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^yentymli^
It wcu t/oalxjz yzoA^ ago that my

hiuband brought home, a bAochuAZ ^Aom a woA^htp
co^eAZnce—a SacAzd Vancz Guild bAochuAZ. That
bAochuAZ uxu 4-tucfe in with my bilt6 and con^idzA-
zd once a month ^oA many months. I finally wa6
cjuAiou^ znough to iznd in my monzy ioA a mzmbzA-
^hip.

Littlz did 1 know that I would ioon bz -6eAving oA
a AZgional AZpAZ^zntatiuz, oAganizing woAluhop^,
{iOAming a chaptZA, pAomoting ^acAzd dancz in thz
NoAtkozAt, and ^ZAving a^ a national oHiczAl

Thank you Voug, CoAla, CoAolyn, Lu, Lindsay,
Judith--thank you to all thz amazing pzoplz I
havz mzt thAough thz SacAzd Vancz Guild. Thank
you ioA that iiA^t -{,cholaA^hip to a national {^za-
tival. I am gAatz^ul to all thz pzoplz I havz
IzoAnzd ^Aom ovzA thz yzoA^—^Aom 40 many dii-
^ZAZnt backgAound^. A poAt o^ you iA thZAZ oa I
do woAkAhop-i and AZach out to othzA^.

ThiA mOAning I danczd in thz woA^hip /iZAvicz at a
chuAch in a PoAtland ̂ ubuAb. Thz ̂ anctuoAy woa
built with dancz and dAoma in mind—bzcauAZ Betty
Batzman attended thz chuAch and had ZAtabliAhzd
dancz 04 a poAt oi thziA woA-6hip. In thz congAZ-

« « «
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gatlon wa4 ViAgirUa. HuHinz ̂ Aom Hinne^ota and
SPG mzmbeA^ ^Aom the local chaptcA. Poncing with
lU wau6 KoAcn Chapman, an AVG mcmbcA iAom Utah,
voho ha^ Acccntly mooed to the oAea. What an ex
cellent example oi that national netwoAk o^
^acAed dance.. .iAom acAOM the countAy toe ^hoAed
togetheA.

I dMell on all o^ the above cu> a loay oi laying
thank you and good by. It ha^ been two and a
hal^ yeoA^ ̂ ince I a^^umed the o^^ice o^ pAe^ident
0(5 the SacAed Vance Guild. It hoA been time-
consuming woAk but a Aich expeAience. I am gAote-
{iUl ioA the ySuppoAt ol my family and the ̂ uppoAt
0(5 the oiiiceA^. I could get Aeal Mntimental at
thts point!11

It i^ impoAtant to me that the Guild Aemain vital
and ^tAong. We have taken Aisk^, we have tight
ened up the oAganization, we have tAied to AeA-
pond to VOU. A ^tAong national OAganization means
a ̂ tAong committment ̂ Aom all 0(5 u-S—and that
means an oppoAtunity Ioa ALL OF US to lead. I am
pAoud oi what ha^ been accomplished in the last
two and a hal{^ yeoAS and Aeally appAeciate youA
suppoAtive letteAS and comments. The time to
change is when things oAe going well. The possi
bilities {iOA continued gAowth oJie exciting! And
AemembeA...take those bAochuAes with you to all
woAship con^eAences!

In joy{,ul pAaise....
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EditoA.’^ Note.: VouA EditoA motz letXeA^ to
^zveAdl oi ouA membeA^ AzgoAdtng the.lA axpeAti^e
and the. Ae.tuAn o^ aAtLctej> ioA the. JouAmZ wa4
AzaZty gAZat! Th-U edition will contain oi
many 06 po66ible and the.n the Ae6t will appeoA in
the iall edition.

BY Anne Hebert SmithDANCE THERAPY

(Anne is a SDC member and has an M.A. in Dance
Therapy)

Theoretical Framework

I taught creative and liturgical dance for five
years before I realized that it W'as the contact
with others through dance that I valued as much as
the dances that were created. People were being
changed by the expressive dances they did for and
with each other, and this continuing growth became
my focus. I got an M.A. in Dance Therapy from
Goddard College and began working in a hospital.
Although working with psychiatric patients is very
different from teaching, the connection with other
human beings and the medium of dance as a primary
way to do it are the same.

Over a period of ten years, I have studied with
different people (including Irmgard Bartenieff,
Iris Rifkin-Gainer, Joan Chodorow, and Susan San-
del) and tried different approaches to dance/move
ment therapy. In the last four years of working,
the common thread of meaning and the essence of my
own approach has become clear: to be with people
in their pain—supporting them as they begin to
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look at who they are, what they need, and avail
able options for meeting these needs.

An important belief that underlies my approach is
articulated by Irvin D. Yalom:

People need people—for initial and
continued survival, for socialization

for the pursuit of satisfaction. No
one transcends his (her) need for

human contact, neither the dying, the
outcast, or the mighty.

My basic assumptions are the following:
(1) Mind, body, and feelings are one. Sharon
Chaiklin says "Dance Therapy makes use of this
woven relationship between emotions, the body,
and muscular patterning," and Trudi Schoop talks
about the mind and body as "interactive,
we think and feel affects the way we move and how
we move affects the way we think and feel.

(2) We all have movement preferences (Laban),
though sometimes they are diminished in psycho
tic persons.

5) Movement is an outward expression of our in
ner lives and can be a way to expose and develop
our "true selves" (Alice Miller's Prisoners of
Childhood).

U) Dance Therapy provides an access to others for
patients who are silent, withdrawn, dysfunctional,
or overly intellectual.

5) Use of a circle and rhythmic unison movement
promotes a sense of cohesiveness in a group and
provides an atmosphere conducive to sharing at a
deep personal level.

My evaluations are based on the perspectives of
Laban and Piaget. When observing movement, J
try not to look for anything in particular, but
to see what stands out as unusual. It might be

shallow breathing, extreme tension, flaccidity,

a part of the body blocked off, fragmented move-

How
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went, a poor sense of balance, or inadequate range
of movement qualities. In estimating the develop
mental stage of an individual, I use Piaget's cat
egories: sensorimotor, symbolic, or reflective—
aware that intervention on a movement level can be

gin a process which in time can progress through
the cognitive stages (Sandel).

Important tools of my approach are: respecting, ob
serving, listening, suggesting, waiting, echoing,
understanding, participating, mirroring, interpret
ing and transitioning. Although it is never a lin
ear progression, the following stages of a typical
Dance Therapy session approximately parallel the
therapeutic process:

1) Initial period of creating a comfortable, non
threatening atmosphere in which trust—the crucial
ingredient—between the patient and the therapist
can begin to develop. We move together as I make
suggestions for the warm-up, always observing,
taking my lead from the patient, watching for themes
to emerge from the movement.

2) The actual incorporation and exploration of emer
ging themes into the session by suggesting a struct
ure that will enable the patient to become aware of
the issues. For instance, if I see a phrase repeat
ed, I know it is probably significant, so the
therapeutic process would involve mirroring or ech
oing the phrase, possibly expanding it, or changing
it to make options clear. Participating with under
standing and empathy, I encourage independence and
assertiveness, or sometimes dependence and regress

ion depending on the situation and the patient's
needs.

3) Bringing the session to an end involves inter
pretation and summarization. The intensity lessens
and the individual boundaries are clarified in order

to help the patient make the transition back to the
hospital environment.

Throughout the session I try to find ways of ex-
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Humor andpressing confidence in the patient,
playfulness are often used as ways of beginn
ing to make the shift from hopelessness to
hopefulness.

I tend to think of the whole session as a dance.
When the session is good, it has a rhythm all
its own, a feeling of flow, and a beginning,
middle, and end. Both the patient and the
therapist participate as partners—the therap
ist is responsible for the sequencing of the
dance, but always takes thematic cues from the
patient.

by Barbara LyonDance Therapy

(Barbara is a SDG Member from Fremont, Cali
fornia and her expertise is dance therapy and
humor in liturgy.)

We are one inseparable whole, yet we live our
lives as though our body, mind and spirit are
three separately functioning entities. Dance
Therapy is a way to reunite the material of
ourselves. It is inclusive. Dancing enables
us to move beyond the struggle of body, mind and
spirit to a vision of wholeness. Dancing blesses
the dancers by providing undivided time and
space: the heart beat is profoundly felt and
heard; tears, joy, struggle, laughter and pain
become material just for the dance. Problems
dissolve as we lose ourselves in the dance.

Each dancer has the opportunity to heal the
splits in themselves.

This support is essent-We dance in community,

ial for the individual to break through the
barrier of self consciousness, to release rig

idity, to risk discovering trust in self and
the community. Group interaction reveals, as
stated by Soren Kierkegaard: the alarming



8

Dance becomes, forpossibility of being able."
those who choose, a prayer that knows the inner
most foundations of our being where God is.

PHILIPPIANS 4;4 OR, MY PARTNER WAS 95
by Dorcas Ferguson, Ph.D

(Dorcas is a member of SDG from McDonald, Tenn

essee and works with Moving Our Time in Space—
technique for working with aged people in sacred
expression; Unbinding Bonds (clinical dance
therapist, marriage and family therapist, S.
Baptist and 7th Day Adventist)

Take a long look at the month of March any year.
What predominates—movement of course. The clouds
dance, trees flutter, birds wing their way back
north, and bulbs push, push, push up through the
mud. Age has everything to do with it.

We look at life in the familiar: old trees, re

turn of last year's robin, and ivait patiently for
the old turtle to struggle up out of the mud.
Descriptive phrases could go on. The point is
►ve are aware of the immense dance of nature at
critical points each season. Most often making
some kind of statement of rejoicing.

Sometime, however, we are least perceptive about
the choreography in the human element. Parti
cularly in the lives of those who have survived
decades of seasonal change. What we can learn
from those who have aged far exceeds what we can
do for them. The aged persons whom I have known,
worked with, and come to love eagerly wait to
be and to continue to be a partner in the dance
of live.

Because their life space exceeds the normal ex
pectancy, they are often assigned a useless
position. How sad! For within their exper
iences they hold the key to overcoming.
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Overcoming sadness, disappointment, anger, re
jection, successes, ambition, birth, death,
regression and progress at all stages of life.
Yes! Learned to overcome by dwelling upon

more get to be felt, more yet to be done, more
yet to be believed. Their very existence is a
statement of rejoicing. In spite of whatever
is happening to them at the moment, they anti
cipate daily that someone will love them, and
that they will find someone to love. They
have lived long enough to know how to give and
how to receive.

The reader may wonder on what bases these de

clarations are being made—rightly so. For

seven years, I spent at least one week-end per
month visiting an aged parent who lived 400

miles from me. She entered the nursing home at
the age of 87, and there lived out her life to
be 95. The administrator of the home learned

of my work in dance/movement therapy. Con
sequently often explored with me current trends
in attitudes toward aged folk. My philosophy
tvas quite evident. After two years had passed,
the administrator asked me to conduct movement

sessions when I tvas there.

At the invitation of the editor of SDJ, one
movement session is herewith offered for your

review. Wheelchair dwellers, walking cane
users, and shuffling walkers were invited to
the lunge. The very first creative dance kvas
opened to any resident. Twenty-two wanted to
find out what w'as going to be happening. As
aides brought them to the lounge, the strains
of ̂ ahms Symphony No. 1 in C minor. Op 68
could be distinctly heard. This composi€ion
was chosen for the first period because of the
multiplicity of moods. These elderly folk
gathered themselves around in a circle. Spon
taneously one began to move her body in a slow,
melodic rhythm. I mirrored back to her. Si
multaneously her peers lifted arms in creative
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swings—swinging high, low, trging to swag near
the floor, gentlg behind self or chairs—heads
held as beautifullg as the most poised ballerina.
Inspiring sounds from the wind instruments pro
duced imagery within an old man who mimed a
flutist. Twenty-three moving in a quiet, symbolic
dance of joy. While the familiar sound of Adagio-
Pi u penetrated the air, I motioned for aides to
move wheel chairs out from the group. A parade
resulted: a dynamic circle of spining wheels and
happy sounds. Colorful paper streamers were
placed across their laps without directing,
wrinkled arms lifted, hands waved streamers in
time as they wheeled round and round the room.
Meanwhile mobile peers did their "thing"—a pano
rama of free dance.

Together we returned to the larger circle; every
one bowed low, as low as their arthritic bodies

would allow, without cue. What a performance—
created without rehearsal or director.

Non-verbal creative communication had established

our relationship. Now I could verbalize. Obvi
ously they were capable of creating meaningful
experiences; it »vas important to me that I learn
what had helped them to have meaningful lives?
Typical responses of loving children, staying busy,
and knowing God were given. Basic to each response
kvas their being able to rejoice, within the cir
cumstances of life. This led to the Bible and

Philippians 4:^. A young boy who had been parti
cipating with his grandmother asked to read the
verse. Several began to speak; I had to kneel by
the chair of one in order to hear what the kind,
aged voice w'as whispering "I leap for joy in sad
ness and in good times." At her request, I lifted
her feet and she imagined her leap.

All accepted my invitation to join in a dance of
The ambulatory folk moved into arejoicing,

center circle swaying and turning as they did so.
Onlookers picked up movements and did what they
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could from a seated position. An aged fellow

who never went anywhere without his cane dropped
the psychological need ^'croo/cet/cane fell to the
floor) and he danced. Swinging, stretching,
lifting upwards he weaved in and out of the inner
circle. Their joy w'as contagious; I Joined the
dance. Never have dancers performed so well to
Brahms Andante sostonuto.

It is worth noting the technical information
gleaned from this and other dance experiences
with the aged. There are five factors which I
can support with data that point to the need to

provide free, creative movement experiences for
the aged. These five factors are herein briefly
described.

Being able to release an aged person to his/her
own resources is of prime importance and is the
first factor. Using one's own internal resource
is relaxing, wiping out stress because each per
son is his own leader. Once again he/she be
comes an autonomus person. Autonomy is essent
ial for each developmental state—without it one
quickly loses initiative. In creative dance
an aged person is freed to utilize his memory,
or capabilities. He permits himself to create.
There is no failure in designing the movement,
or the extent of the movement. There is a re

lease of productive energy which in turn re
leases tension becauseno one outside of self is

in charge of the performance.

Factor two: to move, to dance means to breathe,

without direction from a health authority, an
aged person begins to use the internal mechanism
of respiration which automatically increases the
flow of oxygen throughout the body as he is al
lowed to move creatively. Simply, creative move
ment prompts the aged to be in control of the
breathing exercise which is vital to health.
Data supports that eating, sleeping improve as a
result of free movement which is promoted on a
regular basis.
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Factor three: to move, to dance reestablishes

the ability to socialize at one's own discretion.
Without forcing, people interact in positive be
haviors when in a non-verbal encounter. Movement

provides a way to communicate to others good/bad
feelings and the most basic of human needs: free
dom. When a person moves into a dance, others

respond; seldom does a dance prduce isolation.
Rapport is quickly established, therefore the
socialization process moves onward. An aged per
son will always need socialization.

The fourth factor is of utmost importance—to
dance, to move prompts a sense of respect. That

is respect for self—the mover or the observer.

Most of us like to see ourpeers in action. All
of us respect the doer. This is twice as true
for the aged. Seeing their peers in creative
dance encourages their own participation in the

scene. Their extensive life space has molded

their appreciation for the moment.

Finally, to move, to dance prevents stagnation
more so than any other artistic process. The
aged dancer penetrates the moment with total ab

sorption of body, mind and spirit. Take a mom

ent to consider the movement of an aged person

using a walker. The action is a musical score.
Just the opposite is true when a younger person
is confined to a walker. The aged become a part
of the experience whereas youth defies it. Well,

why not? The aged person has reached the last

stage of the developmental process. Most have
arrived at this stage in true form—possessing

ego integrity as Eric Erikson so ably classi
fied the final phase of life. Yes, they, too,
defy. But what they defy is stagnation—ego in
tegrity demands it. Twenty minutes of free

movement provide twice as much time for remem
bering later on. It is creativity that lingers
beyond the moment of experiencing. In other

words what has happened remains in the front of

the mind. Such extension is thereapy at its best.
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In summary, creative dance for the aged should
come forth from the participants—an evolve-
ment. At 70 or 80 years one is either close to
God, or, perhaps beyond the grasp of the Divine.
Those who arrive at the final developmental
stage close to Cod, express Gad's goodness so
accurately that an entire passage from the
scriptures can be danced. Freedom to choose
the passage, or, to claim one of God's promises
interpreted in creative dance becomes an in

spiring sermon for the aged.

What the aged can choreograph on the spur of the
moment is like spring of the year all year long.
This is when real life comes to center stage in
sacred dance. Be selective—choose a partner
or two who are 95 and learn how to rejoice
always.

JUMP IN! by Suanne Ferguson

(Suanne is a member of SDG from Harpersvilie,
Alabama. Her interest and expertise: Clowning,
Drama, Storytelling, and Dance The Carousel;
Moving Into Prayer Discovery through movement
and prayer; Is That You in There? the art of

the clown; Bring Your Own Rainbow—drama and
storytelling; "The Spirituality of Jesus, a
right-brained Bible Study"; Three Special pro
grams for youth . )

Come on

in the scriptures. This fascinating way of study
ing the Bible can lead to life changing insight,
but you have to be a bit daring.... let go of pre
conceived ideas, take off the heavy clothing of
rationality, for it will surely weight you down.
Sink into the bubbling waters of intuition and
imagination, trust your insights and enjoy the
creative energy of God.

jump in! Immerse yourself completely
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When we move into the scripture, the Word of God
is ever new, ever changing and consistently reveal
ing and challenging us to new life. Study of the
scriptures in this way reveals no right or wrong
answers. It reveals experience of God. It will
help us to embrace the ever present mystery of God.

How do we begin? First choose a passage of scrip
ture, an event, a story, a parable,
sage at least three times,

will undoubtedly recall a former interpretation of
the passage.
It will help to read it aloud,
reading, sense the setting are you in a garden,
by the sea, in the marketplace?
there?

place the time in history?
these questions are unimportant,
sense of the setting,
yourself in the scripture.
the story do you most easily identify?
a rock or a tree. How do you feel in this situat
ion? Now, let go of the character with which you
most closely identify and purposely choose another
character....another perspective. Looking at the
situation from another perspective, you will ex
perience new insight and different feeling. In
any passage of scripture, at any given time, you
are probably there in more than one character.

Read the pas-
The first time, you

Try to just listen to the passage.
On the second

who else is

do you know the time of day?....can you
The exact answers to

Simply have a
On the third reading, find

With what character in

It may be

Sometimes it is helpful to simply be an observer.,
one not mentioned in the scripture...someone look
ing on at all the characters. Sometimes it is

helpful to be God.... Jesus....the Holy Spirit.
What is God's perspective? Most important is that
you literally are in_ the scripture in the first
person. If you are looking from God's perspective,
imagine how you would feel if you were God, and
say, "I feel

Perhaps a specific example will give you a start
ing place. Read the account of Moses and the

burning bush in Exodus 3:1-^. Read three times.
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following the instructions given earlier. On

the third reading, many of us would most quickly
identify ourselves in the scripture as Moses.
At least, ive would probably start with the per
spective of Moses. If you are Moses....how do
you feel? What draws you back to the burning
bush? Why did you walk on by and hardly notice
the first time? (Perhaps there are burning
bushes - events, people, opportunities - that
you are presently missing in your life. Why?)
Are there others walking with you? If there are
others, how do they affect your attitude about
the bush? If there are no others and you are
alone, how will you tell others about your ex
perience later?

Now, look from a different perspective
perhaps that of the bush itself. How do you
feel when Moses walks on by? Are you aware
that you are ablaze? What effect does that
have on you? How do you feel when Moses returns
for a closer look?

Look now from the point of view of those who
might have been traveling with Moses. How did
you feel and react when he turned to go back?
Were you impatient with him, or perhaps, cur
ious? Perhaps, in your understanding, Moses
was alone, but you are one of those people he
chose to tell about his experience. What do you
think or feel when he tells you, and how do you
react?

And now, take God’s perspective. How do you
feel when Moses hardly notices the bush? What
do you do about it? Why do you wait until he
comes closer before you talk to him? Why didn't
you just call out to him the first time he went
by? But — he did come closer. What is your
feeling now?

You will find much richness and depth in this
kind of study of scripture. When we open the
door to our intuitive side, we take a step towards
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wholeness and awareness. We allow the Word.,.,

the creative energy of God to move us.

We can gain even deeper insight by literally
moving into the scripture. Take your new per
spective into the realm of creative dramatics...
become the characters of the story or event
you've chosen. Put yourself into action. This
can be done in a group with various people tak
ing the various perspectives, or you can assume

each role yourself. First, deal with the story
in its own biblical setting, then up-date....

bring it into your own present time experience.

Dancers and dramatists will find this kind of

Bible study a rich, unending resource for choreo
graphy and script material. Give yourself plenty
of time to develop your perspective before set
ting your movement. Trust your insights and
allow them to move you. Look for the meaning
within the word as well as the meaning of the

words. Look for feeling and emotion and energy.
Search out underlying humor. The more you re
lax, the more you will enjoy the deep waters
of this kind of study.

Come on....jump in! The water's fine!

SPIRITUAL DEVELOPMENT THROUGH MOVEMENT AND THEATRE

by Gwen Laurie Wright

(Gwen Laurie Wright is a member of the SDG from
Northbrook, Illinois and her expertise is as stated
above Spiritual Development through Movement and
Theatre.)

Several years ago in the acting classes I was tak
ing, I discovered I was developing as much of my
potential as a person as I was as an actress.
Classes in improvisational theatre not only
brought forth my creativity as an actress, but
they also helped me become more spontaneous in
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my relationships with other people as I became
more

being,

for a fuller discussion of authenticity.) It
kvas also in acting classes that I first became
acquainted with creative rituals expressed by
"authentic selves,

introduced me to Carl Jung and his ideas on spir
itual development. The possibilities for move
ment and theatre to enhance spiritual develop
ment had become apparent. Before proceeding fur
ther, let me define some of these terms, so that
there is a common frame of reference for the re
mainder of this essay.

Spiritual development, as explained by Jung, is
the process of allowing our creativity to emerge,
of allowing our divine/human selves to emerge, so
we become co-creators with God—made in the image
of God, body/mind selves who play as well as work.
The religious form and specific content of spiri
tual development differs according to the beliefs
and practices of a particular religion. While in
no way wanting to exclude others, the following
discussion comes out of my experiences in the
Judeo-Christian religion.

Spiritual development is based on a wholistic
spirituality rooted in Genesis 1:27-31, and in
Jesus Christ as model of humanity, as Incarna
tion. There are many persons who have espoused
a wholistic spirituality: Meister Eckhart, 13th
century Dominican preacher; Mechtild of Magdeburg,
who lived in the 13th century; Hildegard of Bin
gen in the 11th century; Black Elk, Native Ameri
can; Sarah Edwards, New England Congregational-
ist; Dorothy Day, Martha Graham, Fritjof Capra,
and others from our time. Among these persons,
four common paths emerge in their spiritual jour
neys. The first path is that of creation and
blessing. God who created is creative energy,
continuously creating, loving, and healing us.

of what it means to be an authentic human
(See S. Jourard, The Transparent Self,

And one of my acting teachers
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When God finished the original creation, God
blessed all of creation (animals, plants, air,
humanity, water, earth, etc.), and God saw that
it was very good. However, the good creation is
capable of sinning which causes pain. The second
path is that of sin and pain, which humans must
become aware of and must work through. One

must go down into the pain, walk through it, and
then let go in order to experience breakthrough
into the birth of a changed self (the third path).
It is this changed self, who has deeply experienc
ed blessing, pain, and rebirth who has compass
ion towards others (the fourth path),
scholar, Phyllis Trible, has explained, t/)^ plur
al form of the Hebrew word for womb, rah mim,means

(P. Trible, God and the Rhetoric of
Phila: Fortress, 1978, pp. 32ff.)

As Biblical

compassion.

Sexuality.

Compassion rises from the depths of our centers,
our wombs. Compassion is not merely a "good feel-

rather, it means literally "passion with,"ing,

and when one has passion with another person, one
stands with or walks with that person as she or
he becomes more of a person made in the image of

To do compassion means to work toward tear-God.

ing down those injustices which keep other humans
from reaching their potential.

The question now becomes: how do a blessing-cen
tered spirituality and dance/theatre relate? As
many of the contemporary psychologists have
pointed out, there is a direct correlation be
tween a healthy personality and the ability to

emotions in our bodies. (See A. Lowen,experience

Bioenergetics. New York:
can choose to think about, which many people be
lieve is the same as experiencing emotions, but
it is not. Experiencing comes in the tensing and
releasing of muscles within the body. Too many
Americans do not allow themselves to become body
selves; they live from the neck up, which leaves
most of their selves tense with emotional blocks.

Penguin, 1975.) We
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Dance and acting enable people to become body/
selves as well as mind/selves. As St. Paul re
minds us:

Spirit,
body is sacred, a temple, then one will want
to honor the entire body/mind self. Dance and
improvisations facilitate the process of be
coming temples of the Holy Spirit. When one
remembers that the Hebrew words for spirit,
ruach and neshemah, mean breath and wind, then
one has another image for Holy Spirit, for
breath is vital for life, and wind is movement.

Spiritual development is the process of becoming
attuned to the divinity within oneself which
allows us to be co-creators with God. In sim
pler terms, it means letting creativity emerge.
When teaching improvisational acting to people
who want to learn, but who tell me they "can't
express themselves,
an actor within, and that they can discover it.
With the use of non-threatening exercises and
non-judgmental attitudes, people do become
actors; that is, they bring forth their creati
vity.

Blessing-centered spirituality can be exper
ienced through dance and theatre. The four
paths of this spirituality are a process of
birth/death/rebirth, and can be used as focuses
for dance and improvisational theatre. Psycholo
gically, this is a healing process. In marriage
therapy, we begin by asking the couple to re
turn to the first time they met and to describe,
or sometimes act out, what that was like for
them, what attracted them to each other. This
helps them remember when their relationship was
"paradise," so to speak. In our spiritual
journeys, we also need to re-experience our
goodness and blessedness, "paradise,
can be re-experienced with movement,
important for out development that we bless our
selves as well as others. Often we can say.

Your bodies are temples of the Holy
(I Cor. 6:19) When one believes the

I tell them I know there is

Blessing

It is
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" but to

To say
and "You are beautiful,"I bless you,

own that for ourselves is difficult.
"I am beautiful, I am blessed" in the company
of a supportive group can be a powerfully open-

I have used guided rituals ofing experience,
self-blessing, and the effects cannot be told
in words.

can alsoThe second path, pain and letting go.
This can happen onlybe expressed in movement,

group where basic trust has been createdin a

with rituals of affirmation, as suggested,
sometimes happens that pain will be touched in a
movement which M^as designed to be affirming of

The facilitator needs to be a

It

our goodness.
qualified therapist, so
of ways to deal most effectively with situations
which are deeply painful to the persons involved.
He or she should also be observant of any persons
who need further support from a therapist, so
that a referral can be made. When wounds are
opened up, the facilitator has a responsibility
to see that the person(s) is not left with a
gaping wound, but is guided towards a healer who
can stay with the person until the would can be

that he or she is aware

closed.

The teacher-facilitator can instruct the individ
uals in a group to visualize a person with whom
they are angry, and then let them create move
ments and sounds, or improvised song to express
the pain,
ments asking the wrong person, or God, for for
giveness.

When people become aware of pain, they need to
process what is happening after the pain has
been acted out. This can be done in dyads, or
people who are reticent to talk about their pain

be encouraged to write in their journals,
and thus perhaps gain insights,
planned for personal growth, time should be
allowed for processing with oral or written

Or a person can create prayer move-

can

In a workshop
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It is in going through our pain that wewords.

experience catharsis, that is, a cleansing (bapt
ism) that enables us to become renewed, because
we are no longer "holding within" the hurt and
tension. Giving birth is never easy; neither is
giving birth to a renewed self easy. The joy,
however, in experiencing a new self is an ecstasy
that has to be expressed in dance, song, with
trumpet and the harp (Psalm 150).

This renewed self can also be encountered through
play. As the mystic, Mechtild, said, "I am a
playmate of God, and God is my playmate." (S.
Woodruff, Meditations with Mechtild of Magdeburg.
Santa Fe: Bear, 1982) It is interesting that
among Native Americans, it is the medicine man
or woman (read "clergy") who decides when the
tribe should do a ritual to "make the people
laugh." (J. Neihardt, Black Elk Speaks. New
York: Washington Square Press, 1959) Likewise,
the holy person plans the ritual. Today humor
and play are regarded as out of place in most of
life, including church, so people have to be
given a space and permission to play. Again,
play allows us to experience the connection be
tween emotional and physical health, because in
play we laugh. Fully-felt laughter is termed
"belly laughing," because we use the belly musc
les, the center of the womb. These same muscles
are used for deep sobbing, for sexual love, and
for birthing. Movement can release belly muscles
for these life-affirming processes.

Another benefit of becoming renewed selves is
that we are more open to giving and receiving
touch, because we have let go of some of the
tensions which hold in the fear of touch and of

release of emotions. Physicists have reminded
us that each person exchanges water vapor with
those persons in close proximity every ten
minutes. Touch enables people to exchange en
ergies, too. In spiritual growth workshops,
foot massage promotes this process. As massage
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therapists point out, various points on the foot
correspond to other organs in the body, so that
foot massage brings healing energy to the entire
body. Persons in the Brethren, Catholic, and other
churches who act out Jesus' foot washing on Holy

Thursday have experienced the healing and whole
ness that come in this sensuous, energizing act
where the community truly becomes the Body of
Christ.

Dance and improvisational theatre provide a time
and a space for spiritual development which is
both personal and communal. As we develop spir
itually, we become parables. Sal lie TeSelle ex
plains that Jesus is the parable, and so, we, too
become parables, stories enacted with each other.
(S.H. TeSelle, Speaking in Parables. Phila: For
tress, 1975) Persons opened to the Spirit of
Christ cannot contain, that is, keep only within
themselves, their vitality; they must share it
with others by having compassion for the entire
cosmos. Having become the enfleshed Word, trans
formed persons can become agents of transformation
in the world.

Dance and theatre provide a place for insights and
growth into more divine/human beings. Dance becomes
meditation which centers us in our creation as

blessed ones. Becoming aware of pain and the need
for growth enables us to be healed, to become in
Henri Nouwen's words, "wounded healers," persons
aware of our wounds and accepting of healing as the

means of grace. Then can we grace the life's
energies with which we are surrounded.

/
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by Lu BellamakZEN FOR CHRISTIANS

(Lu Bellamak is a member of SDG from Phoenix,
Arizona. Her expertise is Meditation—Zen for
Christians; Tai Chi; Dancing Prayers; Per
sonal Spirituality (body as temple); Meditation,
Movement, and Gesture.)

My search began 5 years ago when I was simply
drawn to people who had an inner peace, a calm
ness about them. I began to notice the frantic
person doing this, that and the other—like I was
doing (spinning my wheels). I searched all forms
of prayer and worship within the Christian faith
and found something missing. I then heard about
Zazen, a form of meditation which allows the
body and the inner self to become still. I
tried this form, not really knowing about Zen
or even what it was. /Is I began to sit Zazen

regularly I discovered Zen, and I am still dis
covering it every moment of my life. Zen is
not a religion. It can be practiced by Christ
ians without conflicting with Christian beliefs.
I have found that my life has more meaning, or
at least I see my life and I live it, and enjoy
it to the fullest—good and bad alike—where
before I seemed to be rushing through life without
really noticing it. I will try to define a few
of the key words in Zen to help make clear what
I mean.



The character wa weans

"peace" or "harmony" and
signifies the integration
or unity or oneness and

difference.

WHAT IS MEDITATION? to focus one's thoughts,
to reflect on or ponder over. A prayer cen
tered in the mind.

WHAT IS CENTERING? being lined up just right,
not thinking...just feeling, being balanced
body, mind and spirit. Centering helps us to
form a union with our intellectual, social,
emotional and spiritual potentials.

WHAT IS CONTEMPLATIVE PRAYER? A prayer of the
heart which reaches God's presence, the lips
and mind both coming to rest. There is sim

ple gazing (looking) at the Lord while the
heart reaches out in wordless prayer and the

will seeks to be one with God. (Thomas Merton)

WHAT IS ZEN? Zen is life

Zen is to move with life without trying to
arrest and interrupt its flow; it is an immed
iate awareness of things as they live and
move.

WHAT IS ZAZEN? Zazen is a practice which regu
lates one's body, and mind and leads to an

awareness of one's true self.

To regulate one's body means to straighten
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one's posture and control one's breathing.

Although Zazen is certainly not all there
is to Zen, a Zen which lacks zazen mag be
said to be no Zen at all.

WHAT IS ZEN FOR CHRISTIANS? If you believe in
and

If you believe in Jesus Christ and Zen
That leaves quietism....which means a state
of quietness and passivity.

Those interested in learning more about Zen
should read the following books:

ZEN BOOK LIST

ZEN MIND, BEGINNER'S MIND Informal talks on
Zen meditation and practice
by Shunryu Suzuki, published by John Weather-
hill, Inc

N.Y. 10016

TO FORGET THE SELF An illustrated guide to
Zen Meditation

by John Dai shin Buksbazen
Zen Center of Los Angeles 927 S. Normandie
Ave., Los Angeles, California 90006

God and Zen

1^9 Madison Avenue, Hew York,
* t

CHRISTIAN ZEN by William Johnston, Harper and
New York, 10 East 53rdRow Publishers, Inc

Street New York 10022

• t

ZEN WAY JESUS WAY by Tucker N. Callaway, pub
lished by Charles E. Tuttle Company, Inc.
of Rutland, Vermont and Tokyo, Japan

ZEN AND THE BIBLE A Priest's Experience
by J.K. Kadowaki, S.J., Routledge and Kegan
Paul Ltd., 39 Store Street, London WCIE 7DD
or 9 Park Street, Boston, Mass 02108 USA
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T'AI CHI CH'UAN:

by Lana Spraker
MOVING WITH GRACE

(Lana Spraker is a member of SDG from Los
Angeles, California. Her expertise is
T’ai Chi Ch'u an.)

T'ai Chi Ch'uan has been compared to a long
river flowing. Historically, it is a form of
martial art and contains within it a philo
sophy of life. T'ai Chi Ch'uan is also medita
tion in movement through which peace of mind,
a healthy body, and balance in emotions may be
found, ultimately opening one to the presence,
peace, and direction of God.

"T'ai Chi means Supreme Principle or grand
ultimate principle and is represented by the
Taoist symbol of Yin and Yang: a circle, half
white and half black, separated by a flowing
line. (S) Each contains a portion of the other
within it. "Ch'uan means fist, signifying the
martial art heritage of the movement.
T'ai Chi symbol represents the complimentary
relationship of seeming opposites in the uni-

For example, separate and together,

The

verse,

same and different, male and female, give and
take, thought and action, receptive and assert
ive.

the symbolSee as moving, signifying that
all things are dynamically alive and changing,
containing within them the potential of becom
ing their compliment,
breathe, day becomes night, full becomes empty,
strength goes to weakness, new birth grows to
old age and death and resurrects to begin again.
We are constantly exposed to a range of possi
bilities between the absolutes. T'ai Chi
Ch'uan is a metaphor in movement of the bala
nce we may have in the midst of contrasts and
changes.
and human, between ego and soul.

In-breathe becomes out-

It is the interplay between nature

The process
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of doing T'ai Chi Ch'uan is the journey of the
Soul in movement. Each of the moves has a name

and many are poetically symbolic of the journey;
grasping the birds tail, needle at the bottom of

the sea, parting the wild horses mane, carry
tiger to the mountain, lotus foot. They repres
ent the aspirations and challenges of the human
soul on its way. Our in-breathe/out-breathe is a
microcosm of the dynamical 1y pulsing, expanding
and contracting universe of which we are a part.
We are better participants in this dynamic uni
verse when we are flexible in thoughts, emotions,
and body. Moving with serenity and balance rip
ples out to our greater life experience. Find

ing peace within adds peace to the planet.

The form of T'ai Chi Ch'uan which I have been

teaching for thirteen years is a very old 16th

century Bejing style eventually named Yang after
Master Yang Lu-Ch'an (1799-1872). The origins of
T'ai Chi Ch'uan are attributed to a Confucian man
of wisdom named Chang San-Feng, who lived during

the Sung Dynasty (twelfth century A.D.). It is
told that he observed the fight between a bird

and a snake, and noted that neither was harmed be

cause when one attacked the other retreated.

Force was rendered ineffective by the balance of
non-resistence. This is the principle from which

he is said to have created T'ai Chi Ch'uan. Re

ciprocal interaction-knowing when to assert and

when to be receptive, when to retreat and when to

approach-is the dynamic balance of T'ai Chi. The
image of the snake in Chinese mythology is a sym
bol for earthly wisdom, closeness to the rhythms

of the earth, release and transformation. The

snake dies to itself, willingly shedding its skin.
The bird is a universal symbol for Spirit, heaven,
our aspirations to touch heaven, for the human
spirit to soar. We have the unigue ability to
bring heaven down to earth, and to elevate
physical reality to spiritual heights. Finding
a balance between living in the material world
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and sustaining a connection to Spirit is our
dance between snake and bird. It is the stru
ggle to maintain balance between Soul aspira
tions and earthly demands.

The long, slow, gentle Yang style of T'ai Chi
Ch'uan is made up of movement combinations which
are practiced as a continual and sustained flow
ing progression over a 50 to 40 minute period.
The movements are circular, relaxed, done with
a tranquil yet concentrated mind and include all
directions: forward, backward, high and low,
corner movements, expand and contract. The stu
dent is receptive, assertive, retreats and ad
vances forward. He/she pushes, pulls, thrusts,
draws in, wards off, presses, separates.
Chi Ch'uan is done with the knees bent bringing
the center of gravity low to the ground,
center of gravity, called the Tan T'ien, is lo
cated just below the navel and is the primary
energy center of the physical body. This is our
original connection with the mother, and more
acupuncture meridians pass through the Tan T’ien

The move-

T'ai

The

area than any other place in the body,
ment impulse for T'ai Chi Ch'aun should begin
from the Tan T’ien. Breathing into this "cen
ter" encourages upper body tensions to release
and clears the mind of other-than-now thoughts.

The slow, gentle exercise of this "down to
earth" movement increases circulation and relax

ation, deepens breathing, encourages flexibility
of joints, strengthens muscles, spine and vis
cera (aiding digestion) and generally increases
stamina. It is an excellent way to condition the
cardiovascular system, and is a good, gentle
exercise for heart patients who can begin to
walk and do light exercise. It is extremely
helpful for arthritis, increasing joint mobi
lity and retarding further crippling. Many
students report that their blood pressure is
lower now that they are doing T'ai Chi Ch'aun.
This is an excellent form of preventative medi-
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cine, an effective way to reduce stress. The
steady flow of movement activates all the
puncture energy lines in the body and penetra
tes to the deepest tissue of the body, discourag
ing stagnation. T'ai Chi Ch'uan allows us to
take active, responsible and joyful steps to in
sure our physical and mental health,
pecially invigorating and inspiring to do in a
park or by the ocean, but it can be done any
where and needs no special props. Adults of all
ages practice T'ai Chi Ch'aun but my most reward
ing experiences are with Seniors who are delight
fully enthusiastic, receptive and appreciative of
its benefits. In addition to lowered blood
sure, they are rewarded with improved balance,
increased strength, and greater confidence and
alertness. Frances Eisenberg, a student of 79,
wrote, "T'ai Chi Ch'uan contributes to
of well-being,
men of all ages...the challenge of learning this
ancient Chinese art-form, slow motion "dance",
of beautiful patterned movement, a frieze of
living statues, in an atmosphere of quiet
templation."

acu-

It is es-

pres-

my sense

I like sharing, with women and

con-

T'ai Chi Ch'uan involve both the
brain,

and perceptual awareness,
go about gathering information;
and through pictures.
fers to the "left hemispheric" preference for
learning: which is verbal (words), logical
lytical, acquired moment by moment, sequentially
over time. The "right hemisphere" loves pict
ures, is intuitive, understands all-at-once in a
wholistic manner and is spatially oriented. The
right modality is activated by movement, music,
dreams, visions, adventures. Most learning in
our culture is oriented toward the left hemis
phere. Learning this movement discipline exer
cises the body and the creative potential of the
mind. Students learn T'ai Chi Ch'uan by moving

(cont'd. on p. 35)

left and right
stimulating greater alertness creativity

There are two ways to
through words

This simplification re-

ana-
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(cont'd from p. 30)

with the teacher in silence or with music, and
to verbal directions from theby listening

Learning comes most easily when we
The atmosphere of my

teacher,

feel safe and relaxed,
classes are often playful and always non-criti-
cal and non-competitive giving the maximum
possibility for learning.

Living, as we do, in this fast-paced culture our
challenge is to find peace within, to slow down
in order that we may become empty, receptive.
C.G. Jung spoke of finding our "center within
the midst of circumstance”. For many students
the slow concentrated quality of T'ai Chi Ch'uan

contrast to the rest of their day. TheyIS a

move together as one, carried in the hypnotic
sea of elegant spirals, released from the bom
bardment of words. They leave class relaxed
and often say, "this is just what I needed!"
My approach to teaching T’ai Chi Ch'uan is as
a healing sacred dance rather than as a martial
art. I believe it is a vehicle for transforma
tion and opening to spirit through the peace
that comes with silent receptivity. Becoming
silent, as in prayer, we move and are opened to
Grace.

Suggested Beading:

**1. Tao Te Ching, by Lao Tzu, translated by
Gia-Fu Feng and Jane English, Random House.
(Look at other translations also. Eighty-
one prose poems of Taoist thought. Ori
ginal Taoist writing.)

2. Embrace Tiger, Return to Mountain, by A1
Chungliang Huang, Real People Press,
dancers T'ai Chi.

3. T'ai Chi Ch'uan for Health and Self Defense,
by Master T. T. Liang, Vintage. Rich dis
cussion of the deeper meaning of study.

4. The Tao of Pooh, by Benjamin Hoff, Dutton.
Taoism with a light touch.

A
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(Lana Spraker teaches T'ai Chi Ch'uan and Dance
Therapy. She received her MA in 1972 from the

UCLA Department of Dance, specializing in Dance
Therapy. Lana began her on-going study of T'ai
Chi Ch'uan in 1970 and has lectured and given
workshops in the United States, throughout Eur
ope and in South Africa. She visited the People's
Republic of China in 1982 and exchanged styles
and ideas with other teachers of T'ai Chi Ch'uan.)
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NEWS Of SACREV VANCE ACTWITV

{AZphabzticaiZy by State.y!>)

u tt It n It It It It II It 11II It 11 It M11 It It It II ff II rr it it ii it ii it it it ii it ii it ii ii ti ti it ii ti it ti

CALIFORNIA -

Rumbauqh, SVG mzmbZA KZpoKti> ^Aom
SouthzAn CaliioKnia ScucAzd Vancz Guild:
Thz oiilzZA^ ioA 19S4-S5: PAZ^ldznt: Vz^zz
Ruwbaugh; I/. Paz^ S EdltoA: SoAah LancxutZA}
Tazcuuaza: Sa. VoAothy NoaaI^, CSJ; Aazu
Rep.: Ro^allz BAanlgan...TogztheA we plan to
build thz SDG by staying In clo^z touch tilth ouA
mzmbzA^ thAough nm^lzttZA^, kzzping thzm
abAZCLAt oi onz anothzA’^ actlvltiz^. We oAZ
alAZady making ouA planA ^OA thz 3Ad Annual
fz-6tival in JanuoAy, tzntatlvzly ̂ chzdulzd to
bz hzld at SoAah'^ chuAch in Rzdondo Bzach• • • •

♦

Cindy (Hinton-HznAU: ^Aom Richmond AZpoAti, on
thz GAoduatz Theologian Union Community VaneZA^i:
At thz znd 0^ thz school yzoA thz GTU Community
VaneZA^, bztwzzn iiitzzn and tuiznty pzoplz,
gathzAZd to clo^z ninz months o^ woAking togzth-
ZA. OuA pAocz^^, o^izAing^, and woAking among
ouA^zloz^ we mzt tuiicz wzzkly, onez ioA de
veloping OUA technical ̂ killA and once ^oa de
veloping a community oi movZA^ to ̂ zavz oa a
AZ^iOUACz ioA zmbodizd tiay^ oi ivoA^hiping and
educating. Jn addition to thiA we contAibutzd
to PSR, thz GTU, and thz local community thAough
poAticipation in and IzadzA^hip o^ tioznty-
^ix placzA {liAtzd but not included hzAz)

Thz identity oi thz gAoup hoA been ̂ owly ioAm-
ing ̂ inez itA inception in VzczmbzA oi 19SI.
It continuZA to do 4o. Jt hoA begun to bz
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clIojoa that wo. a/te a clu^t&A o<j -individuate com-
mitzd to an mbodizd mdzl oi minletay.

In QUA mxk toQQ.thQA thAzu pAimoAij fioci havz em
erged.

- to zxpeAie.nce, and etaatO-gizz uoaye to ex-
pZoA and intagAote thzoioay gathoAzd
Aoom and the iiztd thAougn impAovieation, choAe.o-
gAaphy,discussion and pAayoA. iThte Zaet ydoA we
etadizd ouA undSAetanding and Aztationehip to
quzetione Zikz What dote mAehip Zook Zike? What
dote community Zook Zikt? WhtAt ie tht kingdom o^
God? How do wt pAtetnt ouAetZvte in AtZation to
tht cAoee? At-uiAAtction? How oAt wt ae imagt-
maktAe and eociaZ activiete woAking togtthtn to
namt injuetict and to pAovidt imagte ioA a moAt
juet woAZd? What ie it to move pAoytA? How do
wt tnZivtn tht Body oi CiAiet?)

- to etoAch togtthtA to btcomt oAticuZatt in
body ae wtZZ ae mind. Wt btZitvt that ZtaAntn~
ekiZZ and contAoZ in AtZation to oua bodite
ue moAt t^^tctivt comunicatoAe and tnabZte ue
in OUA pAtaching, teaching, paetoAing, and woA-
ehiping.

- to etAvt tht thtoZogicaZ tducation community
ae witneeete to tht ZivtZintee oi tht Body 0|$
ChAiet, ae etAvante oi tht woAehipping ptopZt
in tht voAioue echoot-i, and ae a modtZ ioA mtaning-
{,uZ and wtZZ-dtvtZoptd uet o^ danct in tht Zi^t
0^ tht chuAch

in tht cZaee-

eng

makte

COLORAVO -

Rocky Mountain Sacyitd Vanct Guild: RtpoAte :
On fioAch 3, 19S4 had a woAkehop "Coetumte,
ChoAtogAaphy and l^ueic” at tht GAtat HaZZ oi
IZii^i SchooZ o^_ ThtoZogy in VtnvtA. Cynthia
HiZgtAe, Lttitia WiZZiame and Connit FiehtA
wtAt tht oAtiete.
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FAOm the HOCKV MOUWTAIW SACREV VANCE GUILV NEblS-
LETTER, W-cntCA, F&bAuoAy,
"....G-ingeA Ptfiklm danc&d poitxy and .icAiptuAe.
duAing me. Z4.ghu.ng the. Advent candies on
tuio Sundays in Advent. GingeA dancer at CuAe
V'oA^ Catholic ChuAch....’J WondeA A4 I WandeA’
an Appalachian coAol, mu 1/iA.gin^ B^ck^i^ck' -h
dance o^^eAing at the Catholik ChuAch in Hotch-
kt6^....0n Wedne^dc^, NovembeA 23 JNTERFAJTH II,
NiVc^ha Talitiniu, diAectoA, danced 'The Canticle
o{i BAotheA Sun at the Thanksgiving SeAvice
The Lakewood United ChuAch oi ChAist SacAed
VanceAS danced two poAtions ^Aom 'The Holy
Child' by GoAdon: 'Rock Him Soitly' and 'GloAy
to God' ioK the ChAistmas Eve SeAvice at the
chuAch....S^. Paula Nettleton danced 'Come to
the Fields', a FAancsscan song, at the Jubilee
CelebA.ation ioA Mount St. FAancis Convent in
ColoAodo Springs in July....A SeAmon in Vance
($Aom Psalms 147 was pAesented by Lectio.
Williams at the ChuAch oi Good ShepheAd, Epis
copal in AuAOAa in NovembeA....Pat BeAkly and
Voni HegoAty led the congAegatcon sn snteA-
pAeting the 'LoAd's PAayeA at the NCCW Con-
^eAence on OctobeA 20 Betty WalkeA AepoAts
that Jubilate VanceAS took poAt, with otheA
danccAS, in 'Vay loA Vancing' by Lloyd P^^autsch
at the BAoadmooA United ChuAch oi ChAist on
SatuAday, VecembcA 3....VoAy Vuncan, Susan
Stein, and Vebbie Thomas danced poAtions oj
MuAphy's ChAistmas' by Nick Rossi, ChoiA ViA-

ectoA at St. James PAesbyteAian ChuAch....
The Heavenly HooieAS oi Washington Pa>ik United
ChuAch oi ChAist, ShoAon LoASon, diAectoA, danc
ed 'All ThAough the Night' at the ChAistmas El/e
SeAvice at the chuAch... .Voau Manley, oi St.
FAancis oi Assisi Catholic ChuAch in Castle
Rock, diAected a childAen's dance choiA ioA a
ChAistmas Mass... .Mc^y Willed sends news oi
the Symbolic Vance ChoiA oi the United PAes
byteAian ChuAch in Vuma. TheiA pastoA, the
Rev. Tom Westiall, died just beioAe ChAistmas.

• • • •

7
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Th^u danced '0 Holy hl-cgkt' at hu memoAial 4CA-
vice, cu!> he had a^ked them to do ^oa ChA^U^cu.

faye Beck directed dance ̂ oa chltdAen in a
Union Bihle School oi chuAche^ in the Pueblo

[Baptist, PAe^byteAian, Episcopalian,
Methodist, and Catholic] ♦.. .Ann Bl^^n directed

JnteAgeneAotional ChAistmas (iJoAkshop at Ply
mouth CongACgational ChuAch in foAt Collins in
VecembeA....The CelebAants, Connie FisheA and
MoAilyn UdAAxmnn, dinectoAS, took pant in a spec-
ajoZ annioeAsaAy celebAation at fiASt United Meth
odist ChuAch in Pueblo on SeptembeA 25, dancing
the PAocessional, the Benedictional Response, and
leading the congAegation in the Concession...
CaAy Mead AepoAts dance activities oC Capitol
Heights United PAesbyteAian/10:30 Community.
Hovemben, CaAy, Han Vhonau, and BAuce Stuckey
danced a 'Hymn oC PAaise and Thanksgiving' by
Suoanee Hunt Cindy HilqeAS danced 'Angels die
HeoAd on High' and '0 Come 0 Come Emanuel' at
the Ekklesia ChAistmas Concent at ChALst the King
ChuAch on Vecemben 11

pAom the Rocky Mountain SacAed Vance Guild News-
letten, ApAil, 19S4, SpAsng Issue:

"  On Sunday, MoAch 4th, Julie Tidswell, Stacy
Simpson, Ann Blessin, and Bant Pete£^~danced the
'CAeation' by James Welson Johnson at the Mont-
claiA United Methodist ChuAch Le^titia Williams
taught pAe-school childAen at S-t. John's Cathe-
dnal the ant oi sacAed dance....Shanon LoASon ne-
poAts she is busy uooAking on some ' Shakeypeanian
Sonnets' to be done at the sunnise senvice on
Easten Sunday at Washington PoAk United ChuAch oC
Chnist Betty Walken ivill be dinecting junioA
high co-eds at the United ChuAch oC Chnist Camp
June 24-July 27....VoAis Manley wonked with the
childAen oi St. PAancis oi Assisi Catholic ChuAch
in Castle Rock ioA thein Easten Sunday Mass
Jnteniaith U intenpneted 'Like a Vny Land' a
AesponsoAial psal, on the Snd Sunday oi Lent at
St. Elizabeth's ChuAch on AuAoAia campus

anea
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CoAj/ Mexid and Peggy VaS'Llya danced on ApAiZ 1
at the joint ̂ eAv^ce oi the Capitot Heightil
10:30 Catholic Comunity to 'City o^ God.’

JLUNOS -

pAom CoAbondale, Illinois, Toni' JntAuvcuji
danced the reading ^Aom Exodus 14: 15-15 and
"Let LU Sing to the LoAd". Cecile JoAAett
nxu the AeadeA and the Newman CentCA ChoiA
did the P-6alm - all ^OA the EoubteA Vigil SeA-
vice.

pAom Janet SkidmoAe,Chicago: Janet led woA^hip
at NoAth NoAth^ield United Methodist ChuAch and
at Good New^ ChuAch, a bi-lingual, ̂ toAe-^Aont
ckuAch in Chicago' Juneway TeAAace neighboAhood.
. .danced"'Con^e^^ion,"with rmuic by John M.Talb-
ot....VecemboA 10 conducted woAk^hop in dancing
ChAtitMU coAol^; on VecembeA 11 gave a lectuAe-
demon^tAation on dance in woA^hip ^oA the adult
education ^oAum at LaSalle StAeet ChuAch in
Chicago...did a two-day AC^idency at Hope Coll
ege in Holland, Michigan NovembeA 2-3 hooted by
Maxine VeBAuyn, head o^ the dance theAe

Wheaton College OAche^i^, diaected by Su^an Fey
had a bu^y iall peA^oAmance schedule. They
danced at Moody CkuAch and St. Jame^ CathedAol
in Chicago and wcAe paAt oi a Aeligiou^i oAt^
ie^tival at the Chicago CultuAol CentCA. The
pAe^entation at the CultuAol CenteA integAoted
iouA danceA> with a ̂ lide ̂ how on the hi^toAy o($
dance in woA^hip. NoAthwe^teAn College in Iowa
hooted the gAoup ioA a two-day pCA^^oAmance and
teaching Ae^idency. They continue to dance in
chapels at Wheaton and danced Daniel Pinkham’^
"ChAi^tnxu Cantata" with 3 choiA-6 and bAcu^
ensemble.

pAom NoAthbAook, Gwen LauAie PAight AepoAti:
that ihe will be teaching "SpiAitualtty and

• • • •

• • • •
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Szxuality" at lllU School oi Theology, VenvZA,
July 23-August 3.

MIWWESOTA -

^-6an B(meA ^Aom NoAth{)icld ACpoAt6: Su^an u>lll
be teaching a TeAm in the Middle Ecut voith 25
-ittudentf) iAom St. Ola^ College. The CouA^e i^
entitled "Vance ou> Religious ExpAe^^ion" and iA
the compoAi^on oi the oAigivu,, puApo-i,e^, and ioAm
oi Jewish dance and dance in the We^tCAn ChAtit-
ian ChuAch cu Aeligiou^ expAe^^ion [including
ojctioM, ge^tuAe^, and Aitual movementi) and theiA
cuAAent ioAm^ and theme^i, in mA-thip, theatAe
dance and iolk dance. The couA^e includes hii,-
toAijcal, theological and aesthetic cupecti oi
dance 04 Aeligiou^ expAe^-6ion. The couA^e be
gins in Meiv VoAk City pAioA to leaving ioA l4-
Aael.

NEW HAMPSHIRE -

El^ie M. Keejje iAom MeAAimack: MoAch 11, Lenten
^eAv-Lce at the St. Jame^ United Methodist ChuAch
included "In the beginning. , "Pcu>^ It On",
"ChildAen Oi The LoAd", "God Oi Love". The entiAe
theme 0*04 pAayZA with empha^ti on ̂ tAengthening
the moAol and -ipiAitual ioundation oi the home.
...On ApAil 11 the St. Matthejw'^ Adult Ecumenic
al SacAcd Vance ChoiA conducted evening .ieAvice
at the PeteAboAough N.H. United Methodist ChuAch
with a Lenten theme.. .The ChildAen’ SacAed Vance
choiA went to McKcAley HealthcoAe NuAMng home
aiteA EoJtteA... .The Adult Vance ChoiA -6haAed
in Mo44 at St. Equina^ Catholic ChuAch in VcAAy
on Holy Week Monday....

NEW JERSEV -

Nai^y BAock, iAom MontclaiA: A dance company
called Avodah, diAected by Jo Anne TuckeA, -c4
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bcu&d in WeM.{tie.ld, W.J. In WouembcA, 19S3
thzy toiVizd in SouthzAn CoJUioKnin, and thu
^pfiing thzy appzoAzd in MoAyZcLnd, MoAth CoAo-
tina and FioAida oj> mZi cw Wew yoAk Statz.
Thz danczA^ poAticipatz in Sabbath ̂ ZAvicz^
in addition to pAZ^znting zonczAti oi ^cAzd
dancz and izctuAZ-dztroruhiatioyui. A new woAfe
ha^ bzzn corntniA^ionzd by Tzmpiz Emanuzi in
ChzAAy Hitt, NJ, and wilt bz pAZwizAZd thzAZ
nzxt ialt.

A malt gAoup, diAZctzd by Nancy BAock, ii> now
mzzting AZgataAty at IntzAwzavz CzntZA {^oA Hol
istic living in Summit, NJ. Thz mzmbzAS comz
^Aom divZASZ backgAounds and a voAizty oi Azli-
gzious faiths, ooi^ littlz OA no pAzvious zx-
pzAizncz in dancz. Whilz we oAZ ivoAking towoAd
bzcoming an zcumznical dancz choiA which
avaitablz to oAza chaAchzs and synagogues, we
want iiASt to dzzpzn ouA own sensitivity to thz
innZA moving o^ thz SpAiit and open ouASzlvzs to
its outZA zxpAzssion in movement. Bz^oaz making
dances ^oa pZA^oAmanez, we ^ee-£ it is impoAtant
{^OA us to move togzthzA in a voAizty o{t ways,
incAZasing body awoAZnzss, zxploAing and extend
ing thz natuAol movement oi ouA own bodies, and
zxpZAimznting with ^oAtns to "embody" oua woAShip.

NEW MEXICO -

FAom Saiyizddancz Notes, [/olumz 1, No. 1, Fall
1983: ”..,. KzaZ SuttZA and ShaAon PAZwitt held
a woAkshop on ThuAsday, OctobzA l3 at St. John’s
CathzdAal.. ..ShoAon PA.ejwitt used zoAly ChAist-
ian dances at St. AndAZw's PAZsbytZAian ChuAch
l^ana KAoth did a Hanging oi thz GAZZns at thz
FiASt United Methodist ChuAch _
used a multi-media ovZAvizw oi thz
mznt involving poztAy, mime, puppztAy, dAoma
and dancz at St. Luke's LuthZAan ChuAch....
The King David VanezAS did a szminoA at Monte
Vista cJiAistian ChuAch... .TAinity Vance ThzatAZ

will be

• • •
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on OctobZA
erne ioA. a
On NovembeA

undeA. tho. dlAZction 0|5 Siuan PAOutu
7 did "The. kAt oi PAayeJi" ou> thz tk
Fecut oi thz Ro^y ceZebAotion
1 the gAoup did a dawn ̂ eAvice to ceZebAote the
tAaruttion iAom KZZ HaZZow^ Eve to kZZ Saints

SuMin woAked on a da.nce-dAam. bcued on
the oZd medieval FAench Zegend oi "The LittZe
JuggZeA _
CathedAoZ, paAticipated in the patAonaZ FeoAt-
day ̂ eAvice^ on SeptembeA IS and on OctobeA 13
paAticipated in the NoAthwe^t VeaneAy ̂ OAvice
oi Evensong...."

• • • •

day• • • •

KeAi SatteA, diAectoA at St. John'-i

FAom SACREVVANCE MOTES, l/oZ. 1, hlumbeA 3, SpAing
19S4: "....ApAiZ 17 SuMn PAouty and the TAini^
VanceA^ paAticipated in the PeMch {Pa^.6oveA)
^eAvice at TempZe AZbeAt dancing to miuic by the
FaZa^hian Jew-6, and tAoditionaZ iMaeZi mu-6ic• • •

NEW VORK -

FAom Joan Huji: Ruth FoAd gave a ZectuAe demon-
-stAation ioA the CongAegationaZ Women'-6 Society
in Hamilton. It had a ChAi6tma6 empha-6i6. Win-
tCAing in Ta-6con -6he danced a .6impZe hymn ioA
the chuAch -the visited.

In Ithaca Vonna BZoom oAAanged muuic and dance
pAogAom which wa-6 composed oi women choAi-6teA-6 --
ioA the Epi.6copaZ Women'-6 GuiZd.

Jn the Schenectady oACa Constance VuAant peA-
ioAmed "Thank-6giving PAayeA" at a candZeZight
liturgy at St. Jo-6peh'.6 ChuAch in TAoy "BZack
Women at PAayeA, An Evening oi Vance and PoetAy"
wa6 given at the chapeZ oi the PAovinciaZ HoLue

the Si-6teA-6 oi Saint Joseph in FebAuoAy.

Joan Huji gave a woAk.6hop in SeptembeA "IntcA-
pAeting the ScAiptuAe.6 thAoagh Vance" at. New
HoAtioAd ioA the Mohawk Vi-6tAict meeting oi the
Methodist ChuAch. Hca Chi RHO VanceA.6 pAe^ented
"Thank-6ong" incoApoAoting exceApt6 iAom PMZm 30

oi
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with Pave GAiuin'^ ̂ ong thz name..
{Mountain Vance Album, AAt6ia GRP 5010] On
KovembeA 23 at the A^buAy Uethod-u>t ChuAch in
UateAtown Joan gave a woAlvihop on Vanctng
ChA-UtmcU) CoAoZi and aZio danced the "Thank^-
ong" and P^aZm 67. In VecembeA the Chi Rho
danceA.6 did a ChAl6tma^ woAk^hop at the. O-iioego
Baptist Sunjday School and at the PAe^byteAlan
ChuAch did a ChAl6tmcu> coAol medley and the
"ShepheAd'^ Vance.” In May they pAe^ented
a pAogAom ioA the Baptl^>t ChuAch'^ MotheA-
VaughteA Banquet centered on dancer to Black
mu^lc - ̂ plAltual-6 and Ml^-ia Luba.

OHIO -

pAom NoAolle McCoy, Miami PACAbyteAy LltuA-
glcal Vance CholA, Plqua: In the poAt twenty
yeoAA I have been privileged to conduct woAk-
AhopA and to poAtlclpate In the woAAhlp AeA-
vlceA oi numeAouA chuAcheA o^ voaIoua denom-
InatlonA--! danced. VuAlng thlA time It hoA
become clear to me how Important corporate
worAhlp Ia to the Hie oi The Church. I have
alAo ODAeAved how very iraglle It '[worAhlp) Ia
oA well. In chuAchCA where the Sunday morn
ing worAhlp Ia experienced oa a celebration--
a time oi llitlng up God--by pralAlng God
with muAlc, prayer, dance, InAtrumentA, drama
and the Apoken word--the people are alAo doing
a lot 0(5 mlAAlontwltneAA In the world. ThoAe
churcheA are bee hlveA oi activity. In church-
eA where the morning worAhlp Aeldom varleA irom
tradition, whatever that may mean, the mlAAlon/
wlXneAA work Aeldom meetA or exceedA what Ia
expected. I have obAerved whatever can and
doeA take place during Sunday woAAhlp truly
AeilectA the wltneAA and mlAAlon oi that church
iamlly during the week. I do not believe that
the woAAhlp Aervlce In our churcheA Ahould
”juAt happen". I believe that too many oi ua
are Ignorant oi the corporate worAhlp Aervlce.
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WoA^hip thz dooA thAough which the. {^cUMiiul
and ^aithie^.6 entex the chuAch. the people
oAe to be intAoduced to and educated about theix
^aith, then woA-6hip hax got tjo be the centex
loA the intAoduction and education. Foa the^e
Aea^onx, I, a^ dance clinician, ielt it oexy
impoAtant to lay "-dome gAound Aule^” ^oa lituxgi-
cal dance at EXPERIEWCE 'S3. While explaining
and diMiu^ing the impoAtance oi pAo^e^^ionaliXim
in the dance and a dance choix, I oLio ̂ txe^^ed
the impoAtance and significance of meaningful
COngAegational--including childAen--paAticipation
in the lituxgy AegaAdless of denomination; to
have the pastoA, woAking with the lay people, mus
ic and dance people, plan the woAship service so
that it flows; congAegational poAticipation in
the woAship, special occasions and holidays; en
hancing woAship thAough the oAchitectuxe of the
chuxch. As we continue in oua dance, in what-
evex foAm it may take, let us alunys keep sight
of and enhance what we axe about--to spxead the
"Good Neios".

A wondexful week of woAship and the axts will
begin July 15-20 at EXPERIENCE 'S4 in SpAingfield,
Ohio at WittenbuAg Univexsity. WoAship and
music leadexs fxom all ovex the U.S.A. will offex
classes in adult, youth and childxen choix methods,
oAgan, chuAch music, handbells, inclusive woAship,
instAuments in woAship, haxpsichoAd, old testa-
ment, the Bach Cantata, etc. AW A VANCWG PEOPLE
with Sistex Adelaide Oxtegel! We axe so excited
to have hex with us and vexy anxious fox EXPERIE
NCE 'S4 to begin. Uaxgaxet TayloA Voane, Voug
Adams, Judith Rock and Connie Fishex have con
ducted many excellent classes in lituxgical dance
foA EXPERIENCE in past yeoAS. EXPERIENCE is a
pxactical confexence fox all pexsons sexious
about coApoAotc woAship. InfoAmation pamphlets
foA EXPERIENCE 'S4 can be obtained by wAiting
to Noxalie McCoy, 410 N. Downing St., Piqua, Ohio.
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OREGON -

EAom BonrUz Eddij: Pzndizton, On MoAch 25,
m^z, clowning, pzacz dancing and Jziv-Uh
ioik dancing , Wz^lzy Hou^z, Unltzd MzthodlAl
ChuAch. kpilX 1 CoAoabzJL clou, CzZzbAcutz Ll^z,
and Ecumznlcal 3-V PAodactlon6 bzgan nzw ciai^z^
with poAtlclpayvti ^Aom dl^^ZAZnt chuAchz^--
3-V ^tandyi ^oa dancz, dAotna and cAzatlvz dynamics.
Bonnlz atio hcu, danczd not only In hzA own Mzth-
odU,t ChuAch but aJUo otkzA oAza chuAchz^.

PEmSVLVAMJA -

Faom AAthuA Hail and Company, GzAmantown:
RzAldzncz^ In AAlzona, CaZlioAnla and Mainz.
PZA^oAmancz^ o{, thz Company covzAzd not only
many piazza In Pznruylvanla bat al-i,o Nzw VoAk.
Thz llz J^z CzntZA ^oa thz AAti and Humanltla
czAtalnly ha^ onz bu^y gAoup who pAC6Znt dancz,
izctuAZ^, ̂ zmlnoA^ In thz pAocz^ o^ tzachlng
and pzA^OAmlng.

TEXAS -

Rzv. Lzona'id J. Mz6taA wAltz^ {^Aom BAown^vlllz
that pAocz^lonal dancz li aizd ^oa all .^pzclal
Fza^t Vay^, ZApzclally thz ti4e 0|5 dAaplng
and lltuAglcal gcstuAlng, which l6 donz by thz
congAZgatlon.

WASHINGTON -

Thzonlz GllmoAZ, VlAZctoA Foctu Tzam 'S3:
Thz CzntZA '^OA thz PAZ^ZAvatlon o^ EndangZAZd
AAti: MUSIC {Movzmznt-^pAlnglng ^OAth 04 iAZZ-
^oAm and choAZogAaphzd dancz In cZAzmonlzi, play
and oAt. UnlvZA^al-bzauty touching and uplifting
thz iplAlt o(t man. SouncU-man-madz and natuAal
{filling thz 4>ound^capz with AlchnC6^. InAtAu-
mznt^-tlmbAZ^ and tzxtuAZ^ that Izad thz zoA
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CaZtuAe^-^tatme.nti> onand zye. to awaAe.mM.
ma.Ki'4 anlque.nz^^ in ciutonv6 and tAadition^.]
WKitz Thzoniz ̂ OA ^uAtheA. in^oAmation on ̂ uppoAt:
P.O. Box 8343, PoAttand, Oa. 97207.

FAom Janz Rickznbauqh, Colmbia-OJiZZamztz
SacAzd Vancz Guild: A uoAk^hop "Rzviving OuA
SacAzd Vancz HzAitagz wa6 hzld Uay 4 and 5 at thz
HztAo CzntzA in PoAtZand. Moving tfiAough SacAzd
Vancz iOoA a pAZ^zntation o^ ^acAzd dancz^ ^Aom
thz Old Tz^:6mznt timQJD to thz pAZ^znt. A ma^tZA
cZoM aZ^o ukU, hzZd in CJzidman tzchniquz undZA
thz diAZction 0(5 Janzt TownZA.

pAom SzattZz PiA^t Unitzd Mzthodi^t ChuAch:
"A Timz to Vancz" SacAzd Vancz Mini^tAy WoAk^hop
wcoi hzZd May 12. Thz zmpha^iA at tku mAk^hop
woA on cAZating dancz^ and pAZpoAotionA {,oa pZA-
^oAmancz in a woAy&hip -iztting. A Timz to Vancz
i^ a -6chooZ oi thzoZogy and mini^tAy in thz
^hapz 0(5 dancz; o^ZAing {iZZZow.6hip and dancz
tAoining ^oA thz ZituAgicaZ danczA. Pao^za and
mzditation, thz BibZz, and thz (5-one tuning o(5 ouA
bodies bzcomz thz tooZA 0(5 oua cAzativz zxpAZ6^-
ion ^OA thz GZoAy 0(5 God.

LATE MEWS FROM MAIWE -

Vo AO thy Hzndi^^on, Camdzn: OuA SacAzd Vancz
GAoup iAom thz FiA^t CongAZgationaZ ChuAch 0(5
Camdzn pZA^oAmzd at a Lzntzn SzAvicz at thz FiA-6t
Baptist ChuAch in VamoAticotta on Sunday ApAiZ 8
"LoAd 0(5 thz Vancz" by CoAtzA, "My hzoAt Evza
FaithiuZ" by Bach and "Vi^ion^" by BAittzn.

9

?  RzadzA-ii: Vo you knoiv 0(5 any video tapZA>
?  0(5 SacAzd Vancz that oAZ avaiZabZz {^OA AZnt??

9

99

999999999999999999999999999999999999999999999999
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************************************************
* *

*
GUEST COLUMN *

*
*

*****************************************t^,^^^^:^

(Ed. Note:

Rocky Mountain Sacred Dance Guild Newsletter,
Winter,February, 1984.)

THIRTY YEARS IN SACRED DANCE... Connie Fisher

The following came by way of the

In 1944, while I was a Junior in college, plan
ning for a career in music and drama, I met a
young Methodist minister, who persuaded me upon
graduation that I would rather be a minister's
wife than go to New York to study opera,
ever, in two years we were in Boston, he to
pursue a PhD and I to study voice,
ing this time that I first heard of Margaret
Fisk and liturgical dance. Being "great with
child", I didn't pursue the dance then, but three
years later, we both found ourselves on the Pac
ific Coast, she in Tacoma, I in Seattle,
began an association which has grown in richness
and affection through these thirty years and
changed the direction of my work in the reli
gious arts.

In the early years, I had the advantage of a
"sheltered workshop" in my husband's church,
was always my strongest supporter and most gen
tle evaluator, though he wished I would choose
a word other than "dance

in worship. In 1953, "the term dance tended
to wave the red flag at the bull," he thought.
The "word" remained, however, for I felt wor
shipers needed to experience the sacred quali
ties of dance as well as the more secular modes
of theatre dance.

Margaret's work inspired me to read and search
for beginnings, so gradually, a theological.

How-

It was dur-

There

He

to describe movement
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scriptural, historical foundation for dance in
worship began to grow and develop in my work.

The family moved to San Diego, California, in 1959
where Charles taught in a Methodist University.
There, I had the opportunity to further my dance
technique with several excellent teachers and to
begin a dance choir with the students at the Uni
versity. That choir, with many changes in member
ship as the students graduated, shared dance in
the churches of Southern California for eight
years. They also toured up an down the coast of
California, Oregon, and Washington. From that
group came sacred dancers, ministers, and reli
gious leaders who are dancing in all parts of the
United States and the world. Many are now mem
bers of the Guild.

Even though I was a member of the Sacred Dance
Guild for all the years of its existence, I still
worked alone, for it was not possible to travel
the miles from the west coast to New England where
all the workshops were held. This is the reason
I believe so strongly that we must have chapters
in all parts of the country - for nurture, for
sharing, for furthering our knowledge of sacred
dance.

Two years were spent in Amarillo, Texas, where a
dance choir grew out of one of the churches and
there was an opportunity to conduct dance work
shops in all parts of west Texas. The people of
that area embraced the addition of dance to the

other worship arts and I found acceptance and
enthusiasm everywhere.

In 1969, the family moved to Denver, where Pam
Hughes, a friend from California, asked me to work
with a group of ministers' wives. The group soon
grew and included many other women, becoming known
as the Jubilate Dancers. (Men were added later.)

They have danced in the churches of the Denver
area since 1970 and are still together as a group.
In 1975, wanting to do more writing and teaching.
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I left the leadership of The Jubilate Dancers.

It was out of one of the dance workshops in Den
ver that the Rocky Mountain Sacred Dance Guild
was born, which later became a chapter of the
Sacred Dance Guild. Through the love, commit
tment, and hard work of this group, many have
been introduced to sacred dance and continue

to grow and develop under its leadership. The
Guild also sponsored a National Sacred Dance
Guild Festival at Colorado Women's College in
1980, attended by dancers from all parts of the
United States and the world.

In 1975, my minister asked me to begin a dance
choir at Christ Church United Methodist, and it
eventually became known as The Celebrants. This
group of men and women has grown in ability and
an understanding of its ministry in dance and
is bringing dance to many churches. It was a
thrill for us to appear at the 1983 Annual meet
ing of the 900-member Rocky Mountain Conference
of the United Methodist Church.

For the past eight years, I have taught sacred
dance at The Iliff School of Theology in Denver.
Iliff, as well as many seminaries throughout
the United States, is coming to realize the im
portance of sacred dance as an instrument in
worship and education. In partnership with the
Rocky Mountain Sacred Dance Guild, they have
begun an Endowment for Dance in Worship and Ed
ucation. This has been a source of great joy to
me.

There are so many who have given me support and
inspiration through the years - Margaret, who
started me moving; Doug Adams who continually
urges me to write, write, write; my family (All
four children have danced with me at one time or

another.); my friends and colleagues in the
Guild, in all the places I have worked, and so
many here in Denver (I would not dare to start
naming names, there are too many of you); and
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of course my students everywhere, who have given
me a reason to go on.

Teaching, choreographing, directing, writing -
these have been strong threads in the fabric of
my life these past thirty years. Much has happen
ed, but in a way, it seems like yesterday, when
I choreographed a simple dance for five young
women and presented it, in fear and trembling,
in the worship service. The trembling is still
there sometimes, but oh, there's so much joy now
to go with it.

(For further information - or for purposes of mail
ing in a contribution - the address is The Iliff
School of Theology, 2201 So. University Blvd.,
Denver, Colorado 80210.)

** ** ** Recommended Reading ** ** ** **

1.

Modern Liturgy, Volume 11, Number 3, April 1984
Dancing Through Ordinary Time, $3.00, The Sharing
Company (for total amount plus $1 for postage/
handling), P.O. Box 2224, Austin, Texas 78768-
2224.

The following articles are included in the
periodical listed above: "Wisdom in Liturgical
Dancing Through Ordinary Time" by Doug Adams;
"Improvisation: Making Way for an Extraordinary
Ordinary Time" by Cynthia Winton-Henry;
Over Generation Gaps" by Margaret Taylor Doane;
"Mexican Folk Dances for Ordinary Time" by Martha
Ann Kirk, CCVI; "A September Time to Dance" by A
Asha Stager.

ItDancing

2.

CHANGING BIBLICAL IMAGERY AND ARTISTIC IDENTITY
IN 20th CENTURY LITURGICAL DANCE. $3.00
The Sharing Company (for total amount plus $1 for
postage/handling), P.O. Box 2224, Austin, Texas
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3.

Actions, Gestures, & Bodily Attitudes by C.
Deitering, The Sharing Company (for the total
amount $9.95 plus $1.00 postage/handling, P.O.
Box 2224, Austin, Texas 78768-2224.

4.

Dancing Prayers by Lu Bellamak, $7.95, The
Sharing Company (for the total plus $1. postage/
handling, P.O. Box 2224, Austin, Texas 78768-2224.

LETTERS TO T H E EDITOR

From Forrest Winston Coggan, 2880 S. Locust (608-S)
Denver, Colorado 80222:

"I was just reading over the historical notes pro
vided by Bob Storer last spring issue (1983) of
the Journal and thought it might be interesting
if some of the older folks (myself included)
would write in and mention what was happening in
areas of the country at the very time that the
Eastern Regional Dance Choir Assoc, was formed
and the yea rs leading to the Sacred Dance Guild
Incorporation, 1956-1958.

"To hear from the West Coast, the Northwest, the
South, the Midwest and the Rocky Mountain and
Southwest areas at that period of history would
be most exciting to me!!

" I can only report on what some of us were doing
those years in East Lansing, Michigan,
mention three particular religious productions:
In 1956-57-58 -(perhaps someone else can add
others.!)

"1. La Fiesta Mexicans, sponsored by Michigan
State Univ. for WMSB-TV, music by H. Owen Reed,
scenario by Reed, choreography & costuming by
yours truly. Aztec and Catholic celebrations
blend in a small town celebration. Dancers were

University students, townspeople, and a few

I will
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professionals. The MSU Symphonic Band was conduc
ted by Leonard Falcone. The Video was distributed
nationally, including Puerto Rico via educational
channels.

i'2. The Labyrinth, sponsored by special gifts and
young peoples group, led by Eleanor Morrison (the
minister's wife) and Edgewood Peoples Church (now
Edgewood United), and staged in the community hall
(sanctuary at that time), music by Leonard Bern
stein (Piano Concerto - Age of Anxiety) with spe
cial permission of Mr. Bernstein and Mr. Robbins,
scenario, choreography, and staging by you-know-
who. Costumes by Marjorie Clark. 2 performances.
James Barnett (now named "Buddhananda" by the Ved
anta Society) was the protagonist,
on Man's search for Unity/Self as individual and
in community. Taped music.

This centers

3. Ladder to the Stars, sponsored by the same
church as sbove and held in the same location,
book by Blanche E. Coggan, using selected ethnic
religious music, with multi-media staging by
myself, costuming and choreography by community
members, was a pageant of Common Search for the
Universal Mystery through the Paths of the World's
Great Religions. It was performed once, and
involved church members of all ages, represent-

several nationalities and racial groups, aing

bonus when living in a large university community.

Please everyone, let us know what
was going on at this time of ferment, a time which
gave such impetus to the formalizing of a reli
gious dance movement in the United States,
a spotlight on your corner.

Each bit of this History which appears in the SDG
Journal, thanks to Toni', will be preserved for
posterity."

Turn

•SDG MEMBERS:
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*

From Sister Sandra Jean Sherman, O.S.U., Rosary
Cathedral Parish, 2403 Collingwood Blvd, Toledo,
Ohio 43620:

Father, we adore You,
(Jesus)
(Spirit) Lay our lives before you.

How we love you!
"Combined with the reverence that can come only
from a child, six simple signs, borrowed from
the poetic language of the deaf, add movement and
meaning to this song by Rev. Carey Landry.

My search for deeper meaning in my own dancing
is what first prompted my own interest in sign
language. The first time I saw music on the
hands of an interpreter, I knew that it held pro
mise for my dancing.

The fruit of that promise has carried over into
the movements of the various children with whom I

work. Interestingly enough, they are rarely the
same children. Non-professionals, like myself,
but with a purpose for dancing, they are First
Communicants, Confirmandi, Eighth grade graduates,
or class representatives for an all school lit
urgy. They are young people with a reason to
celebrate and I find both boys and girls equally
eager to do so.

These young people hail from a dancing society
where movements do hold meaning. Dancing is
something upon which they already hold a grasp
and with which they can praise the Lord. The
signs connect them with meaning, enhancing the
dance by allowing the words to come to life. In
this way the dance never really dies, for when
next the young dancers hear the song, they feel
the meaning within their very beings.

"Dancing with Sign slows the movements, turning
them into poetry. The body assists the hands by
rising, falling, turning, reaching with them.

If

It
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The eyes, the entire face, show the emotion of the
In this way, the emotions of the viewersmusic •

are called forth to participate.

After last year's Confirmation Service, a father
of one of the dancers approached me. 'When I saw
Movement Meditation in the Program,' he said, 'I
thought sure you'd be leaping. I wasn't sure I
wanted to stay. But you can do that again!'"

tl
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BIT" REVIEWSII

Gestalt Workshops are being held from April 13
1984 thru October. For further information,
write to 1546 Spruce Drive, Kalamazoo, MI
49008 or phone 1-616-344-4771.

*

The Excitement of Black Dance from the funda

mental religious and folk forms of Africa and the
Americas to the highly theatricalized works of
modern choreographers such as Katherine Dunham,
Talley Beatty, Alvin Ailey and Eleo Pomare
brought to you in lectures and lecture-demonstra
tions by Dance Critic William Moore, Researcher
Editor, Dance Herald Critic, Amsterdam News, The
Black American Weekly. For further information
and fees: William Moore, P.O. Box 686, Ansonia,
New York, New York 10023, phone 212-362-6169.

*

The 10th Anniversary Christian Artists Music
Seminar in the Rockies, July 29-August 4, 1984,
Estes Park Colorado. For further information

and fees: Christian Artists Corporation, P.O.
Box 1984/Thousand Oaks, CA 91360 or phone 805-
499-4306.

•k

One of the co-sponsoring groups for the 1984
National Clown, Mime, Puppet and Dance Ministry
Workshops is the Sacred Dance Guild. The
following workshop staff members in the area of
dance are members of the Guild: Baton Rouge,
Louisiana, July 15-21, 1984: Doug Adams, Rosalie
Branigan, Sylvia Bryant, Carolyn Deitering, and
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Carla DeSola.

August 4, 1984:
Carolyn Deitering, Carla DeSola, Adelaide
Ortegel, and Carol Vassallo.
tion about the National Clown, Mime, Puppet and
Dance Ministry Workshop write to CMP&D Workshop
Box 24023, Nashville, TN 37202.

South Bend, Indiana, July 29-
Doug Adams, Rosalie Branigan,

For more informa-

*

From LEAPING 20, November 1983, Newsletter of
Christian Dance Fellowship of Australia, P.O.
Box 373, Milson's Point NSW 2061 (02) 929 4988
Telex 27987, Australia.

Advent Festival by Judy Harris

"I was invited to choreograph an Advent Festival
of Carols and wanted the movers to be part of
the total celebration rather than just
and off.

eighty primary aged boys, a rock group and some
twenty movers. There were trained dancers

amongst them, but what I asked for was enthusi
asm and commitment to the energy of the event,
rather than dance expertise.

"With the nature of the group that emerged in
response to my call, and the spirit of the cele
bration, I decided to develop sequences that
were sort of peasant in step and ethos,
cope with the night context I used two types
of body extensions - scarves attached to both
wrists and those phospherescent night lights
you buy in camping shops.
stage space

The choir was positioned on a stand under a
three hundred foot tree hung with Jesse symbols.
They opened by running in a screaming mob from
the midst of the audience, and after they had
established two verses from 'Prepare Ye The
Way' the movers leapt in from the opposite side
of the yard space swirling their scarves and

come on

It was open air with a choir of about

To

We set up a tiered
which gave us two performance levels.
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skipping. The readers, all in clerical robes
walked in their midst with lighted candles. The
movers then formed a rhythmic clapping group ad
jacent to the lectern and finished their dance
in open attitudes addressed to the reader, who
gave the first Old Testament promise. The song
which followed was 'The People who Walked in
Darkness', so the movers began by folding their
bodies into mimed postures of darkness and clos
ure, peeling out on alternate lines and recoil
ing back until they leapt up on the chorus and
alternately swung around in pairs and turned in
dividually with raised arms on the words 're
joice, rejoice'. There was a sense that these
were indeed the people in their village squar
es, and they selected one of their members and
sent him to the pinnacle of the stage where he
stood strongly reaching up into the night sky
and they formed a tableau of arms with direct
ional impetus showing, election and contin
uity with their chosen one. At the first beat
of the chorus, they returned to their circle
dancing. For the second verse where the dark
ness to light theme is paramount, they circled
the stage collecting torches as they went and,
brandishing them high, jumped into formation on
the stage space. Three people had string attach
ed to their lumious torches and they spun them in
circles of green light. The others formed groups
of three and swept the torches back and forth,
forming and high tableau before returning to de
posit torches..

"The Lucan readings were interpreted simply. The
annunciation portrayed by a tall man on the high
stage and a woman on the lower level. As the
reading flowed, the man took the light he had
concealed and raised it high. He turned in slow
motion and gave it to the woman who hesitated
with a complete turn of her body, but then took
it reflectively and slowly drew it into a
cradled position. This was a very moving move-
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merit meditation approach which gave a focus and
new dimension to the same old story. In the sub
sequent telling of the Christmas story, children
were invited to come out of the audience to write
their names on the scrolls and then to stay seated
on the stage space (audience about 400). Some
fifty children took advantage of this. As carols
were sung a magnificent fire works display took
off at 'Gloria' of 'Angels We Have Heard on High'.
It was amazing - every age group was enraptured and
I really felt what 'Gloria' means for the first
time - the singing was so exultant. People cried
out and clapped spontaneously. At the coming of
the Kings we threw incense on the fire and three
people processed with lights to a tableau on stage
- at the chorus, two of our male spin bowlers
hurled the luminous torches overhead so that they
spun star shapes in time with the music. After a
reading of the prologue of John there was a refl
ective dance relying heavily on the flow of the
scarves but creating physical images of the subtle
images in 'Jesus the Lord'. The final procession
involved all the children with sparklers, dancers
with scarves and they all joined in a labyrinthine
dance to 'Long Live God'.

"It was inevitably ragged around the edges, but
from my point of view it was truly ritual and
advent is richer for me in having experienced it.
There was a kind of Godspell verve about it, and
I was happy with the flow from audience to cele
brant and back again. Carol Sullivan prepared a
beautiful dance with her senior girls to 'Let the
Valley's Be Raised' as part of the process.

"In red or yellow taffeta with matching scarves,
they looked brilliant and added to the whole
spectacle."
(Judy Harris works as a free-lance choreographer
and workshop leader in Queensland. She will be
leading sessions on Mime, Masque and Movement at
the National Conference.)
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*

by Bill Douthett

"At Christinas we often share a dance called

'Jewels' in which each dancer offers herself to

Jesus, represented by a slain lamb in a man
ger. Then follows an opportunity for each per
son present to bring their own gift (in the
form of a paper jewel) to the manger. As many
identify with Jesus, I have been reminded of
His birth. May we know the time when, as Zech-
ariah prophecies (ch 9:16) 'On that day the Lord
their God will save them for they are the flock
of His people; for like jewels of a crown,
they shall shine on His land'."
(Bill and Paula Douthett lead the Sacred Dance
Group with branches in Colorado, USA
England., and Adelaide. This is reprinted from
their English Newsletter.)

JEWELS

Dorset,• >

*

COURSES OFFERED AT PACIFIC SCHOOL OF RELIGION

Students may major in "dance & religion" for the
M.A. or Ph.D. within the general regulations
of Area VII "Theology and Arts,
emphasize dance in their M.Div. degree program.

RA 100 Community Dancers
RA 101 Liturgical Dance A-Z
RA 102 Dance Fundamentals

RA 151:. Dance Towards Wholeness-Healing;
RS 152 Dance in Contemporary Worship; RA 153 In
troduction to Liturgical Dance; RA/FT 154 Re
membering Your Body; RAFT 191 Worship and the
Arts; RA 200 Choreography Practicum; RA/HR 200
Religious Dance :17th and 18th Centuries;RA 253
Dance Choir Practicum; RA 254 The Liturgical
Dancer's Vocabulary; RA 302 Dance in Western
Religions; RA 303 Sacred Dance in India; RA 304
Dance in Black Religions From Africa to Ameri
ca; RA 305 Dance in Modern Wroship and Theolo
gy; RA 307 Craft/Creation of Dance Images;

It Students may
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RA 308 Religious Images in Modern Choreography;
RA 390 Humor and Faith; RA 402 Readings in
Theater and Theology; RA/ST 409 Theology and
Cinema; RA 411 Artistic expression of Religious
Experience; RA 415 Dances for Liturgies; RA 500
Shattering Images: Spirituality & Arts 1919-
1939; RA 581 Apocalyptic Motifs in Jewish and
Christian Visual Art; RA 600A Area Colloquium;
RA 600 B Methodologies in Religion and Art;
RA 600C The Arts in Worship.

The purpose of Area VII is to assist, through
individually tailored programs in building
bridges between the arts and theology while
studying theology. It is assumed that the stu
dent will already possess some skills in art
istic production or criticism. PSR and the
other schools of the GTU provide the theological
curriculum. TVie Bay Area provides the artistic
laboratory.

The Seeley G. Mudd Building is the first solar-
heated educational building in Berkeley. It
provides the school's classroom space; it has
the latest audio and video equipment to provide
for use of new educational technologies; it con
tains a specially designed hardwood dance floor.

Margaret Taylor — Established in 1977 to honor
the contributions made by Margaret Taylor (Doane)
in the field of sacred dance, income from this
endowment is used to provide courses and sem
inars in the area of dance in worship and ed
ucation.
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TO SACRED DANCE GUILD MEMBERS

FROM DOUG ADAMS, SDG PROGRAM DIRECTOR

1. COME THIS SUMMER, for I believe this summer's
Sacred Dance Guild Festival is the last time we

will be able to bring together in one place so
many sacred dance leaders from across the coun
try. Rising costs preclude having anything like
the 1984 Festival after this summer. So, come
this time. (And it is the last time we will have

the Sacred Dance Guild Festival on the West

Coast for some time.) Don't put it off. Come
this year.

2. If you are coming any distance and intend to
fly, I advise you to SECURE YOUR AIRLINE TICKET
as soon as possible. Parade magazine mistakenly
said that there would be no super-saver flights
in late July/early August because of the Olympic
Games in California. That is not true; for there
are many airlines with super savers for that part
of the summer, although there are some airlines
with no such fares. But you need to shop around
for the best fares; and some airlines require you
to buy such fares far earlier than usual. So
look early and buy early to receive the least ex
pensive fare.

3. As a Sacred Dance Guild member, you receive
the $25 discount even if you register after the
Spring deadline. (Consider coming for an extra
week and take in the Mime/Drama/Clowning/Story
telling week as well.

4. The reason for you to register very soon is
to guarantee yourself housing at Pacific School
of Religion at the low $13 per night rate.
Housing at P.S.R. fills up quickly; and overflow
housing is not so centrally located as P.S.R.
housing. So register now to assure yourself
centrally located housing at the Festival loca
tion.




