in the music from
rehearsal 37 to 44. At 44 I experimented with several different effort drives and chose to
perform the Passion Drive (sustained, free, light) rather than the versions of the Spell
Drive (light, direct, free) or the Vision Drive (indirect, free, sustained) with which I had
experimented. However I now have these in my part and may choose to further explore
them when I return to this piece in the future.
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Ex. 12 Effort Qualities and Modulation in Barber Cello Sonata, first movement

As I continue to work with these qualities in my playing I have become interested
in the way that flow is manifested in music. In some regards, it always seems to be present
because music is always moving forward. Sometimes the flow is more outwardly
expressed than others, sometimes it is more extroverted and sometimes it is waiting to
blossom. I’ve found quite often that making flow more free will help with a passage or an
approach to a piece as it allows the expression to open more freely.
In working with these qualities with students I have been able to help a very sweet
high school student find a stronger voice by having her punch the palms of my hands in
order to bring stronger weight into her expressive vocabulary. I’ve alternately helped a
college student lighten her weight by brushing her own cheek softly. Using the effort
elements has helped me transform habitual expressive approaches that some of my
students bring to their playing. By broadening their expressive movement vocabulary I’ve
been able to give them a more dynamic basis for character expression.
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Conclusion
Laban's effort theory provides many different tools for the performer. It allows
one to notate expression graphically, to create a more explicit musical interpretation, to
have a system for discovering the musical character of elusive passages, to understand
one's personal effort preferences and change them, and to create effective musical
transitions. In all of these ways, one can come closer to understanding their own character
and the characters in the music to which they must relate in order to communicate
effectively with an audience.
Laban wrote, “We need an authentic symbol of the inner vision to affect contact
with the audience, and this contact can be achieved only if we have learned to think in
terms of movement.”28 The body is an incredibly expressive asset. It is through the body
that one expresses their internal world and through the body that one receives information
about the external world. “People cry for rhythmic power waves—work and festive—to
revive and enliven into meaningfulness their suppressed sense of life.”29 By tapping into
the expressive capabilities of the body, one may be able to touch an audience more fully
and grow with them more deeply.

28
29

Laban, Mastery, 20.
Rudolf Laban, quoted in Bartenieff, Body Movement, 69.
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Conclusion
Music provides a unique opportunity to explore human emotions more deeply than daily
existence affords. To the best of their ability, musicians must prepare their minds, bodies, and
souls to serve the music and the message that they are to convey. They must cultivate integrity
in their being and in their musical expression.
As William Pleeth said:

The act of playing–physically and spiritually–must be one of relative balance and
completeness in our whole being, for each aspect is carrying the other aspect and
all must travel together along the same wavelength. Everything causes everything,
everything gives birth to everything, everything feeds everything – the 'oneness' of
you, your instrument and the music should be so perfect that all three marry into
one entity in the end: one seamless whole in which one cannot see where the one
part leaves off and the other begins. Whatever you are conveying musically, it has
to have this perfect unity, because it is only when one has this kind of
completeness that one can become a complete creative being.1
The “'oneness' of you” to which Pleeth refers is one of the primary goals of somatic
practices. Alexander, Feldenkrais, the writers of ideokinesis, Bartenieff, and Laban, have all
stressed the importance of conceptualizing the integrity of a human being. For them, the body
and mind cannot be severed; expression stems from the functional aspect of being human.
In playing the cello, one seeks this complete, yet elusive, integrity. The ultimate goal is
to achieve a technical proficiency and mental acuity that can effortlessly speak the soul of the
performer. With complete awareness of the mind and body, a person can probe to deeper levels
within themselves and to deeper levels with others, unhindered by their corporeal limitations.

1

William Pleeth, Cello (New York, NY: Schirmer Books, 1982), 3-4.
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How can one achieve this state? Scientists and philosophers have grappled with this
question for centuries and the eastern mind-body practices for much longer. In somatic
practices, awareness is central to the question: to bring the mind and body into awareness is to
bring them within the control of the individual. With this awareness and control, a person can
experience a sense of “oneness.” Awareness is mentioned throughout the somatic disciplines
covered in this document, whether it is the awareness of one's habits, their self-image, mind,
imagination, posture, body connectivity, use of space, or character intent. Awareness of the
body and the way that it relates to the outer expression of the individual are fundamental to these
somatic practices.
There are different types of awareness and different levels of control. When one seeks to
achieve greater “self-awareness,” it may be difficult to know where to start. In his book, The
Psychophysiology of Self-Awareness, Alan Fogel identifies two types of self-awareness:
conceptual self-awareness and embodied self-awareness. In conceptual self-awareness, one
understands one's self through words, logic, and reason. Conceptual self-awareness is based in
linguistic, symbolic forms. It is rational, logical, explanatory, and abstract, and transcends the
present moment. Alternately, embodied self-awareness is an awareness that occurs before
thought. It is based in sensing, feeling, and acting. It is spontaneous, creative, open to change,
concrete and lived in the present moment.2
Fogel goes on to explain how emotions reside in the body and that the extent to which
one is interoceptively aware of their body is the extent to which they can be in touch with their
emotions. This takes time to cultivate. The development of embodied self-awareness is much

2

Alan Fogel, The Psychophysiology of Self-Awareness: Rediscovering the lost art of body sense (New York, NY:
W.W. Norton, 2009), 31.
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slower than the quick judgment of conceptual self-awareness and this may be why it is so often
neglected. It takes multiple sessions in a somatic practice to begin to find this inner sensitivity
and at first it may be fleeting. However, once one begins to experience the feeling of embodied
self-awareness, one can return to it again and continue to practice it. The goal of cultivating
embodied self-awareness is to allow one to achieve a feeling of presence and have the ability to
choose the course of their action based on the needs of the present moment.3
For musicians this is a crucial ability. Music and the emotions that it conveys are
ephemeral, and as much as one practices or rehearses, they are unpredictable. The ability to
make appropriate performance choices based on the current state of one's body, mind, emotions,
and performing conditions (audience, acoustics, etc.) is essential for the creation of relevant and
effective performances. As one begins to practice greater self-awareness, it is important to
distinguish what type of awareness one is practicing. Defining oneself through words may not
yield an awareness that provides the type of creativity and spontaneity one can enjoy with
embodied self-awareness.
In this process, one inevitably comes to a division between what is within one's conscious
awareness and control and what is not. What actions can one change and what actions are a
natural part of one's reflexes and human functioning? One needs to eat to live, but how much of
the habits involved in eating (diet, amount, method) are part of necessity and how much of those
behaviors are within the control of the individual?
Shaun Gallagher's distinction between the two different ways in which the body is
represented in the mind may be helpful. He provides different definitions for two terms which
are often used interchangeably: body image and body schema. “A body image consists of a
3

Ibid, 45-70.
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system of perceptions, attitudes, and beliefs pertaining to one's own body. In contrast, a body
schema is a system of sensory-motor capacities that function without awareness or the necessity
of perceptual monitoring.”4 This is an important distinction as one begins to explore greater
awareness of one's body and what one controls. The body image is manifested by objectifying
one's own body and body parts and giving them conscious attention, while the body schema is
manifested as a holistic connection of the entire body, functioning without the need of conscious
perception. When one does strength exercising or looks in a mirror they are using their body
image; when one reaches for a glass without looking, they are using their body schema.
According to Gallagher, these two systems work together and it is possible to bring the
functions of one within the other. As the reviews of the somatic practices in this document have
shown, bringing conscious awareness to a part of the body or its usage can alter the whole body
posture, even when one takes that focus away. Thus, one can alter the prenoetic body schema
through the conscious use of the body image. Alternately, one can bring conscious awareness to
posture and behaviors normally within the realm of the body schema, thereby bringing them into
the realm of the body image.5 The two systems are not mutually exclusive or static; they exist in
a dynamic interaction.
Gallagher states that if the body schema fails to perform the actions which usually fall
under its purview, the body image will take over; however, if one has a state of equilibrium and
posture which does not require conscious attention of the body image, one can attend to one's
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Shaun Gallagher, How the Body Shapes the Mind (New York, NY: Oxford University Press, 2005), 24.
Ibid, 35.
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environment and surroundings more fully.6 For a musician this means freedom to attend to other
musicians and the message of the music.
In addition to taking up perceptual resources, operating from the stance of the body
image encourages the objectification of the body. One becomes concerned with one's arms or
hands rather than experiencing the holistic connection of the entire body working integrally.
Through objectification, body image may also encourage one to make judgments about the
body.7 If a musician can move away from objectifying their body, they may also be able to
move away from objectifying their music. By stepping away from their body image and their
positive or negative judgment of themselves as a cellist, they can focus more on the music that
they are creating. As Feldenkrais writes, “Unless a stage is reached at which self-regard ceases
to be the main motivating force, any improvement achieved will never be sufficient to satisfy the
individual. In fact, as a man grows and improves, his entire existence centers increasingly on
what he does and how, while who does it becomes of ever decreasing importance.”8
By operating through a well-developed body schema one can relegate perceptual
resources to one's surroundings and be more concerned with the music that one is creating. This
takes the place of constant self-monitoring and defensive playing, or of playing that is habitual
and inflexible. An ideal state is one in which a person can react spontaneously and appropriately
to the needs of the moment.
Thomas Hanna presents a model in which somatic practices employ awareness as a way
to bring one's involuntary actions under conscious control. Hanna writes that consciousness is

6

Ibid, 36.
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Harper & Row, 1972), 19.
7
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“the soma's9 available repertoire of sensory-motor learnings that springs into action when
provoked by external stimuli or when caused to act by an internal need.”10 Consciousness is not
a static entity, nor a narrowly focused lens. It depends on sensory-motor connections with the
body. Awareness, however, is the lens that one can focus to bring certain reflexes within the
conscious realm. The volitional focus of awareness is a uniquely human ability and can be used
to probe the unknown and the involuntary aspects of one's behavior. By doing so, one can make
the unknown, known and bring involuntary functions into voluntary consciousness.11 If
consciousness is manifested in sensory-motor learnings, these can be the focal point for
awareness and thus the reason that somatic practices seek to find oneness in the mind through a
presence in the body.
In the pursuit of transcendent and meaningful expression, cellists must contend with the
limitations of their physical body and mental focus. A cellist may practice hours a day to bring
their body into an optimum state for performance; but if they have only trained their reflexes and
can only operate in a mechanistic manner, they will not tap into the humanity of the music and
the relevancy of communication that can happen with an audience. They will miss the emotional
expression lying dormant in the body, untouched by their awareness, and the audience will not
be given the opportunity to touch it, either. This is a lost opportunity, for there are few places in
the world that offer the chance to connect on this level. Whether one is pursuing a higher level
of playing, or hoping to offer this experience to students, the somatic practices provide a
gateway for broadening one's humanity and sharing it with others.

9

Referring to the body from the first person perspective.
Thomas Hanna, “What is Somatics?” Bone, Breath, and Gesture: Practices of Embodiment ed. Don Hanlon
Johnson (Berkeley, CA: North Atlantic Books, 1995), 348.
11
Ibid, 347-351.
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Appendix A
Alexander Technique and Feldenkrais Method

Alexander Technique
Technical Components of the Alexander Technique
Primary Control
Sit in on the edge of a chair with feet firmly planted on the ground. Visualize the place in
the head between the two ears. This is where the head meets the spine. Bend forward at the hip
joint, leading from this point in the head. Come back to neutral. Breathe into the back of the
neck and feel the relaxation of the shoulders. Try leaning forward again and feel the weight of
the body come over on to the feet. Come back to neutral. Lean forward again and allow the full
weight of the body to come on to the feet bringing you to standing. Try several times,
experiment with the placement of the feet. Keep the rate of bending in the hips, knees and ankles
the same at all points in standing and sitting. Bring as much awareness as possible to the back of
the neck to keep it free and relaxed throughout the process of standing and sitting.

Hand Pronation
Sitting or standing, put hands out in front of your body with the palms facing down. Turn
them so that the backs of the hands are facing one another. Now bend the elbows and bring the
hands towards your body and into the approximate places for the cello position and bow position.
This is the pronation that Alexander and Pleeth consider to be proper usage.
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Inhibition
Pick a shift that presents a challenge. Get ready to perform the shift but keep yourself
from actually following through with the gesture. Notice what parts of the body start to engage
during this preparatory moment. Try this several times, giving yourself (or student) the directive
to perform the shift, but inhibiting the follow-through. Try to alleviate extra muscle tension or
mental anxiety in this phase of the shift preparation. Try performing the beginning of the shift
slowly enough that you can stop it at any point.

Using the “Means-Whereby” rather than “End-Gaining”
From the starting point of the above example, practice the shift beyond the goal and short
of the goal. Simply observe where you land, don't correct it. Become comfortable with the
unplanned note. As you start to aim towards the proper note, do so slowly enough that you
maintain awareness throughout the shift and can observe what is happening. Again, if you come
to a different place than expected, simply observe how it is different than where you had
intended to land.

Mentally Guided Direction
Visualize the shift. Hear it in your head. Imagine the hand moving towards the note and
the sound of it before it gets there. Feel the hand and its coordination with bow. In your mind,
which gets there first? Mix this mental directive with physically practicing the shift to refine
your mental conception of the shift, your ideal of the shift, and what you are actually physically
doing.
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Feldenkrais
Pelvic Clock
Sit on the front of a chair without the cello. Notice the weight of your body on the sitz
bones. Imagine you are sitting on the face of a clock with 12 o'clock at the back of the chair, and
6 o'clock at the front of the chair. Try moving your pelvis between 3 o'clock and 9 o'clock.
Then try moving your pelvis between 12 o’clock and 6 o’clock. Move between 12 and 3, then
back to 12. Can you feel the position of 1 and 2 o'clock? Go slowly enough so that you
visualize the movement between 12 and 3 and back to 12. Rest every so often so that you can
stay focused on the clarity of the movement. You can also explore the space between 3 and 6, 6
and 9, and 9 and 12, and even the whole clock. Take time for each exploration. Notice how this
affects the pelvis, the legs and the spine, and even the arms and the head as you do the
movement.

Cultivating Awareness
Self-Image Reflection
Take a moment to reflect on your “self-image.” What first comes to mind when you hear
these words? How do you perceive yourself? Perhaps you think about your body, or the way
you think, or the relationships that you have, or your career or course of study, or the challenges
of your past or future. Be aware of how your thoughts reflect your self-image.

Changing Habits and Compulsive Behavior
Find a habit that you have in everyday life. Which tooth do you first start brushing?
When you get dressed, which leg do you first put in your pants? How do you habitually cross
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your fingers? Is the right or the left thumb on top? Is there a specific way that you open your
cello case and take out your cello? What is the first thing you do when you sit down to play?
Think of any habit that you have. First see if you can observe in the context in which it occurs.
Next, see if you can stop before you perform the habit and try doing it in a different way. As you
practice non-habitual behavior in the habits you have identified, see if other habits become more
noticeable to you and easier to change

Reflection on Mistakes
What is a mistake? When do they happen and why? Are there different types of
mistakes? How much control do you have over them? Mistakes are ok. They are human and
forgivable. Observe them when they happen and ask where they came from. How can you learn
from the different mistakes that you make?
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Appendix B
Ideokinesis
Traditional Exercises from Ideokinesis (employing the nine lines of movement)
Conventional practice of ideokinesis uses imagery to focus on nine lines of movement in
the body that Dr.Lulu Sweigard believed were important for posture and body usage. Some of
these are helpful for cellists in establishing a dynamic posture. All of them should be done while
in constructive rest position.

Ex. 1 Constructive Rest position

For Shoulders (first and ninth lines of movement)
While lying in CRP, imagine that water is running up the front of the spine from the
pubic bone toward the head. Imagine the sound of the water, the temperature of the water, how
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fast it is flowing. At the top of the spine, the water changes its course and starts flowing down
the back of the spine, from the neck towards the sitz bones and the heels. Imagine the water
flowing over each vertebra. Now imagine that the shoulder blades are boats on this stream of
water. Imagine them working their way down the spine towards the sitz bones. The sitz bones
do not stay where they are; they are moving further away from the shoulders so that the shoulder
blades can never catch up to them. Keep this image flowing perpetually, strengthening the
vividness and reality of it.1

For the Ribcage (seventh line of movement)
The chest is a sponge. The water is wringing out the sponge as you exhale and filling it
up as you inhale. It is a very soft sponge and very absorbent. Feel how easily the ribs are filling
with water and releasing it.
Feel the connection of the ribs to the sternum and the ribs to the spine. Imagine that there
are springs at these connections. The springs are opening and closing. At first they are a tight
coil but imagine them getting as loose as a slinky, opening and closing freely.

For the Position of the Head (eighth line of movement)
Your ears are the handles of a rolling pin. Feel them rolling forward and backward
around this axis. You are flattening out a piece of dough with the rolling pin. Allow the pin to
keep rolling, making the dough flatter and flatter.

1

André Bernard, “From Shoulders to Feet: Third Day of the Introductory Workshop,” in Ideokinesis: A Creative
Approach to Human Movement and Body Alignment ed. André Bernard, Wolfgang Steinmüller and Ursula Stricker
(Berkeley, CA: North Atlantic Books, 2006), 119-120.
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Adaptation of Ideokinesis for Cello
For First Finger Position
Your upper arm and forearm are two sides of a bellow opening and closing, blowing air
into the elbow. Some of the air comes into the elbow and flows through the upper arm to the
shoulder joint along the shoulder and up through the spine out the top of the head. It is also
moving down the spine into the pelvis and out the sitz bones. Feel the flow of air moving from
the elbow to the spine and moving up and down the spine. What is its temperature? How big are
the bellows and how fast are they moving in order to create enough air to move along the body?
How big are the channels through which the air must pass? Are they light or dark? What color
are they? Air is also flowing from the elbow through the forearm to the wrist and out the first
finger on its lateral side. Imagine the path of the air moving through these joints. Again, how
big are the air channels? Are they the same as the channels along the shoulder and the spine?
Are there any places that the air channels seem blocked?

For the Right Hand at the Frog
Someone is pouring water into the top of your skull and it is spilling through the back of
the neck and right shoulder and into your upper arm. It is moving down through the elbow to the
wrist and the fingers and spouting out each finger. The largest hole for the water is on the side of
first finger. The arm is pouring water out this first finger. Feel the weight and movement of the
water in the arm, in the upper arm, in the elbow, in the forearm, in the wrist and in the fingers.
What temperature is it? How fast is it flowing? How does it turn corners at the joints.
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Thumb Position
Imagine a pump in your stomach, right at your belly button. It is pumping water up the
front of your body into your sternum and across your left collarbone into your left shoulder. The
water is moving down your upper arm towards the elbow and down the forearm into the fingers
and the thumb. Your thumb touches your belly button allowing the water to pour back into the
pump. Feel the water completing this circuit, flowing up your body, down your arm, out your
thumb and back to your belly button. How fast is the water moving? What is the temperature of
the water? How much water is there?

Musical Imagery
Pick a piece of cello music that you are currently preparing. Imagine that you are about
to play the piece of music. But as your bow pulls across the string, the sound of an oboe comes
out! Imagine the way that the oboe sounds as you play. How does it phrase? How are the notes
connected and how do the articulations sound? What do different registers sound like? How
does this change the character of the piece that you are used to playing?
Pick another instrument and try this again. Try to imagine that you are actually playing
the cello but that it is producing a different sound. Be creative. Try glockenspiel, or hurdy
gurdy.
Try playing your piece with the sound of one of these instruments in mind. Is it easier to
create a sound closer to the color of this instrument after you have imagined it without the cello?
Pick a non-musical sound. Perhaps it’s the sound of crunching leaves, or waves on the
beach, or a chair scraping the floor. Imagine yourself playing a single note, but the non-musical
sound comes out instead. After imagining this a few times, try playing a note as close as
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possible to that non-musical sound. Perhaps try it in a scale. How does this inform the way that
you approach articulation and the duration of the note?
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Appendix C
Body: The Six Connectivities of the Bartenieff Fundamentals

The six connectivities were developed by Irmgard Bartenieff and her students to help
increase awareness and connectivity. You may not feel the connection on the first or second try,
but keep looking into it with curiosity and experimentation. This is part of the process- asking
questions and coming to know yourself and your body.
Some of these exercises ask you to lie on the floor, others to sit in a chair without the
cello and others with the cello. There are also some exercises that help you explore your body in
standing postition. Playing the cello requires use of the body and sometimes the body can
become clearer if we work away from the instrument; thus there is a mix of different types of
exercises.

Practical Application for Breath
Three Dimensional Breathing
Our bodies exist in the vertical, sagittal and horizontal dimensions. You can feel these
three dimensions through the way that your breath shapes your torso.
Lie on your back with feet standing. Breathe into your vertical dimension, feeling the top
of your head and hips fill with air and move away from one another. Feel your hips push into
your legs as you inhale. Do several breaths and observe the feeling of breathing into this
dimension. Next explore the sagittal dimension. Breathe into the front of your torso and the
back of your torso. Explore how these two sides of your chest can move away from one another,
how your body can push into the floor or into the space above you as you breathe. Next explore
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the horizontal connection. Feel the rib cage expanding away from your sternum to the lateral
sides of your body. Feel the breath move your arms away from the torso as the lungs expand.
Finally, explore all three dimensions at once or in succession. Perhaps in one breath, you
successively fill the vertical, then sagittal, and horizontal dimensions, or the reverse order or
another order. Perhaps you inhale in one dimension and exhale in another. Explore the shaping
and the feeling that this has as you are on the floor.
After exploring breath in the rest position, sit on the front of a chair without the cello. Do
the same exercise, exploring the breath in all its dimensions. Begin to add movement to the
inhale and exhale. Feel the head getting taller as you inhale in the vertical dimension and your
sitz bones moving into the chair. Feel the front and back of the chest and stomach move away
from each other in the sagittal dimension. Feel the sides of the body get wider as you breathe.
Allow your arms to open and close with the breath. What is the tendency of your arms in
relation to your breath? Allow your back to flex and extend. How is the breath connected with
this motion? What are the tendencies of the breath to your usage of the limbs and your torso?
Try this as you pretend to bow. Open the arm for a down bow and close it as you pretend
to do an up bow. Do this several times and notice the tendency to the breath. Pretend to do a
shift with the breath. Pretend to shift up from the nut of the cello to the bridge and from the
bridge back to the nut. Do this several times and notice the tendencies of the breath. For you,
which way is more natural with an inhale and which is more natural with an exhale?
With the cello, try these tendencies individually. Play an open string with a down bow
and notice the breath. Move the bow back and forth in relation to the breath. With the left hand,
shift up the fingerboard and back down and notice breathing tendencies. Become comfortable
with each of these individually.
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Try the opposite of your tendencies. If you prefer to inhale as you do a down bow, try
exhaling with the down bow and inhaling with an up bow. If you prefer to shift up to the bridge
on an exhale, try shifting on an inhale. Notice the difference in the feeling of the torso and the
limbs as you perform these actions in your preferred breath state and in a less familiar one.

Coordinating breath and movement through movement phrasing.
Try these with a simple scale, one or two octaves.

Coordinating number of breaths, bow strokes and notes
Try each of these slowly and give yourself a chance to rest. It is probably best to try only
one at a time, perhaps working through them over the course of a few days. The breath happens
naturally if we let it. Too much attention all at once can be overwhelming and may invite tension
and unnatural breathing.

Symmetrical Bowing with Breathing
At a tempo which is slow enough to allow one bow per inhale or exhale, play with one
note per bow. For example, inhale on a down bow and play an open C, exhale on an up bow and
play a D, and so on. In this situation, the breath, bow, and note are all in a one to one ratio.
(E=Exhale, I=Inhale)
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Try slurring two notes per bow, still breathing once per bow.

Try one breath for every two notes.

Create two more symmetrical bowing examples (same number of notes/breaths/bows in
one direction as you do in the opposite direction; see below for examples of asymmetrical).
There are four staves so that you don't have to feel intimidated to choose only two. You can do
others later!
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Asymmetrical Bowing with Breathing
Do each of these several times to make them feel more comfortable.

Try the same bowing pattern, but inhale and exhale every two notes.
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Create two asymmetrical patterns of your own.

Coordinating timing of breath with bow stroke: Anticipated and delayed
Do a scale with one breath per note per bow, as above. Begin with either an inhale or an
exhale and with either an up bow or a down bow. Which comes first, your breath or the
movement of your bow?
Do the scale again but this time, start the breath slightly before you change bows. If you
began the scale with an inhale on a down bow, put the bow at the frog, begin the inhale and then
start the down bow. Exhale right before you change directions at the tip of the bow. Feel the
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shaping tendencies in the body from the breath and allow those to anticipate the motion of the
bow change. This should help create a legato sound and connected feeling.
Try the same scale but delay the breath until after the bow change. Start playing the note
before you breath. Notice the feeling of performing the action without the initiation of the
breath. How might one be able to employ this feeling for sound and expression?

Breath for expression
Inhale as though you are surprised.
Inhale as though you are smelling a flower.
Inhale and puff up your chest like a king.
How do these feel emotionally different? Explore other ways to bring emotion into the
breath.

Practical Application for Core-Distal Connectivity
Navel Radiation
(From Bartenieff Fundamentals)
Lie on your back in a comfortable place and tune in to your breath. Feel the shaping of
the torso and feel the way that it touches the proximal (shoulder and hip) joints and limbs.
Explore how this breathing encourages movement in the limbs and allow the limbs to follow.
Exaggerate the movement so that as you exhale, all six limbs (two arms, two legs, head and tail)
come in to fold into your navel center. You may find yourself rolling to one side or may feel
more comfortable doing this on one side of your body. As you inhale, feel your six limbs
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opening away from you. Do this several times. As you continue to do the movement, start to
take in sensory information from your extremities and pull this back into your center as you
exhale. Inhale to explore the world around you, exhale to bring it back into you. Feel your
energy radiating out and away and coming back into you, all centered around your navel.

Sound and the Cello
The voice can also help connect this core-distal relationship. In order to activate both the
core breathing apparatus as well as the distal limbs, it is helpful to sing while playing. If you are
uncomfortable with singing, then start by counting or saying solfège out loud. By using the
breath and the voice while playing we can better connect more of our limbs to our center.
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Hands to Torso
Play a familiar piece of music and notice the way that the hands and the torso relate to
one another. If this is unclear, simply notice the way that the torso moves or feels. Is it rigid?
Can you follow your breath to the different areas of the abdomen?
Play a piece of music that you have never played or that you have just begun to play
which is challenging to you. Notice the relationship between the hands and the torso. Is the
torso rigid or soft? Is the breath easily flowing throughout the core? How does this feel in the
hands? Slow it down to allow the torso to fully support the movement of the arms and the
connection with the hands. Employ the shaping of the breath to help with this. Play only a very
short passage, very, very slowly. Try to connect the shaping qualities of the breath to support the
limbs. See if this can help clarify the rhythm and choreography of the physical movement.
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Practical Application for Head-Tail Connectivity
Feeling the Head and the Tail
While standing, put one hand on top of your head and find the bottom of the spine with
the other. See if you can trace your spine to the very end of the coccyx bone. In this position, tilt
the head to one side and see what happens to the other hand, move the head to the front and the
back and notice the effect that this has on the tail. Exaggerate the movement, leading with the
head enough that it causes your feet to follow and move with it. Again, notice what happens to
the other hand as it follows. Play with it.

Next try leading with the tail. Move the pelvis forward and notice what this does to the
spine and the head. How does the shape of the spine change? Move the pelvis backward and to
the sides and notice what happens to the top of the head. Try switching hands and leading with
both the head and the tail.
Sitting without the cello on the front of the chair, put one hand on top of the head and the
other at the bottom of the spine. Rock the pelvis forward and backward. What does this do to
the relationship between the head and the tail? What happens in the lumbar region, the thoracic
region and the cervical region of the spine?
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Spinal Awareness
Sitting on the front of the chair without the cello and leaving the hands at the side, exhale
slowly and let the body curl forward, leading with the head. Try to move slowly enough that you
can feel each vertebra bend. Go as far as you can and hang there for a minute. Roll back up, this
time leading with the pelvis by tilting it forward. You can also think of sticking out the belly to
help the spine roll up.
With the cello, bend over the instrument and come back up again. What happens to the
pelvis as you do this? Bend so slowly that you can observe where the in the body the movement
is initiated. Does it start in the pelvis, in the lumbar, thoracic or cervical spine or in the top of
the head? Try it slowly until you have an idea of where the movement begins. Change it; see if
you can initiate the movement in a different part of the torso.

Breath, Shifting and the Head-Tail connection
Bring the left hand close to the scroll. As you exhale, collapse the body over the
instrument and take the hand down to the bridge. Notice the shape that this makes in the spine.
Inhale and bring the hand back to the scroll. Try this several times and make the movement feel
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as natural as possible.

Change this. Inhale as you take the hand to the bridge. How does this change the shape
of the torso and the spine? Exhale as you bring the hand back to the scroll. Do this several
times, until it feels natural.

Which way is most natural? What did you need to change in order to make the less
natural way work?
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Practical Application of Upper-Lower connectivity
The upper and lower halves are connected through the abdomen. Creating a clear
connection of the legs to the abdomen is helpful for establishing the connection of the lower part
of the body with the upper part.

Finding the Femoral Joint
Many people believe that their hips are on the far lateral sides of their body but the
femoral head is closer to the center of body. The head of the femur, which creates the joint with
the pelvis, connects to the greater trochanter which extends laterally, giving this false impression.

Ex. 1 The pelvis and the femurs

While lying on the floor, move the thigh in circles and find the greater trochanter by
feeling the outside of the hip with the hand. See if you can find the lesser trochanter and the
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head of the femur on the inside of the hip, near the groin. It will be easiest to do this while
moving the leg in order to differentiate these parts from the sitz bones. Explore the different
parts of the hip and femur to better conceptualize them in your body.
This tracing helps visualize the connection of the leg with the torso, an area that
commonly carries tension. Awareness of the location of the joint will allow more freedom in that
area of the body and will allow better connection of the legs to the torso, thereby grounding for
better support for the upper limbs.

Employing the psoas
The psoas major is muscle deep in the abdomen that connects from the femur to the
middle of the spine at the twelfth thoracic vertebrae (right at the top of the lumbar spine). Its
direct connection of the legs to the spine give it an important role in connecting the upper and
lower halves. One can move more efficiently by employing the psoas. In conjunction with a
greater concept of the location of the femoral joint, one can employ the action of the psoas more
effectively and reduce muscle tension.
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Ex. 2 Psoas Major and Psoas Minor

(From the Bartenieff Fundamentals)
Lie on your back with knees standing. Place the feet in line with the sitz bones at a
comfortable distance from the pelvis. Exhale deeply allowing the stomach to fully hollow in a
concave shape. At the bottom of the exhale, lift one leg into the air, allowing it to drop back into
place naturally. Repeat with the opposite leg. Focus on reducing the tension in the thigh so that
the action is performed by the contraction of the psoas. This is can be difficult to feel and
requires practice over time to increase awareness of this part of the body. The process can
increase the connectivity of the legs to the torso and the upper limbs, allowing them to serve in a
greater grounding capacity.

135

Try this while seated without the cello. Sit on the front of the chair on your sitz bones
and tune into your breath. Exhale fully and try lifting one leg. Try lifting the other. Shift your
weight forward and back on the pelvis as you experiment. Try moving the position of your feet.
Is there one position that allows for easier movement of the leg? Is there a position that feels
more balanced?

Stable Freedom
While standing, swing the arms from side to side and front to back. Move them quickly
and freely and allow the spine to move. Shake it up! Keep the feet in one place and experiment
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with how far and extreme you can make the gestures without throwing yourself off-balance.

Try the same thing with the knees slightly bent, if possible. See how much you can bend
the knees and still maintain mobility in the torso. Again, swing the arms and release the upper
body, feeling the grounding of the lower limbs.
Try this again, while seated. Try bringing the weight of the body more forward on the
pelvis. Try moving it to the back of the pelvis. Is there one that overall feels more easy to
ground in the feet? Observe the different parts of the spine. When over the front of the pelvis,
which parts of the upper body feel the most free? When over the back of the pelvis, which areas
free the most free? Try changing the position of the feet.
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Sit with the cello but do not hold the bow. Once again, see how freely you can move
around the instrument while grounding with your feet.
Try playing with this same sense of grounding. Stand up while playing and feel the
connection of the feet to the floor and the stability of the lower limbs which allow the upper
limbs to be mobile.
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Body Half Connectivity
Sitting on the front of the chair without the cello, rock from side to side on the sitz
bones. Stay on one side. Move the arm of that side up and down. Now move the opposite arm.
Which feels freer to move? Switch to the other side of the sitz bones and do the same thing.

Sit without the cello, pretend to bow with the right hand. Now mirror its motions with
the left hand. Pretend to shift with the left hand and mirror the action with the right hand. Try to
mime playing the cello but switch the usual roles of the right and left hands.
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With the cello and the bow, move from side to side as you bow an open string. Move in
the direction of the bow and move in opposition to it. Which way feels more natural?

Opposition to bow

With bow

Try sitting with the cello on the opposite side of the body. See if you can adjust your
posture and weight to make this feel as natural as it feels on the left side of the body. Switch
back and forth to compare. On which side of the body do you ground yourself in rest position
when you are holding the cello in the normal position? How does this compare when you put in
the non-conventional position?
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Coordinating the body halves
Play a scale, one note per bow, rocking between the sitz bones. Did you move with or
against the bow?
Play the scale again, but this time move in contrary motion from the bow. Start at the
frog on the right sitz bone and move to the left sitz bone as you do a down bow to get you to the
tip of the bow. Try this slowly at first to feel the coordination. Move smoothly as you bow to
get to the Right and Left indications given in the music.
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Play the scale again but move in the same direction as the bow. Start at the frog on the
left sitz bow and move to the right sitz bone as you play a down bow.

Which one feels more natural?
Do two bows and one sitz bone change per note.
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Slur two notes per bow, but change sitz bones on every note.

Create two of your own symmetrical combinations.

Try an asymmetrical version. Change sitz bones on each note, and do a bowing pattern
of two slurred and one separate.
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Create two of your own asymmetrical combinations.

Cross-Lateral
(From Bartenieff Fundamentals)
Lie on your back with feet standing and arms to the side. Let the knees get heavy and
start to tip over to the left side of your body pulling the pelvis in the same direction. Feel the
spine twist and look to your right as your right arm moves above your head. Feel the connection
between the left lower half and the right upper half creating a diagonal through the body. Initiate
in the hips to untwist and return to the original position. Try this several times focusing on the
rotation of the femur in the hip socket as the knees go down to the floor and the rotation of the
spine from the lumbar region through the thoracic region and up through the cervical. Can you
feel a connection with the arm to the spine that encourages it to move with the spinal rotation?
Can you feel the connection of the diagonal through the body when the knees are on the floor?
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Differentiating Parts of the Spine: Spinal Turns

Ex. 3 Parts of the spine
When doing this exercise, only move as much as is comfortable. Do not strain.
Sitting on the front of the chair on your sitz bones with feet flat on the floor, slowly turn
your head to the left and the right. Notice which vertebrae in the cervical spine seem to move.
In this action of only moving the head, can you feel the lowest point in the cervical spine if you
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only move your head and not your shoulders? If you move your head from the far right, do the
top vertebrae move first or do the bottom? Which vertebrae move as you cross the center line of
the body? Which move as you come to the far left? Move slowly enough that you can observe
the pattern of movement.

Now allow the shoulders to move with you. See if you can stabilize the lumber spine. It
might be helpful to think of your belly button staying pointed in front of you and your sternum
scanning around the room. Observe the vertebrae as you do this. Your motion will not be as
extreme as it was in the cervical spine. Again, do not force, a small motion will be plenty and far
more effective than straining. Allow the head and the movement of the cervical spine to turn
fully, but do not push the thoracic region to do the same.

Now involve the lumbar spine. Again, the motion will not be as extreme. Simply allow
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it to move with you while keeping the pelvis stable, knees and hips pointing in front of you and
staying parallel with the legs of the chair.

Finally, allow the hips to move with you. Push the right side of the pelvis back to turn
the whole spine to the right. Push the left side back to turn to the left. Feel the full twist of the
spine from the head to the pelvis.

Allow the pelvis to initiate this action. Think of moving first the pelvis, then the waist,
then the shoulders and finally the head. Hips, waist, shoulder, head. There is great power that
the pelvis can offer when initiating the rotation of the spine. Which feels more natural: starting
with the head, or with the pelvis?
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Rotation from the Proximal Joints
Lie on your back on the floor, with legs long and arms to the sides. Turn the feet back
and forth as though they are windshield wipers. Think of performing this action from the hips.
Imagine that the front of the pelvis is getting very narrow and the back of the pelvis is spreading.
Then open the front of the pelvis and narrow the back. Feel the rotation of the legs in the hip
sockets. Enjoy this motion!

Sitting on the front of a chair bring the arms up and out to the sides with the palms facing
down. Feel the shoulder blades sink down towards the pelvis, opening the chest and allow the
arms to rotate to bring the palms to face the ceiling. Bring the shoulder blades back and return
the hands to their original position. Do this several times to feel the initiation of the shoulder
rotation in the back.
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From the feet to the arms
Sitting on the front of a chair, feel your feet firmly planted on the ground. Push into the
right foot and allow this motion to push the left side of the pelvis back. Push into your left foot
and allow the pelvis to turn to the right. Do this again, and allow the motion of the pelvis to
continue up the spine as it did in the Spinal Turn, above. Notice what happens in the arms.
When you push with your right foot, which arm comes forward? For the left? How can this be
employed in cello playing?
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Observing Body Use
Find videos of two different cellists on YouTube. Try to find a video that has the majority
of the cellist in the frame, ideally including their feet. (Below are some links to try)
Watch the video several times without the sound and write what you notice about their
body using some of the following questions:
Which parts of the body seem to be the most active?
How is the torso involved with the left hand?
How is the torso involved with the right hand?
Where is the center of weight? Is it forward or back, to one side or the other? How high
is the center of weight in the body?
If visible, how is the cellist using their feet?
Does the head or the tail seem to lead movement?
How are they grounded? Through the feet, through the sitz bones, higher in the torso?
Does their center of weight or their grounding change or stay the same?
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Is there any rotation in the hips or the arms? If so how is this used?
How are they using their breath? Is it held? Are there certain tendencies to when they
inhale or exhale? How can you tell?
Do they move their body with or against the bow? What other combinations are
noticeable?
Compare the two different cellists to see what differences and similarities you notice
between them. See if you can make a prediction about the sound and then listen, but only do so
after making your initial observations (keep in mind that recording acoustics and qualities differ
greatly).

YouTube Links (compiled June 9th, 2012)
Student playing Faure Elegy (full body)
http://www.youtube.com/watch?v=CiYvN0MfAeE
Piatigorsky playing Faure Elegy (to knees)
http://www.youtube.com/watch?v=bk4o5utDqqI&feature=related
Chopin Sonata Ewa Skorski (to knees)
http://www.youtube.com/watch?v=e8-tMM8OgvQ&feature=relmfu
Chopin Sonata slow movement Jozef Podhoranský (full body)
http://www.youtube.com/watch?v=76cIZwQQ-2w&feature=relmfu
Imitation of Great cellists (to knees) Observe how his body use changes for each cellist that he
imitates.
http://www.youtube.com/watch?v=hC5TQqW44dY
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Appendix D
Space: Experiencing the Dimensions, Planes and Diagonals

The body moves in three dimensional space. The way that it moves through this space
creates shapes called “trace forms.” One can become more comfortable with moving the body
three dimensionally and also become better adept at perceiving three dimensional movement of
others. This can allow a person to observe, replicate, memorize, and analyze movement more
easily.

Kinesphere
Movement can take place close to the body, far away from the body or somewhere in
between. Laban referred to the space around the body as the kinesphere and these different
distances from the body he called the different reaches. There is near reach, mid reach, and far
reach.

Ex. 1 Kinesphere with three reaches

See what they feel like by exploring the three dimensional space around you:
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Hold your hands close to the body to feel the near kinesphere. Pretend you are talking on
the phone or holding a baby close to you. Move them slightly farther away as though writing at
the computer or fixing dinner. Extend them to their farthest reach as though you are waving
goodbye from a great distance or trying to reach something on the highest shelf. Try exploring
the kinesphere in front and behind to open up your full awareness of its reach.
Which of these feels most natural or comfortable to you? Is there one that you occupy
most of the time? In cello playing, when is the body in the near, mid or far reaches of the
kinesphere?

Dimensions, Planes, and Diagonals
In the following exercises you can explore another way that your body can move in three
dimensional space. You can follow the verbal directions or use the graphic notation. The visual
below provides the key to the graphics. Imagine yourself in the middle of it and reaching to the
different points that have shapes. As you are reading the shapes in the exercises you do not need
to invert the direction, i.e., if a triangle points to the right side of the page, it indicates your right.
You can put the page on the floor in front of you and use it as a map.
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Ex. 2 Spatial key for directions

Laban created scales to help people experience the space around them. The first is the
dimensional scale, which orients the mover to the three dimensions. Between each direction,
return to the center:
Right hand up above the head and down to the floor; across the body to the left and
opening to the right; reaching to the front and retreating behind the body. (Try also with the left
hand).

Dimensional Scale
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Try also tracing the four corners of each plane. Notice which areas of the kinesphere are
less familiar or less comfortable.

Vertical plane

Sagittal Plane

Horizontal Plane

Relation of person to the planes
Imagine you a standing in a cube. It may be helpful to stand facing one wall of the room
and to use the four corners of the room to help you orient yourself. In following diagonal scale
you will move your hands to the four corners of the cube by way of diagonals. This has a
different feeling from moving in the dimensions and the planes. As you do the sequence your
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hand will cross through the middle of your kinesphere and you will need to angle your body in
different ways to point to the eight corners. Try it slowly a few times to get the feeling of the
way it moves through space.
Start with your right hand high, forward and to the right of the body; move it to point
back, low and to the left; take it high forward and to the left; low, back, right; high, back, left;
forward, low, right; back, high, right; forward, low, left. Try it with the left hand or another part
of the body. Try it backwards or the mirror of it!

Diagonal Scale

Cube with Diagonals
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With the Cello
Try the scales from above in an adaptation specifically for cello playing.
Sitting without the cello put the right hand out in front of the body as though in the
middle part of the bow on the D string. You need not imagine the bow or its movement, just
focus on the hand. Define this starting position as the middle of the hand's kinesphere. Do the
dimensional scale from this starting point, returning to center between each direction: up, down,
to the left, to the right, to the front and to the back. Notice the different parts of the body that are
employed as you move through each dimensional axis. Try tracing the corners of the three
planes. Try the diagonal scale.

Dimensional Scale

Dimensional Scale with right hand
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Vertical plane

Sagittal Plane

Horizontal Plane

Diagonal Scale

Diagonal Scale with right hand
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Do the same with the left hand, starting the hand in approximately fourth position on the
D string. Try the dimensional scale, tracing the planes, and the diagonal scale.
Try the scales with the hands again. Notice how the body, back, shoulder, arm and hand
move in order to do these scales and movements. Which joints are primarily involved in each
gesture? Try changing the joints and body parts that you use. For example, use only the hand,
keeping the other joints stable, or only the shoulder. Experiment with each of these.
Try playing a musical scale slowly on the cello. In what dimensions and planes does
your left hand move at various points? In what planes and dimensions does the right hand
move? Can you change any of these? For example, try bowing in different planes or allow the
left elbow to move in different planes. How does this change the way that you feel as you play;
how does it change the sound that you make?

Shape: Feeling the Trajectory of the Body
The body can create many shapes as it moves through space, the way that a glow stick
makes shapes as it moves through the dark. Rudolf Laban called these “trace forms,” and
identified four basic shapes from which all larger shapes are created. These are straight, curved,
twisted (letter S), and spiral. The first happens in one-dimensional space as a line, the second is
and third happen in two-dimensional space on a plane, and the third happens in three
dimensional space, combining different planes. They look approximately like the shapes below:
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Shapes from Laban

For straight, move the hand from the middle of the body out to the mid or far kinesphere
as though reaching for a cup of coffee and then bring it back; pretend that you are drawing a line
on a chalkboard.
For curved, swing a tennis racquet or throw a ball; move your hand in an arc as you
polish a table or a mirror.
For twisted, draw a letter “S” in space; pretend that your hand is riding up and down on
waves.
For spiral, pretend you are swimming, and all parts of your arm are pushing the water to
move you forward; pretend you are scraping out the inside of a pumpkin; put your arm in front
of you, elbow bent with your hand and forearm pointing up to the ceiling, pretend that your
forearm is the twirling barbershop spiral. Play with this last one to see how you can move your
joints to spin the elbow and wrist around the center point of the forearm.
Playing the cello produces many trace forms in both arms. We can imagine that there are
points of light coming from each joint to help us see the shapes that are made by the trace forms.
Try some of these exercises to notice the shapes of the body in each arm.
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Right Arm
For each of these observe the trace forms of the wrist, the elbow and the forearm
separately. For some the resulting shape is one of the four shapes, for others, the overall shape
includes more than one of the original four shapes. It may help to visualize what dimensions,
planes, and diagonals are involved in the motion. Try creating different shapes and shape
combinations than the one that you initially observe. Take your time to fully observe and
experience.
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Create your four of your own patterns including slurs and string crossings.

Left Arm
Again, observe the trace forms of the wrist, the elbow and the forearm separately. For
some the resulting shape is one of the four shapes, for others the shape includes more than one of
the four shapes. Likewise, thinking about the orientation in space may help. Experiment with
creating different shapes with different parts of your arm. Go crazy!
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Create your own combinations of shifts. Try going to different positions. Consider if
you are shifting up or down. Also consider if you are staying on the same finger, moving from a
lower finger to a higher finger in the hand (for example, 1st finger goes to 4th finger) or moving
from a higher finger to a lower finger. See if you can observe any trends in the shapes that your
wrist, elbow and forearm make.
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Observing Space and Shape
Find videos of two different cellists on YouTube. Try to find videos that have the
majority of the cellist in the frame, ideally including their feet. (Below are some links to try)
Watch the videos several times without the sound and write what you notice about their
use of space and the shapes that they create, thinking about the questions below:
In what planes and dimensions do they move? Watch for each body part that they move:
head, elbows, hands, wrists, torso, feet, etc.
Do they primarily move in the dimensions, planes or the diagonals?
Is there one dimension, plane or diagonal that a particular in which a body part seems to
move the most (for example, the head moves up/down in the vertical dimension, or the bow hand
moves in horizontal plane)?
What shapes do they create with their different body parts?
Do they have a variety of shapes or do they seem to repeat the same ones?
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Which shapes are most common?
Compare the two different cellists to see what differences and similarities you notice
between them. See if you can make a prediction about the sound and then listen, but only do so
after making your initial observations (keep in mind that recording acoustics and qualities differ
greatly).
YouTube Links (compiled June 9th, 2012)
Student playing Faure Elegy (full body)
http://www.youtube.com/watch?v=CiYvN0MfAeE
Piatigorsky playing Faure Elegy (to knees)
http://www.youtube.com/watch?v=bk4o5utDqqI&feature=related
Chopin Sonata Ewa Skorski (to knees)
http://www.youtube.com/watch?v=e8-tMM8OgvQ&feature=relmfu
Chopin Sonata slow movement Jozef Podhoranský (full body)
http://www.youtube.com/watch?v=76cIZwQQ-2w&feature=relmfu
Imitation of Great cellists (to knees) Observe how his body use changes for each cellist that he
imitates.
http://www.youtube.com/watch?v=hC5TQqW44dY
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Appendix E
Inner Domain: Effort
If Laban's theories of body, space and shape explain the what and where of movement,
effort explains the how. Laban believed that the body communicates the emotions and
psychology of a person and he identified four different elements in movement that help define a
person's character. These elements can be used in numerous ways to help cellists connect with
characters in their music.

Single Effort Qualities
The four elements are weight, space, time and flow. Each of them has two opposite
qualities and they can be represented through the effort chart.

Ex. 1 Effort Chart
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Weight
Weight refers to the force of an action and is manifested as strong or light. Strong
weight requires muscular tension and heavy pressure, while light weight produces a state
of muscle relaxation and light pressure.

Ex. 2 Weight
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Strong weight: Push against the wall or the floor. Try to make the room bigger.
Pound your fists into a pillow as though it is tough bread dough just taken from the
refrigerator. Stomp the floor, feel it stomping back. Push the palms of your hands
together, see if one is stronger than the other. Yield into the pressure of your hands.
Think of the words, increasing pressure, firm, forceful, or solid.
Light weight: Brush a feather or a piece of paper across the floor, trying not to let
it make any sound. Pretend you are brushing the tears off the cheeks of a child. Feel your
arms as though they are on a cloud rising higher and higher. Key words are decreasing
pressure, delicate, fine touch or sensitive.
Experiment with playing a scale with strong weight and light weight.
What can you do to 1) dynamics, 2) articulation, 3) bow speed, 4) bow
weight, 5) bow placement, 6) tempo and/or 7) vibrato to create the feeling of
strong or light weight?

Space
Space refers not to physical space, but direction of attention and can be manifested
as direct or indirect. In direct space, there is a singular focus and action has no plasticity.
For indirect space, the action has many points of focus which change constantly.
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Ex. 3 Space

Direct space: Standing on one side of the room, find a place somewhere else in the
room and fix your eyes on it. Move to that place without taking your eyes away from it.
Your whole body should move directly to the spot. Find another spot in the room and do
the same. Go to as though it is a friend you haven't seen in years; Go to it as though it is
food after not eating for days; or a child that is about to put their finger in an electrical
socket; or a frightened animal that needs help and should be approached with care and
caution. Key words are directing, pinpointing, zeroing in, straight-forward, or singlefocused.
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Indirect space: Again, find a point in the room. This time, look anywhere but that
point as you move towards it, taking in the whole room and giving your attention to many
different things. Perhaps you are in a market or store looking at all the different things
you could buy; or at a party checking out the different people that are there; or in a swarm
of mosquitoes trying to see each one before it lands on your skin. Key words are
indirecting, scanning, flexible, pliant, plastic, roundabout, multi-focused.
Experiment with playing a scale with direct and indirect space.
What can you do with 1) rhythm, 2) sound quality, 3) dynamics, 4)
articulation, and 5) vibrato to express direct space or indirect space?

Time
Time refers to the speed of the action, either in space or psychologically and is
manifested as sudden or sustained. Sudden has the quality of accelerating, while sustained
is decelerating.
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Ex. 4 Time

Sudden: Run across the room as though someone is chasing you. Swat your hands
as though you are catching a bug. Throw a punch. Turn your head as though you just
heard a loud noise. Key words are accelerating, quick, speeding up, urgent, or
instantaneous.
Sustained: Use a stopwatch and take a whole minute to move across the room.
You can use the floor as well. Pretend you are floating in a vat of molasses, move your
arms in front of you and behind you, try walking. Pretend you are opening a book with
crumbing pages. Key words are decelerating, prolonging, slowing down, gradual, or
lingering.
Play a scale to experiment with time.
What can you do with 1) tempo, 2) articulation, 3) bow speed and 4)
vibrato to affect the sense of time? Are there any other effects?
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Flow
Flow refers to fluidity and can exist either as bound flow or free flow. In bound
flow an action appears to be able to be stopped at any point and often seems restrained or
controlled. In free flow, there appears to be no control or ability to stop the motion.

Ex. 5 Flow

Bound: Tense the muscles in your hand, arm and even torso and try to move. Feel
the restraint of the movement. Pretend you are putting a key into a lock, carefully guiding
it. You are painting the fine detail work around a door frame. You are on an alien planet
carefully looking around your surroundings. Key words are binding, careful, controlled,
or restrained.
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Free: Shake your head freely back and forth. Hold your breath then experience
the free flow of it rushing out of your lungs. Hop sideways on one foot across the room,
always leaning in the direction in which you are going and just barely catching yourself.
Spin in circles, swing your arms around. Spin on a desk chair. Be a kid. Key words are
freeing, relaxed, easy-going, or fluent
Try playing a scale with bound flow and free flow.
Explore ways of holding your body and your breath. Experiment with
different ways to use 1) bow speed, 2) articulation, and 3) vibrato to give the
feeling of bound or free flow.

Combinations of Effort Elements
The effort qualities can exist in combinations of two or three called states and
drives, respectively.

States
There are six different states, each with four different manifestations, listed below.
You can go through them all if you like, or each day pick one or two to use for your scale
or warm-ups. Before you play them on the cello, use them in your body. Pick a single
gesture to apply the different states to change that gesture. For example, wave your hand
with sudden time and free flow and then try waving it with strong weight and bound flow.
See how a single gesture can have many different meanings. The same is true for a
passage of music.
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Time and flow (Mobile)
Sudden and Free
Sustained and Free
Sudden and Bound
Sustained and Bound

Weight and Space (Stable)
Strong and Direct
Strong and Indirect
Light and Direct
Light and Indirect

Time and Space (Awake)
Sudden and Direct
Sudden and Indirect
Sustained and Direct
Sustained and Indirect

Weight and Flow (Dream)
Strong and Bound
Strong and Free
Light and Bound
Light and Free

Flow and Space (Remote)
Bound and Direct
Bound and Indirect
Free and Direct
Free and Indirect

Weight and Time (Near)
Strong and Sudden
Strong and Sustained
Light and Sudden
Light and Sustained

Which of these combinations seem the most complementary to you? Which seem
like natural couplings and which are more difficult to imagine together? Is there a state or
states that you prefer or that seem more expressive?
Which state would work best for the opening of the Lalo concerto? Which would
be best for the Brahms Sonata in E Minor? Or the Brahms Sonata in F Major? Which
would be best for the repertoire on which you are currently working?

Drives
The drives are combinations of three effort elements. Laban considered these to be
the most complete and stable manifestation of the effort elements. Each drive has a
certain psychological or emotional association with it based on the elements that are
present and the one that is absent. You can refer to the chart below to put together
combinations of the qualities or you can try to envision their overall character to apply
them to scales and repertoire.
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Action drive is comprised of the effort elements space, weight and time. This is
the only drive that lists specific names for each of the combinations from its component
parts. Flow, which Laban associated with feeling, is latent or unexpressed in action drive.
The passion drive replaces space with flow and therefore contains the effort
elements of weight, time and flow. Laban associated space with thinking so by replacing
thinking (space) with feeling (flow) passion drive creates a state of thoughtless emotion. It
can be the passion associated with being in love or the passion associated with rage.
Depending on the quality combinations of weight, time and flow, passion can encompass a
range of emotions beyond thought or focus of attention.
Vision drive lacks the element of weight and thus is comprised of space, time, and
flow. Laban associated weight with sensing and physical perception, and therefore the
replacement of flow for weight creates a feeling of disembodiment and purity of thought.
Without the weight of the body, the mind can see with pure thought and feeling into the
future and the past.

Action Drive (Weight, Space, Time)
Strong, Direct, Sudden (punch)
Strong, Direct, Sustained (press)
Strong, Indirect, Sudden (slash)
Strong, Indirect, Sustained (wring)
Light, Direct, Sudden (dab)
Light, Direct, Sustained (glide)
Light, Indirect, Sudden (flick)
Light, Indirect, Sustained (float)

Passion Drive (Weight, Time, Flow)
Strong, Sudden, Bound
Strong, Sudden, Free
Strong, Sustained, Bound
Strong, Sustained, Free
Light, Sudden, Bound,
Light, Sudden, Free
Light, Sustained, Bound
Light, Sustained, Free

Vision Drive (Space, Time, Flow)
Direct, Sudden, Bound

Spell (Weight, Space, Flow)
Strong, Direct, Bound
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Direct, Sudden, Free
Direct, Sustained, Bound
Direct, Sustained, Free
Indirect, Sudden, Bound
Indirect, Sudden, Free
Indirect, Sustained, Bound
Indirect, Sustained, Free

Strong, Direct, Free
Strong, Indirect, Bound
Strong, Indirect, Free
Light, Direct, Bound
Light Direct, Free
Light Indirect, Bound
Light, Indirect, Free

With which drive combination do you most identify right now? With which one
do you think you most identify with in general?
Which drive is Faure's Elegy? Which drive is the Flight of the Bumblebee?
Which drive is the opening of Also Sprach Zarathrustra?
How easy is it for you to answer these questions? Are you certain of your choices?
What if you changed one quality for another? How would that change your expression
and understanding of the piece?
Experiment.
How does flow work in music? When is it absent? When is it forgotten?
Pick one of the pieces on which you are working and try different drives in
different passages. Change the effort elements and qualities and try to embody the
character of the piece more fully.

Observing Effort
Find videos of two different cellists on YouTube. (Several links are listed below)
Watch the videos several times without the sound and write what you notice about
their effort using some of the following questions:
What are the most salient effort qualities that they exhibit?
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What quality of each of these effort elements is present?
Do the qualities change or do they stay in the same effort the whole time?
Can you identify a state or a drive that would describe their playing in this piece?

Listen to the video with the sound.

Does it sound the way you had expected?
What effort elements/qualities are present in the sound?
What effort elements/qualities are missing?
Do the elements/qualities change? If so, how? What is the rhythm of the effort
elements/qualities as they change?
How does this affect the way you understand the character of the piece?
How does this affect the way you understand the expression of the performer?

Try listening to a recording without the video.

Can you hear effort qualities in the playing? If so, how?
Which qualities are the most salient and how are they manifested? Is it the
composition or the performance that brings out these qualities?
How do the effort qualities change during the course of the composition?

How can this help you to hear and see expression more clearly?
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YouTube Links (compiled June 9th, 2012)
Student playing Faure Elegy (full body)
http://www.youtube.com/watch?v=CiYvN0MfAeE
Piatigorsky playing Faure Elegy (to knees)
http://www.youtube.com/watch?v=bk4o5utDqqI&feature=related
Chopin Sonata Ewa Skorski (to knees)
http://www.youtube.com/watch?v=e8-tMM8OgvQ&feature=relmfu
Chopin Sonata slow movement Jozef Podhoranský (full body)
http://www.youtube.com/watch?v=76cIZwQQ-2w&feature=relmfu
Imitation of Great cellists (to knees) Observe how his body use changes for each cellist that he
imitates.
http://www.youtube.com/watch?v=hC5TQqW44dY

Practicing the Effort Graph: Worksheets
Fill in the following chart to practice familiarity with the effort graphs. You can
use the complete graph above to help. Be creative and have fun. Unless you are given
something in the first three columns, there are no right answers. There are never any right
or wrong answers for creating a character or thinking of a piece that goes with it. Play
with it and enjoy.

Graph

State or Drive

Qualities

Character/Action

Piece (or part)

Remote

Bound Flow and
Direct Space

The growth of a
sunflower

The end of the first
movement of the
Shostakovich Cello
Sonata. Especially
the piano part.

Popping bubbles
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Light, bound,
indirect

Opening of Ligeti
Cello Sonata

Mobile State

Opening of Also
Sprach
Zarathrustra

Sumo wrestling
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Strong, free

Dab from Action
Drive

Silent anger

Cello Excerpt from
La Mer
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Appendix F
Nine Lines of Movement, from Irene Dowd1
1) “The first line is the line of movement to lengthen the spine downward. This allows
the weight of the spine, which ends at the sacrum, to be transferred down through the pelvic
arches, the thickened parts of the pelvis, into the femurs.”
2) “The line of movement to widen across the back of the pelvis allows the gluteal
muscles to release and allows the action to be more centered at the hip joint. It allows the greater
trochanters to swing around so that movement of the thigh, especially flexor activity, will be
facilitated. In most of our everyday locomotor movement we are involved in flexor activity, so
this is a really useful line of movement to have.”
3) “The third line of movement is the line of movement to narrow across the front of the
pelvis. It is a counter-balance to the line that widens across the back of the pelvis, or really a
complement of it.”
4) “The line of movement that is a counter-balance or companion to lengthening the
spine downward is the line of movement to shorten the distance between the mid-front of the
pelvis and the 12th thoracic vertebra. This line makes the connection between the front of the
pelvis and the front of the spine, which is purely muscular; whereas the connection between the
back of the pelvis and the back of the spine is skeletal. The challenge in this muscular
connection between the front of the pelvis and the front of the front of the spine is one of
balancing: how to balance the muscle actions.”

1

Irene Dowd, “Ideokinesis: The 9 Lines of Movement,” Taking Root to Fly: Seven Articles on Functional
Anatomy ( New York, NY: Contact Editions, 1981).
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5) “The line of movement from the center of the knee to the center of the femoral joint
actually brings all the joints of the lower extremity in line. When the knee is lined up with the
femoral joint, then the ankle has to be lined up as well. This line of movement gives you a
greater control of the lower extremity from the center of the hop joint and it places the knee in a
straight line that foes from the center of the ankle to the center of the hip joint.”
6) “The 6th line is a line of movement from the big toe to the center of the heel...Another
possibility is to visualize the tripod of the foot expanding equally in all directions, not just
lengthening through the big toe side. You could also have a vector rising up through the center of
the ankle, through the center of the knee, through the center of the hip joint.”
7) “The 7th line of movement is a line of movement to narrow the ribcage.... You should
think of this line of movement as the one that allows the ribcage to move freely. Sweigard used
to talk about having a “huggable” ribcage. The person's chest would give to allow an embrace.
That was the idea behind this—allowing the muscles that hold the thorax in an inhalation
position to release. Also you would allow the muscles that hold the ribcage in an exhale position
to release—either way. The idea is that the ribcage should move and accommodate.”
8) “The 8th line of movement is a line of movement from the top of the sternum to the
top of the spine. This will increase or decrease depending on your tendencies. It is a line to
promote a better balance of the head on the top of the spine in relation to the ribcage.”
9) “The last line of movement is a line of movement to lengthen the central axis upward.
This line puts together all the other lines of movement. It allows the skeletal weights to be
stacked so perfectly in line that you maintain your maximum height.”
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Laban's Descriptions of the Six States2

Awake

That is awareness, certain or uncertain, which may
arise suddenly or gradually and may be embracing
or concentrated

Dreamlike

That is unawareness which may be diffused or
bold, and gloomy or exalted

Remote

That is detachment which may include focus on
self or universal attention, together with restraint
or abandon

Near

That is presence which may have a warm impact
or a careful consideration, or it may express strong
attachment or superficial touch

Stable

That is steadfastness which may be resolute and
stubborn or sensitively receptive. It may also be
solid and powerful or delicately pinpointing

Mobile

That is adaptability which may be easy or sticky,
slowly forthcoming or abruptly changing

2

Rudolf Laban, The Mastery of Movement (1950; repr. London, UK: MacDonald & Evans, 1960), 83-84.
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Appendix G: Glossary of Terms
Action Drive (Laban Effort Theory)- The combination of the effort elements of weight, space
and time. Flow is latent.
Cervical Spine- The neck portion of the spine. The seven vertebrae immediately below the head.
Connectivities (Bartenieff)- Six developmental connections that one can feel within the body.
The six connectivities which are: breath, core-distal, head-tail, upper-lower, body-half, and
cross-lateral. They are presented in the order of their complexity and the order in which an
infant experiences them developmentally.
Constructive Rest Position (CRP)- A body position requiring minimal muscle effort in which a
person lies on their back on the floor with the soles of the feet on the floor so that their feet are
standing with the knees bent and pointed up towards the ceiling. One may tie the knees together
or prop them on a chair to further reduce the effort. Arms are at the sides or above the head.
Diagonal Scale (Laban shape and space theories)- The movement scale that practices movement
to all eight corners of the kinesphere cube. Laban considered movement in the cube to be the
most mobile.
Dimension (Laban space theory)- A one dimensional space which intersects the body.
Dimensional Scale (Laban shape and space theories)- The movement scale that practices
movement to all six corners of the kinesphere octahedron. This practices movement along the
three dimensions.
Drive (Laban effort theory)- The combination of three different effort elements.
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Effort Elements (Laban effort theory)- The four characteristics that Laban identified in human
movement which speak the inner intent of the mover. They are: weight, space, time, and flow.
Each element can be expressed in either an indulging or a fighting quality.
Effort Qualities (Laban effort theory)- The polar manifestations of the effort elements. The
qualities are divided between indulging and fighting.
Effort Theory (Laban)- Rudolf Laban’s theory of how the body moves. One uses the four
elements of the theory (weight, space, time, and flow) to explain the inner intent and expression
of a person’s movements.
End-Gaining (Alexander)- Performing an action in such a way that only the goal matters; being
blind to the process of an action.
Flow (Laban’s effort theory)- An element of the Laban’s effort theory that describes the freedom
with which an action is performed. The two polarities of flow are free (where there is quality of
stopping or controlling) and bound (where there is a quality of control and restraint).
Horizontal Dimension- A single imaginary line extending through the body from the right to the
left at approximately the level of the navel.
Horizontal Plane- The combination of the horizontal and sagittal dimensions also called the table
plane. It extends around the front, back, and sides of the body at approximately the level of the
navel and has no vertical element.
Icosahedron (Laban)- One of Laban’s geometric shapes in which he envisioned the body
moving. The icosahedron has twenty equilateral triangle faces, and twelve points. When one
moves within the icosahedron, they move to the corners of the three planes.
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Kinesphere (Laban)- The space surrounding the body which moves with the body as it moves
through space. There is a near, mid and far kinesphere which describe the reach away from the
body’s core.
Lumbar Spine- The lower back. The five vertebrae directly below the thoracic spine and above
the pelvis.
Means-Whereby (Alexander)- Performing an action in such a way that the process becomes the
sole focus; being blind to the goal of the action.
Modulation (Laban effort theory)- The process of changing from one combination of effort
qualities to another by adding, removing, changing, or exchanging one quality for another.
Movement Scale (Laban space and shape theories)- A series of movements defined by the points
of the geometric shapes of the kinesphere. One practices these movements in order to become
more familiar with the space surrounding the body and the different shapes that the body can
make as it moves in that space. The dimensional scale (called the “defense” scale by Laban)
practices movement within the octahedron. The A and B scales (not covered in this document)
practice movement within the icosahedron. The diagonal scale practices movement within the
cube.
Octahedron (Laban)- One of the geometric shapes in which Laban envisioned the body moving.
The octahedron has eight sides and six points. When one moves within the octahedron they
move alone the three dimensions.
Passion Drive (Laban effort theory)- The combination of the effort elements of weight, time and
flow. Space is latent.
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Pelvic Clock (Feldenkrais)- A system use in the Feldenkrais method to give an orientation to the
pelvis so that a practitioner can reference different directions in which to rotate the pelvis. The
student imagines the pelvic clock on the floor or chair underneath them while lying, sitting or
standing. Generally, 6 o’clock is towards the front of the pelvis (while sitting or standing) or the
feet (while lying on the floor on the back), while 12 o’clock is towards the back or the head for
sitting or standing, or lying, respectively.
Plane (Laban space theory)- A two dimensional space that intersects the body.
Primary Control (Alexander)- F.M. Alexander’s theory that the head should lead the body in
action thereby allowing the shoulders relax and the neck to lengthen.
Principles (Bartenieff)- Some of the core ideas behind Irmgard Bartenieff’s work. Bartenieff and
her students identified numerous psychological, expressive, and physical principles in her work.
Peggy Hackney’s list of twelve principles includes most of them. They are: connectivity, breath
support, grounding, developmental progression (including the six connectivities), intent,
complexity, inner-outer, function-expression, stability-mobility, exertion-recuperation, phrasing,
and personal uniqueness.
Sagittal Dimension (Laban space theory) - A single imaginary line extending through the body
from the front to the back at approximately the level of the navel.
Sagittal Plane (Laban space theory)- The combination of the sagittal and vertical dimensions also
called the wheel plane. It extends forward and backward, above the body and to the floor, and
contains no horizontal element.
Shape Theory (Laban)- Laban’s theory of how a body creates trace forms and patterns in the
space around it. Laban identified four different shapes: straight, curved, twisted, and spiral.
Shape theory can also describe the way that the torso shapes.
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Sitz Bones- Technically known as the ischial tuberosity, these are the lowest points of the pelvis
and can be felt when sitting upright on a chair.
Space (Laban effort theory)- An element of Laban’s effort theory that describes the focus of an
action. The two polarities of space are indirect (in which there are many points of focus) and
direct (in which the action has a single, clear goal).
Space Theory (Laban)- Laban’s theory of the space surrounding a person. Laban created the
kinesphere, geographic shapes, and movement scales to help describe the space in which a
person moves.
Spell Drive (Laban effort theory)- The combination of the effort elements of weight, space and
flow. Time is latent.
State (Laban effort theory)- The combination of two different effort elements.
Thoracic Spine- The upper torso part of the spine near the shoulder blades. The twelve vertebrae
directly below the cervical spine.
Time (Laban effort theory)- An element of Laban’s effort theory that describes the pacing of an
action. The two polarities of time are sustained (in which an action seems to get slower and
slower) and sudden (in which an action seems to accelerate).
Trace forms (Laban shape theory)- The imaginary shapes that a body leave behind as it moves
through space. One can actually see trace forms when moving a glow stick or a sparkler in the
dark.
Vertical Dimension (Laban space theory)- A single imaginary line extending through the body
from the top of the head to the floor.
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Vertical Plane (Laban space theory)- The combination of the vertical and horizontal dimensions
also called the door plane. It extends from above the body to the floor and to both sides of the
body, and contains no sagittal element.
Vision Drive (Laban effort theory)- The combination of the effort elements of space, time and
flow. Weight is latent.
Weight (Laban effort theory)- An element of Laban’s effort theory that describes the force of an
action. The two polarities of weight are light (requiring little or no force) and strong (requiring a
great deal of force).
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