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Abstract

This thesis explores how a choreographeraraate a effortlessmethod and
positive community for the self with the creative process through research and my
personal experience creating a dance c&lled .The method involves three yoga
techniques, selficceptance, trusting the process, antitgoe for others for the
choreographer to sedfxplore and apply to find balanced relationship between dancers

and choreographer afall creative capacit
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Chapter 1: Creative Proces® Be Creative

Yoga and Me

| was in Pahod;lawaii, surrounded by an extensively vibrant and lush jungle,
meditating by the cliff, listening to the waves crash into the island's side when | was
overwhelmed with the feeling of gratitude. It was because of dance, because of the people
in my life, becaise of me, that | was where | belonged. | was connected to nature and
present within my mental and physical body. | was simply being. It was in that moment
that | wanted to create a dance about my experience in Hawaii. | was in Hawaii for a
monthlong, twohundredhour yoga teacher training program, but gained more than a
certificate to teach yoga. It was a journey of-$edfrning, seacceptance, awareness of
surroundings, and true beauty.

Yoga was the first structured practice connecting the mind, laodyspirit. It
was developed over 5,000 years ago in Northern India and was first mentioned in the
oldest known sacred texfBhe VedasPatanjali is the man who wrote down the yogic
way and codified the Yoga Sutras. B.K.S. lyengar increased the popofayiga in
western culture by making the practice accessible to everybody and evemyitiotis
book, ALIi gHtathaaodlyengar gogadare the yoga practitegarewidely
practiced in western culturelatha yoga is a practice of bringing peac the mind
before deeper spiritual practices throaglanasandpranayamaAsanass movement
practice or posture, like a yoga class, prahayamas breathing techniques or rhythmic
control of thebreath [yengar 110).

Deeper spiritual practices include practices like meditati@vanasana the

quieting of the mind that happens at the end of a yoga class. B.K.S. lyengar mentions in



his ALight on Yogao book that dAwhen the rest
stilled through the practice of Yoga, the yogi by the grace of the Spirit within himself
findsf ul f i | me n t Afterthé firse sergsaaaf fulfBlment | experienced through
yoga, my creative energy was vibrant and being pulled to create somethésganse to
it. Every day from six in the morning until six at night my yoga retreat group and |
practicedyoga in a luscious jungle that many yoga practitioners use as a visual aid in
mediation. Being in that environment created a different sense @d#&om placing
the self in a peaceful place to the self barqartof that place. Every day after the
overwhelming multiple inner experiencesyelations and connectivity that occurred in
one day, my fAdcreative bei ngandmghgammandt o bec o me
body would overflow with thoughts and ideas until | improvised dance movement at the
end of the day. These daily improvisations helped me to contextualize and understand the
raw experientiaself-journeyl was experiencing, which lead reea fleeting, but
intriguing though® creating a dance based my yoga journey. The constant inspiration
from myself, the people around me, and the environment caused an instinctive feeling
that | had to dance fully reflect upon the raw experientialjmey which enforced this
thought of creating a dance in inspiration oBiit | let go of that thought. In order for
my journey to continue to unfold unforced, | felt as though | could not begin thinking
about the dance | would create, as that was tlweefuand yoga is the now.

When | came back to the mainland, North America, | continued to let go of
thinking about what dance | could create, rather &lleny experiences soak in, reflect,
and continue to live and grow in the present moment. The first thought | had about

creating a dance was when my professor, Elizabeth idilifzontacted the senior



choreographers of the dance department that we werea@dol inform her how many
dancers we would like for our senior choreography class/project. | did not think about the
dance | was going to create until this moment bechifgdtas though it kept me in the
realm of the present and staying true to yogavard off stressing about would could be
and what could have been. &ssatisfied in creating a dance on three, five, or seven
dancers to represent the thoeshasthe fivekoshaspr the severhakras

Thedoshassimilar to character/personality tygere used in the Ayurveda
science to determine what a person needs to do to balance out their life in a holistic way.
TheAyurvedatherapies and practices are a system of complementary/alternative
medicine rooted from the Indian subcontinent thousangieark ago alongside the
beginnings of yoga as explained in ASoma
Manual 0 by L i doshdsaré determinea hy.a sefids ef questions based on
mental, behavioral, emotional, and physical profiRita personalities relate to fire and
people who are leadenrgatarelates to space/air and people who are in the older stages of
their lives and/or fast paced and restl&phacorrelates to earth and personalities
generally include people who are slow moviggpunded, and calm. The goal is to reach
a balance of all three,tadosha,which correlates with water and people who are at ease,
positive, and balanced in the majority of all aspects of Afgpendk B, 116-120).

The severChakrasare energy centers in the body also used to determine
unbalance the self and balance those seven enadgiedRoot Chakra 2. Sacral
Chakra 3. Solar Plexus 4. Heart Chakra 5. Throat Chakra 6. Third Eye 7. Crown Chakra
(Appendk B, 97). The fiveKoshasare a model that describes the five layers of a human

being 1. Physical body 2. Energy body 3. Mind and Emotions 4. Wisdom body 5. Bliss
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body (Heffernanl47). TheKoshasareintricately multidimensional and can be thought of
as ARussian nesting dolls, removing | ayers s
body proceeding to gr ea t(Heffernanl8)bgt alleguallg r | ayer
important and beautifulhedoshas, chakragndkoshasall have layers that are all
dependent upon each other to find balance within the self and no one layer is viewed as
more important or better than another.
A Twisted Ending to This Dream

After telling my professor | wouldke seven dancers, but mentally noting that |
would be pleased with three, five, or seven, as no one size was viewed as more important
than another. Casting auditions is where the choreographers for the semester teach short
dance combinations to narrow downd decide what dancers they wanted to
collaborative with in their creative process. | decided that | wanted dancers who could
take what | say, interpret it, and take the risk of showing what their inner light was truly
trying to tell. | resolved a waytfind dancers with the capability to tap into this deeper
level of consciousness by leading a movement experience at the auditionsrbased
high-stake situatiorfAppendk A, 47-48). | planned to watch for what their bodies
wanted to do here, like a solo performance or presentation, and if their performance
energyradiatedrom a true and raw sense of self.

It was quite remarkable to watch these experiential improvisations. lsséde
stories emerge from dancers and a sense of presence that | had never seen from their
movement. It was from here that | actually created a large dream cast because so many
dancers were willing and able to take the risk | needed. The senior choreogphe

professors who choose to choreograph in the same semester had to write our dream casts



up on the board, so | obviously chose seven from the larger.grbigog@ame to my
advantage because by the end of the selection, | had seven dandeisdahatould be
open to an experiential creative procdsscause | had replacement if | did not get the
seven | wrote.

A twisted ending to this dreanwe still had dancers who were not cast in
anything and the RDC Director, Kelly Fertigster, insisted that nane could leave until
all dancers were cast in at least one dance. During this moment, | considered two
substantial lessons from my Hawaiian retreat, besides love y@uikeifust the process
and 2. may all beings be peaceful, may all beindsappy,andmay my energy
contribute to that. This was a moment where | decided to listen to these lessons because
no one was budging for what seemed like years. It was now or neaered my hand
and | took on the extra dancers in exchange for an amazing daaicecdhld not gain
earlier, Cass Simmons. My cast 4wilze went fro
doingwith-my-life-thirteerd (A pxpAe48)d decided to trust the process and allow
for all the beings around me to feel a moment of relief and Irisking this, | kept
what my morals and instincts told me to do, but not what my plan said to do. This
completely changed all visions | had of what my dance of seven could evolve into. It
t ur ned -Hn#theleckanhlgoeingto-haveanexperientialcreative-processwith-
thirteenbodiesin-s pace. 0 Al | Il had | eft was the mantr
FIRE

Before the first rehearsal, | meditated with the essence of acceptance and the
process of letting gavhich sparked the idea of creating three sections with each section

being basedn one of the thredoshasThis spark came from my conclusitrat | was



able to discover and accept who | am throughdthghas Within each section, |
considered placing drighlighting specific dancers in their dominant dosha. | began my
rehearsal process by having each of my cast members take a quiz to determine their
dosha imbalance. | had a quiz from yoga teacher training that involves questions about a
person's mentabehavioral, emotional, physical, and work ethic profiles. For example, a
guestion from the physical profile can ask about elimination regwaistyour
elimination dry/hard/thin/easily constipat@data), many during the day/soft to normal
(Pitta), or heay/slow/thick/regulaKaphg (Appendk B, 112-114). | ended up not using
my quiz because | wanted my cast members to take the quiz before our first rehearsal and
mine was on paper. So, | looked up online versions thegtive most sirilar to my
version ad found a quiz on naturesformulary.com. | sent them the link in our cast group
message and had them send me a screenshot back of their results before our first
rehearsal.

| presumed that most dancers would hBit&a as either their first or second
imbalanced/dominant dosha because dancers are leaders, intuitive creators, and
confidence/performance driven. | was correct, but | was surprised at how accurate my
assumption was and so were th&yery single one of my ttieen dancers came out with
Pitta, most having it as their dominadbsha(Appendk A, 50). Beforecreatingany
movement, | split the dancers into groups based ondbsharesults. | wanted to see
how my dancers naturally moved together within themeafl theirdoshato harness their
raw movement, so | had each group create short phrasesdmaetecelement of their
group® doshaOne group created based off balance to repredeidiogha.Because all

of the dancers had Pitta, | split groups basethersecond strongest doshtavas after



this rehearsal that | decided that every single cast member would have an important role
in thePitta-sectio® an aesthetic of powerful unison.

The movement creation | offered to this piece came from constantly manipulating
and developing rhythmic/linear movement in a complex manner in rehearsals as a way to
investigate theitta imbalance. When thgitta dancers created a phrase based on the fire
element, they created unison movement that tended to be more dynamically strong,
fierce, expansive, and linedkithout knowledge of what thigpical movement qualities
of pitta were the dancersreated and embodied thita aestheti. Thisenforced thdact
that my research is revealing that creating this section as an exittanebalance was
raw/natural across the board. | then created movement within the fire realm that | knew
my dancers would all be strong in bywatching incorporating movemestrom the
phrase the group of fivaitta dancers created. | pulled movement from that video and
edited and expanded on the movement basathat movement gave me a feeling of
being empowered.

The creation process of this section came easy becausesitighaa naturally raw
and strong feeling from not just me, butdithe dancerd manipulated the spacing and
timing of the phrase | created based on what the fire group created, as well as a
rhythmical phrase the cast and | created together in corspoato a chant | taught
themd flom gam ganapatayenamaha a chanting mantra to call
and the godsanesho remove obstaclgsieffernan 1)1t was through this manipulation
in the space with my dancers that produced complex floor patterns and visual effects. For
example, when playing with the percussive phrase | told my dancesktravel

through spacand they began to move out in a pattthat resembled a half mandala.



Since this came naturally to my dancers, | enhanced and solidified the mandala travel
pattern to create a visual design that was still in the realm of raw creation.

The first section of the dandeire, included movemerqualities that honed in on
linear and exact movement along with a forward drive. The first step in recreating
balanceintheloshas s accept i ng deshasdnsturallynbpldedthiacee d
section first. It is through discovering imbalance®ifad too much of onelosh@® that
someone can determine oth&ataandKaphaqualities to create balance.

Due to my large casit, was difficult to create a detailed rehearsal plan that could
keep all of the dancers on task in reheaasdl give verbal cues that everyone
understoodThis is when hoticedthat | was heavily relying on Cass Simmons, a smart
and dynamic performer, to help me to explain, lead, and keep people on task. Though
creating a rehearsal plan that was undetailecbamad was difficult with a large cast, it
was also the easiest way in to produce raw movement. | stuck with this way of creating to
stay close to the yogic idea of being in the now, creating in the space, to enforce that raw
energy. In between rehearsdlgjatched videosf the dance a few times, meditate
wrote down general ideas of what | wanted to edit/add, and then planned next rehearsals
with general ideas of what | wanted to accasiplTo keep my dancers engaged wvatid
included in the rehearspiocessl came into rehearsals with general ideas to keep myself
okay with letting go of an idea if it did not work.

A Distinct World

By the time the first sectigifrire, was completedt was time for Adjudication.

This is the gathering of the entire dance department and faculty to critique dances, and

the faculty choose which dances will be in our first or second dance concert. As a



choreographer, | am required to ask three questionavi® get an outside eye of what

others think/see and constructive criticism on opinions of what | should continue to
expand on or scratch. While each dangeeidormed everyone writes down what they

think on little white strips of paper that get hantiedur choreography professor,

Elizabeth LentAHill. My three questions wereiould you prefer to see Gabby and

G e r atradksibians more dancey or pedestrian? What words/phrases do you see? Are you
pleased with the beginning or would you like to see nben intro (Appendi A, 66)7?

The completedFire section shown at adjudication began with the dancers
rhythmically and canoing theSanskritma nt ra 6 Om gam ganapataye n:
salutations to the remover of obstackesanon is a choreographic device in which
movements, or in this case sounds, are introduced by one dancer and repeated exactly by
a following dancer in turnThe dance then manipulated into rhythmic stomps and hits
with intricate movement that unfoldedana half mandala. From this intricate visual
illusion, the dancers moved into a large unison phrase that was full of power and strength
that hadd a n cfacings shange too add another illusion of an X shape. | then showed a
duet section between Gabby &adr and Gerald Archard that infused modern and acro
yoga together.

As | had hoped, the feedback | received was extremely positive and encouraging
to continue to investigate and expand on the path | was headed for this dance. | attended a
meeting with Elzabeth LenHill where she would read off what the strips of paper had
on them while | jotted down the feedback in my jour®dpendk A, 67). Most ofthe
responses agreed that they wanted to see Gably and awotk @wlve into something

that flowed.Some of the words | received were haka, culture, history, yoga, spirit,



mandala, rital, hum, a different world, and tribal. The words helped me to solidify that |
was creating a distinct world that was in the realm of yoga. | received no negative
feedbackand other constructive criticism | receiviedluded:loved body percussion, use
of interesting space and design, $tagtand original, | created a distinct and clear world,
and to coach tone for chanting.

Wate® Swimming in Circles

twasnotuntla f t er adj udicati on when-te began to
heckdid-I-do-thisto-myselfo t aki ng on thirteen dancers. It
rehearsal process that | began losing ease of rehearsals and a connection to my dancers
because | was lettingy Pitta doshatake over and create imbalance in myself. | was
tapping into an outward confidence without having a true inward confidence. Not only
could | not create past tlirére section, but my dancers were creating tension in
rehearsals. When in extrennmbalances, eaadoshahas movement qualities and
diseases linked to them. For examMatais sporadic and can turn to schizophrenia,
Kaphacan easily lead to depression, dttfa can become obsessed with perfedion
which is what happened to my rehssils.

My cast and bpent four rehearsals trying to work out the transitions fronf-itee
section toWater, starting witta pinwheel idea. Seven standing dancers had just done a
direct jumping travel phrase that created a tetetiber illusion that trasitioned into a
circle that moves forward while their arms and legs moved wiistdlung dynamic.

While this happened, | imagined six other dancers laying on their sides on the ground
stepping foot to foot creating a revolving pinwheel illusion. The dancers doing this

pinwheel constantly complained about not wagnto do it, eye rolling whemwe would
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try to workit out, and not compromising in problem solving. Problem solving movement
issues in rehearsal is a way | see to editing and formatting an idea to become more
efficient to stay within the realm of my vision, which was not happeningusecdancers
were not cooperating in fixing it.

Outside of rehearsdl asked fellow choreographers who were in my dance for
advice for dealing with the problem, and they suggested that | needed to be more
assertivanstead of lettingvhat my dancers warbmpletely overrule what | envision.

So, | came up with a new idea, it was a simple partner phrase that Gabby Salazar and
Jessica Eugene created together in inspiration of water that | tweaked outside of
rehearsal. | liked this new transition a lot, @aW the potential ihad,and it

foreshadowed the next sect@iWater. It frustrated me that | changed it, | came in
assertive, taught clearly, and my dancers were still not physically embodying the
transition.

My creative mind became baffled, lost,aoddyd | had an artistos
came up with an idea for what was next, | feared it would not work because certain
dancers would complain about not liking it, or it being too hard, or not paying attention to
others around them. The transition sectiamfFire to Water was something | became
somewhat obsessed with because | could not get past it. | even tried to move on past it
and come back to it later, but then we would get stuck on the one water visual illusion
with ten of my dancers in the back. Weest several rehearsals trying to get it; | even set
aside a whole entire rehearsal just to work with those ten dancers. The illusion was my
dancers moving across the floor in slow wave like movements in a short canon to

simulate a wave. In my view, thisas a simple section. Some dancers understood it
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because they are engaged, always prepared, and thoughtful towards others, while others
did not.Specifically,one dancer could not grasp the idea which would throw off the flow
of the rest of the wave.

At this point, absolutely nothing was working, and | was having so many issues
with my cast members and in my own creative artistry that sought out my professor
teaching our choreography class, Elizabeth Létiliz | began our meeting by discussing
the issuesfamy few dancers who were talking back, being disrespectful, and not putting
energy into rehearsals. She responded with suggesting | have a conversation with my
dancers about what | expected out of them and what they should expect frolexte.
we discused my lack of inspirationThankfully LentzHill understood my end goal and
where | am coming from as she has also been through yoga teacher training, lived in
Hawaii, andis familiar with Ayurveda She has alsbeen following my creative process
through project proposals and discussions. It was easy for her to tap into what | was
struggling with and why. We discussed how fing, pitta, was taking over and | was
stressing about problems that are out of my reabb.suggested | take a step back and
consider my experience in Hawain a deeper level that the physical postuEdizabeth
LentzHill asked me how could reconnect to that experience, what do | need to do to re
inspire and reconnect myséKppendk A, 78).

In order tocreate the next section, | had to discover a way to let go of all of the
struggling and controlling. | needed to take a step back and create an open mind towards
trusting the process, myself, my dancers. | began to meditate with objects from Hawaii
and mychoreography journal for my subconscious to connect to while in a deeper state

of myself. It was after my first meditation like this that | was able to piece together what
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my dance was actually about. My dance was about my journey, but my journey with
corfidence. My yoga teacher training pushed me mentally in ways | never thought
possible because of the intense meditation, lush environment, and traveling alone. | had
matured in a way that | developed a sense of empowerment with being alone. | had
discardedhefeelingthat | needed to be around someone at all times to keep my insecure
thoughts away. Mediating for long periods of time became easier because | was
becoming comfortable with myself, not thelf-othersperceive me as, but my true inner
self. I was building a trusting and strong bond with my inner confidence and come back
home with a new bond and trust within dnd was enougtiAppendk A, 79).

This brought up the question of #Awhy was
losing myself because | waloubting myself and not trying to find a balance in my life.
After truly accepting that it is gratifying to be who | truly am and reconnecting with
myself journey, | was able to trust the process and my dancerscohelddedhat the
Fire section remsented who | was before traveling to Hawaii andMager section was
the wondering suffering and searching for that connection to my inner confidence in
Hawaii. Finally, theEarth section represented the found inner confidence, being
grounded, whole, ancbnnected to myself and surroundidgsruly strong.

Whenl asked my dancers what they thought inner and outer confidested
the reconstruction of the philosophy behind what | was creafimg is when the
rehearsal process began to flow easier,dikizer with slight twists. The next section of
my dance emphasized the ocean as it is the balaitesha,that | was working towards
through meditation and personal yoga practices. The second section became extremely

intrapersonal in performance quality as meditating is internal. | filled this section with
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visual illusions of the water with movement and canaospired by water, and phrases of
fast and sporadic movement. Movements of flung limbs by a group charging forward
circling around each other thagpresenteavhirlpools. A group of four dancers
performed degatoleg extension phrase in a tight formatiara canon to begin
foreshadowing waves while a group of dancers in the back moved slowly low to the
ground through movements that created the illusion of aslotion waves. Two
dancers, Cass Simmons and Trista Barry, executed a cause and effectdaesethbled
the beginning fluidity of a wave and the ending flung crash. Another duet, Gabby Salazar
and Gerald Archard, moved in a strong and risky weight sharing phrase showing the
strong under and over cures of a wave. This section of water gave efgbnce of
being in a place of unknown

| highlighted a soloist, Brooke McDonald, to begin sporadic and fast hand
gestures that pulled at the body and grabbed at the face to personify a feeling of searching
and struggling which initiated the rest of thenders to perform these similar gestures at
different speeds meandering around the €tamgginning a shift from being in the
unknown to experiencing not knowing. | created this section in a time frame of two
rehearsals. Theéata doshaair/space, was predonant and layered on top W ater here
because this represents the poinninjourney where | was asking questions, searching
for answers, and searching for myself. Here | noticed a change in how | was verbally
articulating to my dancers what | wante@gence and movemewntise with more
accuracy. The tension among the dancers was dissipating because | was putting trust into
my creative process and dancers. | discovered that this shift was noticeable to the dancers

because | asked Cass Simmons if rehé&afsh better, and she said yes. She explained
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that | seemed more confident in leading as well as opening up to what my inspiration was
behind certain sections, giving light to my intention and the energy | expected from my
dancers in those parts.
Wate® Drying off

| was pleased that my rehearsal began to turn around just in time for the dance
departments second adjudication. This adjudication was still intended for constructive
criticism for the choreographers, but also now geared towards testingrow aler
for the faculty to approve for the end of the semester dance adnidest Theate and
Dance Building Studio 115 Concert. The concert occurs in the same studio as our
rehearsal space as the studio converts into a theater. The space has wingaiaad cu
that can be pulled out to create a stage space, but also pulled back to create a studio space
with mirrors. Throughout the rehearsal process, | never closed the curtain and never
pulled the wings out completely to create more space for the larfg@\Gtsout realizing
it at first, Iwassubconsciouslusing the mirror to enhance optical illusions and create a
sense of more dancers in the space. It was a rehearsal before adjudication when |
concludedny dance needed the mirror because the castrdiad tarough of the piece
with the curtains closed and the dance looked less intricate and optical. The mirror
creates an aesthetic of changing perceptions which helped to allude to the theme of my
dancé changing perception of confidence.

| presentedmywok to the department with the wor
perceptoroThe first quelsttba mMmi askedskedfidenc ii ve? 0 |
you see the daboc et lhree socod svti inng@epevdkdX, 88) f or youo

because | had not yet created my third section and put together costumes for my dancers
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with the color scheme dark purple, burgundy, navy blue, and dark grey. | attended
another meeting with Elizabeth Lertill to receive the feedback about the use of the
mirror. The response was ehandred percent positive as all feedback on it said to
continue usingthe mirroktal so received general feedback ¢t
slow grande plie, good transitioriste section is percussive and not fiery, recergetic
pulse, beautiful performance and commitment from dancers, working well with large
cast, and water is clear. Everyone loved the costume color palette, except for one pair of
pants. These pants stood out compared to the rest of the color scheree/dd a
diverse response to how others envisioned my dance emwiisglve instead of resolve,
pump it up for resolve, unison ending, and connect end to begi(Appgndik A, 88).
After hearingothe6 &leas on how they could see the dance endinggitidd how |
wanted to end my dance, but | had to start my final section first.
Earth

As mentioned above, through the chaos of the end dWtter section | had
placed one dancer in the upper middle left side of stage, slowly lowering to the ground in
parallel with the right hand on the chest. Taylor Lucien was the anchor and simplicity of
experiencing the unknown. Sometimes it is through tla@<lof life that this simplest of
answers arise through slowing down, reflecting, and taking care of the self. Within the
Fire andWater section, | encased a motif of the right hand on the heart. Fréhe
section it was hard hit and percussive on treethend in théVater section it was a
|l ighter quality of pulling away from the hea
her heart, foreshadowing tE&arth section because the aesthetic is grounding, gentle, and

nurturing. Since she was the anchadin order to infethateveryone was transitioning
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from lost to clarity all of the dancersexcept for twoslowly trickled into join Lucien in
her long pli® the start of the final sectiogarthKapha

Two dancers, Cass Simmons and Gabby Salazar,sepesatedo represent that
though a person can have discovered who they are and haveamfidence, no one is
perfect and always has room to grow. The duet continued to do movement from the
interpersonal section 8/ater, but manipulated to be a duéth slower, sustained, and
heavier dynamics. Once the ten other dancers reached the bottom of the plie, they
continued to do a wave illusion in a tight clump on their sides crunching and expanding
the legs. The duet travels their movement towards thepchmd all thirteen dancers melt
to the floor together, marking the complete transition fidater toEarth.

All thirteen dancers created an illusion of a growing flower with the pattern of
two out rings of people and one center dancer. The outside cictkb@ center dancer
revolved in one direction while the second circle traveled in the opposite direction. With
each roll the dancers did, they suspended their armwesustowards the sky on various
levels to give the illusion of a growing flower. THancers then sat on their knees and
sporadically flung one arm straight up after another as Madi Daigle walked through them,
as though she was walking through a field of grass. Madi Daigle, once she reached offset
to the right of center far front, kneelathe ground as all other dancers watched her. She
began to perform a cycle of hamdidra® hand gestures used throughasana,
pranayamaand meditation that directs the flow of energy into and out of our body. She
began to repeat the same teadrasin a fluid and serene dynamic as the other dancers
began to trickle onto her side of stage to join her, ending all dancers resting in the last

mudra,Dhyana deeper/profound concentration and tranquility/inner peace, with eyes
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resting in a meditative sta(@ppendk A, 90). The dance here came full circle, as Madi
Daigle was in the same spot on stage in the beginning of the entire dancer; she performed
theMudrasonce through as a prelude and representing my time in Hawaii and ending

with me finding that sae energy back on the Mainland.

It took two rehearsals for this section to be taught, created, and cordpthted
shortest section to create. This section was not any less challenging or of any less
importance, my creation process had just become extreamelgth and easy. | had
begun to meditate with the mindset of projecting to others and creating an opeit mind.
is through having an open mind that my third and final section arose: gratitude towards
others. It is through nature that | can control my Rittsha, slow down, and find balance
within myself. My last section was pulling from the Kapha dosha, but not in the extreme
imbalance of irather the balanced qualities of Kapha. | pulled from these qualities
because it is with the balanced Kapha doshtalthm able to come full circle with
myself, create balance, and manifest a true inward confidence. Gratitude towards others
is the final step because all beings deserve to be happy and free, and my own personal
energy must be moving towards happinessfee@tomfor my own thoughts, actions,
and words to contribute to it. It is in the final part of the rehearsal process that creating
the section came incredibly easy and the rehearsals themselves were happy, connective,

and fun.
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Chapter 2: Supporting Elements/Productioni Bethe Magic

A large part of creating a dance for an audience is techdvinek is the week
wherefithe magio happensitiThe magiois the supporting elements of a dance that takes
the audience into a different world. The supporting elements of a dance that turned what |
had created into magic was the music, costumes, the stage space, wings, and lights. These
elements are magic becaubey cohesively support the overall environment.

The very first time | withessed my dance as magic was the dress rehearsal run the
night before the showods hadtprecord thegdantetguse . Thi s
for a graduate school appliaat. | withessed my dance with all of the production
elements the previous night, but this night was the night that my dancers connected with
the audience, each other, and production elements. It is in this space that the dancers truly
begin to project theenergy and perform from their core because they stepped into
different world enhanced by production elements.

Costumes and Chakras

| chose to not contrast the dance | was creating with productions elements, rather |
made decisions teupport/enhancay theme. | created a color scheme for costumes that
aligned with what | was creating. The color scheme was dark red/burgundy, dark blue
and indigo, dark violet, and dark gr@ppendix D, 148)| choose are darker palette as
to not distract from the dancefBhese colors also represented the sehakra® except
for grey as it was simply a filler color to bring the other colors together. | chose two
chakrasthat are the strongest within myself, the raodkraand the third eye, and two
chakrasthat | need to find more balance and connectivity with, the throat and crown

chakras | choose two from which | was strong with and two that | need to work one to
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create a balance of being proud of myself and knowing that there is always something to
work towards.
An Intimate Space

To the cast advantage, our rehearsal space was also our performance space, as our
studio converts into a theater. The space has wings and curtains that can be pulled out to
create a stage space, but also pulled back to creaidia space with mirrors.
Throughout the rehearsal process, | never closed the curtain and never pulled the wings
out completely to create more space for the large cast. Without realizing it atviiast, |
subconsciouslysing the mirror to enhance ogi illusions and create a sense of more
dancers in the space. The mirror creates an aesthetic of changing perceptions which
helped to allude to the theme of my daha#danging perception of confidence. | had
decided to have the curtains pulled all the Wwagk to expose the lights to create a more
exposed and open space due to the large cast size and because we did not use the wings. |
choosechoreographically to never take a dancer off stage, as every dancer was just as
important as another in parallelégerychakraanddoshabeing equal.

Theaudiencé eelation to the dancers are interpersonal in the sense that the space
between the stage and bleachers are basicallgxistent. The audience coudtep
easily off the bleachers and take a few strideststome a part of the dance on stage if
they wanted. This kind of space allowed for a deeper connection between the dathcers an
audience because the energy of the daneersin close proximity to the audience. This
proximity also allowed for the danceasd | to take advantage of being able to use small
intricate hand gestures, likdudras throughout the piece that the audience could clearly

see the details. The space also allowed me to use body percussive and dancers verbalizing
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that audience membersudd hear; if the dance was in a proscenium space, a full theater
with an orchestra pit, it would have been hard for the audience to clearly hear the dancers
and see hand gestures.
Music Supporting the Mood

My music choices werswayedby considering songs that enhanced the dosha the
section was conveying. | used three s@n@hakra Balancingy Native Meditation
Zone for section ondhe end of all of our exploringy Max Richter for section two, and
Earthby Yoga Sounds for section #&. The son@hakra Balancindhad a very tribal
sound using drums and a deep hum vibration, but the piece did not begin with song. It
began with fire crackling sounds while Madi Daigle performedvhdrasin a solo that
moved into keeping the firecracklig behi nd t he GmtGamt er s chantin
Ganapat ay endtha daadera creating percussive body sounds to match the
chanting. The song itself did not transition in until my chanters faded into the dance with
a f iOmal A

The sounds of the oceans beda trickle into the song near the end of the section
urtil it became just ocean waves. From the oceans tricklegi#no solg The end of all
of our exploringoy Max Richter. The@cean continued to crash through the remainder of
this songalongside thgiano, as the two complemented each @thée piano solo feels
heavy, but smooth, just like the ocean.

The song and ocean waves crtade into chirping and sounds of the jungle
before becoming distant and fading out. It is in this transition of thecrthesia duet

with Gabby Salazar and Cass Simmons joins into the other eleven dancers, marking the
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beginning of the third section. The sdBgrth consists of light and airy nature sounds
intertwined with a yogic sound of light humming, enhancing the aesthetic of contentment.
All the music and sounds | choose were used to enhance meaning and theme, but
not to overpower the dancers. For the envitent | was creating, the music acted like
background sounds that the dancers did not match the musically; rather, the sound simply
setting the aesthetic of the energy the dancers were evoking.
Lights Bringing the Dance to Life
As with music, | chose lightg cues that helped to create the world of each
section. | highlighted certain parts of stage where | wantaduad | eeges ® fosus in
on and silhouetted certain visual illusions to help the audience eye see the illusion and not
the dancers. lusegpot | i ght s to highlight Madi Dai gl eds
simplelighting stagdeft when she repeated the solo since everyone was joining her. |
created a blue silhouette lighting for the second part oMater section to enhance the
feeling oninterpersonal because it took away the faces of the dancers and highlighted the
scattereehess of lost. | utilized red lighting for section one, blue for two, and green for
three.
In my eyes, the lighting iwhattruly brought this dance to life becauséelped
to draw illusions and highlight the feeling of each section. It reminded me of the feeling
of finding the most perfedhstagranfilter for a picture, but even betterthe first section
really highlighted a tribal aesthetic, the water felt lost la@alvyto the heart, and the final
section paralleled complete bliss. Seeing the dance with lights warmed my heart. The

moment the lighting brought the nature and pure bliss to life, my eyes instantly teared up
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because | had this dance, the dancers, anparspnaHawaiijourney join as one under

the lights in complete balance and harmony.
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Chapter 3: PostPerformance Evaluationd Be Proud

If I was to reflect on this process, would/dntto change anything?es,because
| have desires ¢annotreach asthat is a part of human natureut8 would never beat
myself up over what I did not love in this creative journey. | do not hate any part of my
end product or the process because this is
mistake® | get to improvehis process next time because of how everything played out
and | would never ask for anything different.

| would not change spontaneously gaining thirteen dancers and having to scratch
my original dance with seven dancers. Having thirteen dancers clellemgin so many
ways | never would have experienced with seven dancers. If | didn't have thirteen
dancers, | never would have struggled like | did, and my entire thesis would not exist as it
does know because those struggles turned into research tmbeNaf/s to ease the
rehearsal process.

Although | am excited to have a formula to ease rehearsals/creativity, so | can
apply it to future projects, | do wish | would have had the three steps earlier rather than
later. It would have allowed for more tin@ clean up transitions that | was not a faié of
like the transition fronfire to Water that | was stuck on for so lodgs well as hoain
on more advanced and intricate movement and exploration.

The title of a dance plays a huge role into guiding the audience what they should
expect to see and think about while watchinmeze As it turns out, the title that was in
the program ended up not being the actual title of the dance. | began witlethe ti
Changing Perceptioas that was what my dance was about; my journey in changing my

perception of confidence. Although, after beginning to creat®Mater section, |
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concludedhat! did not want my title to be that literal because my dance was abstract
looked up other synonyms to those words and formulized th&/iglelizing Vistas

because it | needed a title to send into our Professor to create a draft of the shows
program. Time went on, and one day in rehearsal | asked my dancers to write down
words in my journal on how they got through hard times and/or what made them happy
(Appendk A, 84-85). It was later that night when | was reading these words that | had an

epiphany of what my title wésBe . The title was meant to have a space as someone

can be whatevertheyant They can fibe happy. 06 They <can

strongpSomeone can eV ehshey Grahpm has gn inspiratiofiah TED 0

=}

Tal k that states fABeoy 6 Gr adhdisrinednapbaionBe Aut hen

myttleConf i dence is about being comfortable

and the dance | <created can fAbeo whatever
| immediately sent an email to my Professor with tthe thange about three

weeks before the concert, but | sadly received an email back stating the programs were

already printed. | was unaware the programs were printed because | never read over a

draft before print that all information was correct, butdts out of my hands. Although,

not having the correct title did not bother me, after the first sad reaction. My dancers and

| knew the title and that was all that mattered because it was my dance and the dancers

where embodying that dance. The dance Itetkevas meant to be abstract and mean

different things to different peopl&his causethe titleto notbethatimportant because

audience members would still have different interpretatmnmatter the title. If

anything,l am glad it happened becausehallenged me as a person to accept what |

cannotcontrol and learn to be content with it, move on, and not let it drag me down.
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My feedback surpriseshebecause | was humble about what | was creating and
not expecting an abundance of positive feedback. People said thktvibeyny dance
and | thought that most audience members would not like the abstract dance | had
created. For example, many of the crew members went out of their way to inform me that
they loved watching my dance. | also received feedback from my friématg the lines
of jokingly asking me if | did yoga in Hawalii this summer. This was a big deal to me
because many of my friends do not appreciate or fathom whaét llike what dance is,
how to interpret it, and/or the amount of time, energy, and souhfwiti The fact that
they were able to grasp a general idea of it was extremely pleasing. Another comment
included someone telling me they did not really appreciate what | did until they watched
my choreography this semester and had gained a whole nesetrésr how hard | work.
Of course, | was not expecting anyone to understand thedbsbasand searching for a
tridoshabalancerather a loose interpretation thie intend that there was was yogéath
fire, water, and earth. After the Saturday nigitfprmance, | asked some audience
members what they saw in my dance and | received responses of a type of journey, going
from some sort of struggle to peace with nature, and that someone felt as though they
were very at peace at the end of the danites was amazing. The theme was loosely
conveyed, finding peace; the world | created was distinct and clear to more than just me. |
was proud, my yoghased choreographic process had produced a dance that was

successful I n not -msbmy¢hinygloethessi ng me , but
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Chapter 4: Contextual Researcld Bethe Changein Your Thoughts and You Can
Change the World
How did | manipulate the rehearsal process through yoga? How did | connect to

my dancers through yoga? How did | positively impact mytbetfugh connecting
choreographing and yoga? | mainly focused on different dance/movement therapy
research, yoga & meditation therapy research and methodologies, somatic principles, and
article and books about connecting the self to the world in a posiéiyel considered
how could | develop a satisfactory method and positive community for myself within the
creative process. | developed a dance about a change in perception through three specific
yoga techniqués self-acceptance, an open mind, and gratitioseard others to create a
positive community and satisfactory method of the creative process. It was not until after
incorporating these three principles to my process that all other aspects of the creative

process fell into place because they simply nsatese.

| began to investigate how | approached the creative process by reflecting,
meditating, and setting new goals. It was through my own personal yoga practice that
three major yoga principles stood out to me that | began to formulate ways to in@rporat
them into my creative process. It was through using yoga techniques such as self
acceptance, an open mind, and gratitude toward others that aided in creating a positive

community and satisfactory method of the creative process.

Yoga, Phi |l os odedsfReseaidla nc e é E

|l first read the chapt ex ffickannngloweuct i on:

from a Tigerby Daniel Capper, in the spring 2017 semester in my Religion and Animals
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cour se. 't di scusses John Mui rthamthetypeahk of Chr
anthropomorphic Christian view, as he is the reason for the United States National Parks.

He Aregarded nature and God as | inked and ov
the I ogo for the Ol ympi ¢Cafper i8¢Thi®chapterdssthe e pr eac
reason | became intrigued with how | related myself to the natural world and helped me

to formulate my experience in Hawaii. Nature has always had a major influence in my

live, but it was not until Hawaii where | realized hawich nature has control over how

people react/experience daily activities. It was this realization that | felt a connection

Muirés philosophy of nature as par® of a the
or, presumably, anywhedepresents us with @) simple way of experiencing the natural

worldo that | began to fully comprehend that everyone has a different perception of all
things(Capper 2R This lead me to a better understanding/acceptance of others and less

frustration towards perceptions ofgite of mine.

| began cultivating techniques to heighten myself in Hawaii, with mentor Liz
Heffernan, by following her teacher man&ama Yoga Institute200 Hour Therapeutic
Yoga Teacher Training Manudt.was through these teachings that | begannmditate
therapeutic methodologies that helped me find balance, like meditating, movement
practices, and breathing techniques. | experienced and applied these techniques for
myself, which sparked my intrapersonal journey in Hawaii. This manual discussés how
practice and teach yoga from a holistic, anatomical, and therapeutic approach. This
manual is critical to my creative process as the training gave me the inspiration and

reason for creating this dance.
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| discoveredT he Secr et Power udétofeHpartandSpirivo man 6 s
of the Yoga Sutrady Nischala Joy Devi. This is a book of yoga sutras explained in a
simple way from the perspective of a women. The sutras are guidelines on how to
perceive life in a more positive, holistic approach thateHzeen around for thousands of
years. | incorporated the sutras that inspired me to develop movement and the numbers of

sutras guided groupings and canons in the dance structure.

I n searching for articles that relate yog
Posedo by Helen Rolphe. This article informs
consider the best poses foradancers®daty b bl er s pose, downward doa
pose. | bund this intriguing for my creative process as these are poses that | notice a lot
of dancers already do. These poses are movements | used to investigate and manipulate in

my creative process to keep a yoga aesthetic planted throughout my work.

After Hawai, a dance professor, Kelly Ferris Lester, assigned an article by Robin
Prichard, fRe«Eefqiunising et Hanpleddeaelcti on i n the |
aligned with exactly how | was trying to change my perception of my dance practice.

This article dscusses how mistakes and imperfection are essential to growth and

improvement. In order to grow, one must accept flaws and not be as hard on themselves.

AOpposites attract: holistic emotional re
and the doshas in Ayuevd a , Body, Movement and Dance in P
Angeletti is my most significant and influential article within my research. She discusses
how Dance Movement Therapy and the three AyurvBdighas, Vata, PittaandKapha

correlate and createai der range for therapists to work
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and their movement repertoire as a means to achieve appropriate and fulfilling emotional
regul ationo (Angeletti 43). This article
three settons based on how I relate to the three doshas, the first being who | am and the
last two retaining to how to findtadosha,and what movement qualities related to each

dosha.

Yoga, and/or Somatic approaches have their own specific techniques, which
raised the question of can | develop my own techniques from certified approaches.
ASomati cDamc®aineeSomatics, 0 by Julie and
integrate somatics principles into dance education in afusedly way without
minimizing the \alue of certification in specialized areas. | found this useful in my
development of bodwynind centering in my own process because it establishes two main

principles that all somatic techniques have in common:

A1l . Deal with "t r utworksandarowes Humanhmovenventy
and bodymind (bodily) wisdom are fundamental to life itself. It stands to reason

that there are basic concepts or principles supporting all movement and movement

re-education systems. In other words, there is no copyriglebacepts like breath,
connectivity, sensing the environment, and initiadidhey are innate components

of the living organism.

2. Have common goaisto improve alignment and awareness for greater movement
efficiency and increased capacity Bxpressivity. Focusing attention on these
fundamental aspects of the living experience and on the manner in which we
embody them can help us identify our tendencies and maximize our movement
potential o (Brodie 69).

These two principles support that though creative process is unique to me, it
facilitates continuity to invent creative strategies for working with others. This opens the
doorway to enable for specific methods and techniques, like my own approach to the

creative process, to develop from sucimg@ples.
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Karen Barbour, professor at Waikato University, writes about how implicit motor
|l earning can be beneficial to a dancer, peda
and ethical principles in somatic dance classes: Considering implicit matonlean g . 0
This chapter relates to my process because of how she discusses how tap immbdody
centering with dancers. That can fAenhanc] e]
supporting a deepening somatic awareness and a practice of movememesngehay
be possibleo (Barbour 200). | experimented a
more yogic aesthetic to pull performance quality and confidence out of my dancers

without forcing a feeling out of them.

During the creative process, | beganase connection with my dancers and
searching for a way to reconnect. The journa
discusses how mediation in the performing arts industry strengthens and influences
creative thinking and collaboration. This relatesry creative process because it
discusses how meditation can help creativity. It also explains how meditative exercises
can improve collaboration, which is an exercise | did alone and with my cast to increase

connectivity.

Halfway through my process, | th@ choreographer's block because | was so
focused on a section of my dance that was my main dosha, throwing me off balance. It is
through meditative reflection that | was able to realize this, to pinpoint why | was off
balance, and to use meditatont@aamge my per spective and move
it Takes is 10 Mindful Mi nutes. o0 by Andy Pud

way, n...whatever it 1is, meditation offers t

get a different perspectiviy see that things aren't always as they appear. We can't
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change every little thing that happens to us in life, but we can change the way that we
experience it. That's the potential of medi't
Meditating brings a pson into being in the present moment and assist in confidence as it

brings acceptance in mistakes and has the potential to change perspectives. This is what

is similar to what discovered through mediation and is the process | use to reflect on my

choreogaphic work and become inspired.

Behind the Scenes

Before beginning to create a dance based certified mindbody practice, | was
re-affirmed through an article by Julia and Elin BrodieS o ma t i ¢ €Dancenin Danc e
Somatic®d t & as ta cettified yoga instructbram permitted to integrate my
knowledge into my creative process. | mentioned earlier that Julie and Elin Brodie have
two main principles that all somatic and yoga techniques have in codndeai with
truths and improe alignment/awareness to maximize movement potential (Brodie 69). |
began to incorporate meditation, yoga, and dance into on choreographic process because
there is no copyright on someone sensing the environment, experiencing connectivity,
and utilizing beath to better the human experience. For example, | utilize specific yoga
movements | i ke cobblers pose, downward dog,
choreography, that Rolphe in ASTRIKE a Poseo
d a n cbedy.0Tkese posdmve a common goala way foradancet o fii mpr ov e
alignment and awareness for greater movement efficiency and increased capacity for
expressivityo (Brodie 69). 1t is because of
potential that allows for me to build upevhat has already been cred&dike revamping

a science experiment.
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In order to ease the creative process through finding balance, | reflected upon
myself in order to conduct three steps every choreographer can follow. The first step was
selfacceptancéhrough thedoshagdo gain confidence. Next is curating and open
mind/trusting the process through meditation,dhakras,and Yoga Sutras. Lastly, tying
the first two steps together through developing gratitude toward others by grounding the
self throudp nature and mantras change perception and appreciation for others.
| am on Fire- SeltAcceptance

| am strongl am a leaderd am fire and | am ®itta. | discovered in Hawaii that |
tended to revert to a domingitta doshawhen | was unbalancedbégan to fully
comprehend what inward confidence is for myself when | experiencedr@aithtion
that | needed to accept myself for who | am. | notice a change in how | viewed myself
and how | treated others. | lost confidence because | was caughthgpstress of college
and not taking time for myself, which reflected in my choreographic process. My
rehearsals began to have minor problems from the beginning, then those slowly increased
until the midway point in the creative process. | even expertean artist's block until |
began to apply yoga principles to my rehearsal process and everything began to unfold

and become easy.

It was through this suffering of discovering who | am and reestablishing
confidence in myself that opened the door forifigdease in the creative process through
what yoga had taught me overthe summifen.g a Sut r dadadraBhtubt at es
svarupevasthanarthen the Seer abides in Itself, resting in its own True Nature, also
knownasSelf eal i zat i on. othererare folr books,@mpdhis sutrd isira s

the first book and held within the first few sentences.-&ateptance is the first step in
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yoga, along with the practice of yoga itselb understand that | am enough, just as | am,

and what | do and who | amatters.

fiRedefining the Ideal By Robin Prichard, discusses how perfectionism can cost
a p er s ebair@gsnentakhealth and counterproductive to great mastery. Prichard
offers an alternative mind et , A Exqui site | mperfekagx i on, 0 wh
with and embracing mistakds. order to grow, one must accept flaws and not be as hard
on themselves. This is where inward and outward confidence separate. Midway through
my creative process f@e ., | asked my dancers a list of questions: YWha
confidence? What is the difference between inward and outward confidence? Some of the
responses for confidence includédb ei ng happy wi tlho whovegd,u ar e
Abeing transparent and truthful ohesscond Al i ve

guestion was more difficult and took more time for my cast to answer. They wrote down

answers | i ke Asometi mes people appear to be
insecure,selassurance vs. the expectowrngwhmnyouof soci e
are capable of/security with self, outward:

| was fascinated by witnessing which personalities were confident in writing on a
whiteboard in front of a large group of peers about something so personal. If someone
coud openly write a heartfelt deep response in front of peers and turn around with a
proud smile, then maybe they do have a grasp on true inward confidence. Of course, | am
not inside of anyoneds feelings, bedt my own,
that the deeper, thought out questions were written out by three dancers who have strong
inward confidence as these dancers project their energy onstage with power as well have

strong, yet unique everyday personalities. | took note that another tinesrslavho
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struggled or did not write anything have characters that are easily affected Iég other
words and ask for opinions on many decisions in daily life. It was important to know
which dancers were confident in themselves because it helped me to divide dancers who
had more joy in performing solos into groups.

Personally, | never noticed the fig§sof only having outward confidence until |
began meditating and spending a lot of time alone reflecting on a yoga teacher training
trip, Soma Yoga Institute in Pahoa, Hawaii. Before this | feel as though | would fall
under the category between thesedsircers as | would come off as havaupfidence
buthave moments of doubt within my dancing. For example, | would not dance to my
full potential when | was unsure of having a phrase memorized. Yoga is about finding the
self, and confidence is an importgoart of the self. It is within inward confidence one
can truly find being happy with oneself and finding that change of having a balance of
both inward and outer confidence is the backbone of this choreography.

It was through theloshaghat one can d®ver unbalances and find ways te re
balance themselves. | began with a quiz from when | went through yoga teacher training,
that involves questions about a person's mental, behavioral, emotional, physical, and
work ethic profiles. For example, a questfoom the physical profile can ask about
elimination regularit® is your elimination dry/hard/thin/easily constipat&tita), many
during the day/soft to norm@Pitta), or heavy/slow/thick/reguldKaphg (Appendk B,
112-114). | knew | waspitta, but | wasunsure of the dancers dominatesha.Thus, |
chose to begin rehearsals with a quiwas considering placing or highlighting specific
dancers in their dominant dosiwhich emphasized the importance of knowtng

dancerslominatedosha The results of this quiz every dancer haglitta in their results,
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with most having it as their dominasbsha determined thapitta would be my first

section(Appendk A, 50).

An unbalancegitac an become obsessed with perfect]
corresponds to the fire element; it controls energy, is responsible for metabolism and
tends to dominate the middl e po(Argeletin of t he
35). It is here that the fire needs balance through the otheDbshas. Vatacorrelates
with air and space, Adue to i-thangipgr opensity t
movement fluctuations in the mind and body. Much of its energy and movement
initiation begins in the | Hapmrassaibtedaithe no and
theearth el ement, fAregul ates structure, suppo
identified in the upprageletttc3Id)elketidentifcatiah ofi mmune sy
doshedsating to body parts can guatdéstherapi:
breath and movement impulses may be originatiagd, conversely, where they may be

stuck (Angeletti 35).

Ayurvedathe science of lifeis a practice in yoga of calming the
dominate/agitatedoshawhere they may be stuck, and restoring baldAppendix B,
116-:136). The element of water is not related to a specific dosha, but rather the balance of
threedosha$ tridosha.One way to restoretadoshais through introducing
complementary qualities from ondeshato counteract the dominadosha.Eachdosha
also correlates to a set of unique defining movement qualities that movement therapist
usesto help diagnose a dominaswshaand use opposite movement qualities to help find

balance in the physical body:
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Movement, Breath; distal Free flow, Shape flow High;
air, lower initiation; indirect use Peripheral
abdomen successive of space, pathway;
sequencing light weight, Volumes;
quick time Vertical
Energy, fire, Core; central Bound flow, Directional Middle;
middle of initiation; direct use of movement Central
torso, sequential space, strong pathway;
responsible  sequencing weight, quick Linear;
for time Sagittal
metabolism
Structure, Upper body  Bound flow, Carving Low;
support, or lower direct use of Transverse
cohesion, body space, strong pathway;
binding, initiation; weight, Planes;
upper chest  simultaneous sustained Horizontal
sequencing time

(Angeletti4l). It is from these movement qualities that | pulled from easihas
unique set of dynamics to cultivate each sections movement aesthetic. My first section,
Fire, had movement qualities that honed in on linear and exact movement along with a
forward dive. Every single cast member had an important role iRifte sectiord an
aesthetic of powerful unisénbecause it created a fire energy with complex sequencing.
The unison gave an illusion of core, central initiation and the percussive movement

enhancedhe sense of strong and direct use of space.

When in extreme imbalances, ealitshahas movement qualities and diseases
linked to them. For exampl®atais sporadic and can turn to schizophreKiaphacan

easily lead to depression, aRiita can becomelmsessed with perfection.

Vata disorders involve obsessions, anxieties, fears, agitation, and in the extreme,
bipolar or schizophrenic disorders. Pitta disturbances consist of narcissistic,
domineering, or antisocidlehavior Kapha disorders entail passj\dependent,

and depressiveonditions with psychomotor retardation. (qtd. in Angeletti 35)
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| had begun to gain a narcissistic attitude towards my first seé&titba, because | was

so focused on it; | was losing my balancéramfosha | was stuck on perfecting the

section and constantly manipulating it to be more complicated and linear because | was

letting Pitta overpower and cause stress by trying to control factors out of my reach.

Before | could move on from this, | had to firslize and accept that | was not confident

and begin to change my s#dfik to positive. | had to let go of perfection and move

towards Od6éexquisite imperfectiondé perception,
Omoving outod processfiicsi abdat howieche sasna rayc caeerpd ib
emotions, our bodies instinctively allow the feelings to move out, to sequence and

released6o (gtd. in Angeletti 38).

My perception of confidence within me changed to embracing mistakes and
learning from them, iriead of tearing myself down. | was utilizing meditation to pinpoint
why | was off balance and bring myself into the now and discard worries of the past and
future.It was through theelfrealizationprocess that | am agfy and passionateerson
that Isometimes need to contain that fire to find balance that | began to let go my first

section and reinstate inspiration (Appenéi 75-78).

A Swimming Search for Balane&rusting the Process

| discovered who | am, but it was the search for discovery about myself and how
to find balance that théatadoshawas dominate in me. The confusionu#tais the
reason section 2 of my dance was interpersonal. | used water as the pushing force of my
seond section because in my own meditation | was pulling into the water element to

clarify thoughts and let go of control and find trust in the proddggerception of
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confidence within me changed to embracing mistakes and learning from them, instead of
tearing myself down. | was utilizing meditation to bring myself into the now, discarding

worries of the past and future, to keep the mindset that | was going with to flow.

Yoga and meditation brings the self into the presentd. whatever it is,
meditaton offers the opportunity, the potential to step back and to get a different
perspective, to see that things aren't always as they appear. We can't change every little
thing that happens to us in life, but we can change the way that we experiencesit. That'
the potential of meditation, of mindful nessa?ao
our way, but it is in oneds own power that t
suffering as stated byoga Sutra 2.1& fparinama tapa samskara duhkhaih guna vhitti
virodhat cha duhkham eva sarvam vivekingtmetimes things don't go your way. But
understanding the causes of suffering can help you meet life's challenges with
equani mity. o Using this mantra in meditation
putting myself down and led me towards coming to peace letting things go that do not go

my way.

| began to investigate ways, through yoga and meditation, to find balance so my
creative mind could flourish once more. One tool in yoga to help assist in reinstating
bdance in someone's life is through the se@biakra® centers of energy in the human
body. When one Chakra is deficient or excessive, problems can arise. For example, when
the root chakra is excessive one can feel slow, have aches, hoard, constipation, have
workaholic qualities, and resist change. A deficient obatkracan include fear, anxiety,
resistance to structure, diarrhea, and inability to sit stgpendk B, 98). In order for me

to uncover what deeper rooted imbalances | had, | uskdkaiaquestionnairklrawing
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exercisg Appendk B, 98-111) to help guide me in the right direction. | incorporated
thesechakrasand the crystals tied with them to meditate and practice yoga, keeping in

mind things | needed more and less of to find a balance.

Relating to how eachhakrahas a specific color, | decided that | could
incorporate an energy of balance by choosing a color scheme of costumesrhakete
| am weak and where | am strong within teakras.| am the strongest with the root
chakraand the third eye and need more balance and connectivity with the throat and
crownchakras | choose twahakraswith which | am strong with to represent being
proud of where | am in the present; | choose tivakrasthat | need to work one to
create a balnce of knowing that there is always something to work on.

The rootchakra, Muladharg r ans|l ates to Aroot support, o
chakrasand is the solid foundation for opening the aboveckekraslocated from the
lower hips andlown This chakrais comprised of whatever grounds an individual to
stability in their life, like food, water, shelter, and/or emotional needs like letting go of
fear Appendk B, 98). The thirdeyeAjna,i s t he center of oneds int
in the spacketween the eyebrows aadcompassesbe pitutary gland, head, eyes, and
lower brain.Ajnais the second spiritughakraa nd someti mes referred tc
senseo0o and an open third eye can mean having
visualization Many people considered to have an open third eye tend to be considered
Amore artsyo and tap into E@ppemdeBat08).ve mi ndset
Vishuddhathe throathakrg is the first of the three spirituehakrasand is anatmically
located in the thyroid, parathyroid, jaw, neck, mouth, tongue, and larynx. An open

Vishuddhacorrelates with an ability to express yourself from a higher form of
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communication, speaking, and listening. Someone who has a closed/imbalanced throat
chakra tends struggle with authentic expression because they say what others want to
hear instead of what they want to say. They can also struggle with explaining emotions
with word or onpaper buexcel in expressing it through other regrbal outlets likeart
and danceAppendk B, 106). The highest of the spirituahakrasis the crowrchakraor
SahaswaraThis topchakrais located at the crown of the head and is referred to as the
thousanepetal lotuschakra.l t i s known as the source of one
connection to their higher self and every being on the planet. An open thqaetahd
lotuschakrame ans a reali zation that oneds self 1is
expansive. It was explaidg¢o me once as considering yourself as a drop in the ocean and
you area partof the ocean the encompasses every aspectAypehdk B, 110). This
chakradoes not technically have an end goal, rather it can be explained as an end reach,
or goab something to consistently strive for.

It was througlthakrameditation that enabled me to take a step back, meditated,
and allowed new ideas to floMeditating helped to morph my perception of my creative
process and allowed me to breathe and simply truseteaything would work itself out.
| never would havéegunto trust the process without an operind. Yoga Sutra 1.17
di scusses tr ust iVitaka \ficara AnpndaoAsreitargpa Anagamat g A
Samprajnatahto reach a state of complete understanding, we must go through a process
that progresses from a superficial understanding to increasingly greater refinement, until
our understanding becomes fully integrated. 0O
learn, move on, and grow. Take time to learn one step at a time because there are no

shortcuts to true knowing. | had suffering and accepted it, then | moved on and became

41



re-inspired.Deanna Fitzgerald discusses how meditation used to reflect upon theecreati
process can ease an artist block and rehabititdlgboration(Fitzgerald54-56). This
proved correct in my creative processtaswas also at this time in the process rehearsal
energy from my dancers became less tense and more invested as nivagsayai
calmness and a willing to share the heart behind movements and putting trust into my
dancers.

It is through this trust that | trusted my dancers with meditative experiences for
each section to think about to invoke perform@&ntke bliss andightness for the third
section. It is through these descriptions that the dancers began embodying the movement
and supports Karen Barbourdéds conclusion that
performance and expression while supporting a el@egp somatic wareness and a

practice movementaswdllei ng may be possibleo (Barbour 2

A Nature's Balancéul Bliss

Towards the end of my process, | finally began to put full trust into my dancers. |
had a large cast size with a plethora of different and lowsbpalities and sometimes it
was difficult for me to remember everyone is different, but everyone is wditieythird
section became effortless to create and a shift in the ease of rehearsals occurred as | had
begunto incorporate gratitude towards othafsngside my other two yogic principles. |
began to notice a shift when | baengigin t o medi
karuna muditopeksanam sukha duhkha punyapunya visayanam bhavanatas citta
prasadanamTo preserve openness of heart and calsioésind, nurture these
attitudes: Kindness to those who are happy, compassion for those who are less fortunate,

honor for those who embody noble qualities, equanimity to those whose actions oppose
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your values. 0 As bel i ev endturd worldigdivineanMui r , ever
humans are a part of the natural world and p
studyd or, presumably, anywheadepresents us with one, simple way of experiencing the
natural worl do (Capper 2e&andnotbnerdefiniton ar e di ver
describes how to handle every single person. Meaning that everyone has a different

perception of all things and coming to respect views that one can begin to nurture the

attitude from Yoga Sutra 1.33.

Devi said something thatldfond i r oni c, we hold the keys
can trick ourselves into believing that we are kinder and more compassionate than we
really ar@ Ddvi 78). Though this is surface level, it is a start to truly becoming full of
gratitude and peaceful towards others. | beg
1.33 and discovered true meaning in my now favorite and most influential yoga chant,
Lokah SamastSukino Bavantumay all beings everywhere be happy &ee,and may

my own thoughts, words and actions somehow contribute to that.

From my personal experiendénave learned that | need to slow down and relax
to counterbalanceny fire, and nature is the way that | do that. Being in Hawaii
reaffirmed to me that in order forato be truly confident in myself | need to pull mainly
from the EarthKapha to find atridoshabalance. This is the reason the Earth section is
last, agt is the anchor to my ship. It is through grounding myself through nature that |

was able to manipulate my perception of how | contribute my energy to others.
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Three Steps

Change your thoughts and you can change the world, or in this case a rehearsal
process. In the beginning my favorite chant was to remove my obstutgsn the end
it transformed into something bigger than myself. This transformation was truly evident
within my creative process as rehearsafgapeto flow with moreease with each step |
took. These three key principles not only can guide yoga practices, but the creative
process. Loving the self, opening the mind to trust, and a kind vibration create not only a
holistic lifestyle, but a gateway to increased creatiaitg ease of collaboration,

supported by the evolution of my rehearsal experiences.
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Appendix A: Journal
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