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  Presentation




  To take care of the body is to take care of oneself, a demanding attitude to which not everyone is inclined. The absence of it may lead to physical suffering and also reflect other ailments that, when encompassed or somatized within the boundaries of the body, reveal how little we know about ourselves.




  In The Oriented Gesture – The Re-education of Movement, Ivaldo Bertazzo expands the debate about the autonomy of the body, compiling reflections and exercises that deal with the complexity of the human machine in its forms, functions, senses, tonicity, sustainment, and breathing, all of them coordinated to create movement, thus becoming one with human nature.




  To understand how this movement operates is the goal of this book, that considers the importance of affectivity, manifested through the initial contact between mother and child, as a basis for the process of constructing an autonomous individuality. The safe, amorous touch, added to the confidence demonstrated by the adult in relation to the child, enables it to express itself consciously when venturing out into the world on its way to adult life. Movement is, therefore, fused into the intrinsic nature of the body.




  The encouragement of physical activities, as opposed to sedentariness, is extremely relevant for health. However, we must avoid transforming this necessity in a mere automatism that ignores the sophisticated organic, muscular, and neurologic network that constitutes the body.




  Bertazzo asserts that the consciousness of the possibilities, limits, and challenges that permeate the relation between the person and their body should reveal not a conflict, but a precious self-portrait. Hence his persistence in the processes of re-education of movement, trusting the ability of the subject to be aware of their own senses, that are vital for the perception and creation of bonds with the world.




  In this perspective, the conquest of vitality and aesthetic benefits is simply a consequence of a set of practices that consolidates the knowledge of the subject about themselves, and not a goal to be pursued in itself.




  The publication of The Oriented Gesture – The Re-education of Movement, together with the production of community projects and dance shows, are fruits of the long-standing partnership between Sesc and Ivaldo Bertazzo, a communion of principles around a vision that considers the integration between the mind and the body of the human being as a determining factor for the construction of a society.




  Danilo Santos de Miranda




  Regional Director of Sesc São Paulo




  Preface




  We are body! We are movement! The body is structured for movement in the perspective of the adaptation, interaction, and transformation of life, all of them joined in the essential dimensions of existence, in other words, human feeling, thinking, and acting. In order to create conditions for the quality of life of men and women, regardless of whether they are children, teenagers, adults, or elderly people, the knowledge related to corporeality and human motricity is indispensable. This knowledge demands a judicious and creative elaboration based on the spectrum of knowledge supported by a pertinent understanding of the structure, specificity, and working of the human body.




  The call to live and move requires a conscious structuring! And this entails overcoming the current conceptions of corporal exercise aligned with ephemeral fashions or trends, so pervasive in contemporary corporal culture. Even if we acknowledge the advances in the field of physical activities for the promotion of well-being and health, the reductionist emphasis on the development of the motor capacities (strength, resistance, flexibility, agility etc.), aiming to build a perfect body, consists in precarious and insufficient ideals, or symbols, to promote the condition of autonomous corporeality. Living means work and effort, deliberate energy for the human senses and meanings. From the birth on we are literally thrust downwards. From this point onwards, our primordial task is to thrust ourselves upwards from the world and in connection with it, much more than to accept the narrow condition of displaced or drifting beings.




  Therefore, the imperative to construct the self and make it viable involves the attitude and the condition of standing up against the gravity of life. Gravity must be understood as the strength exerted on our body structures, forcing them to take root in reality and making feasible an existential adventure full of sense, meaning, and accomplishment at our own risk. In this instant we apprehend the notion that all gravity contains a pregnancy, which entails the possibility of a light for the future and for human development. The weight of life and of its gravity/pregnancy is the challenge that compels us to elaborate a poiesis that is worth living.




  So, to live is to move, which in turn requires consistent criteria to constitute our fullness in the various cycles or stages of existence. Given this premise, a pedagogy of the body in its totality is crucial to mobilize the potential of the education and re-education of movement. Ivaldo Bertazzo, a critical and creative protagonist of contemporary corporeality, invites us to a stimulating reflection and proposal, in which it is possible to notice the consistent interaction of concepts and strategies originating from the field of psychomotor education, as well as elements taken from his long and profitable personal experience, borrowed from the most diverse systems of and approaches to corporal intelligence. So I hope that this reading will be blessed and that the wisdom of the human body dawns upon us!




  Walter Roberto Correia




  Professor at the School of Physical Education and Sport of the University of São Paulo
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  My teaching is not fixed within an exterior, well-determined purpose. It is the individual themself, in other words, a being that can build and develop itself, who appears to me as the object of my efforts. For a teacher who is aware of their responsibilities, the development of the senses, the growth of the intellectual possibilities and spiritual experiences, the control and complete development of the organs and functions of the body are the methods and means of education.




  Johannes Itten




  Introduction




  Ever since the beginning, stories have helped us to understand. I want to start this book with the stories I know, those I have lived and based on which I developed my technique.




  I was around 32 years old the first time I went to Rumtek monastery, and I was touring the world still unsure of what I was seeking. I had crossed the cold and dense mountains of the Sikkin province, in India, and had just arrived to the capital of the Buddhist kingdom, very close to the border with China. The small city of Gangtok spread along the back of the mountains down to a dense valley, crossed by a stream with crystalline waters, whose spring was hidden in some remote place among the white summits visible from that peaceful refuge. The monastery looked like a pyramid on the natural tip of the hill, in perfect harmony with the luxurious nature that surrounded it. Originally built in the 16th century and reconstructed in 1966, it was an impressive edification with its red columns and vivid ornaments. Shelter to several sacred relics and destination of an ancestral trail that cuts through the mountains, the monastery was home to the members of the oldest lineage of the Kagyu Tibetan Buddhist school.




  More difficult than the strenuous rural work of the inhabitants of the monastery was to wake up every day at four in the morning to intone the sutra. The sun had not risen yet. One could only see the silhouettes of the men in orange cloaks going towards the main entrance of the temple, shrouded in an icy mist. Candles adorned the sacred atrium and what followed was a true challenge for a Western physiology like mine. For hours the chants of the sutra made the firmaments of the center shudder. The volume of trepidation they reached was impressive, and I felt my whole physical structure vibrate together with the walls. How did those men make it? How distinct was that experience from the one we were growing increasingly used to in the West, from the image of impatient and demotivated children in a classroom, spread over their desks! Since my intent during the trips was to research the modeling of the body by the Eastern schools, I could not help but noticing the strong traits of Asiatic anatomy, permeated by the chants: big ears, wide noses, thick lips, voluminous chins, consistent shoulders, ribs that occupy a considerable dimension in space, and above all the pelvis, sufficiently structured to receive a solid vertebral column. Their feet were wide and firm, accustomed to walking; the diaphragm was free inside the ribs. Produced by the powerful vocal organ of the monks, reverberated by the walls of the monastery, the acoustic vibration hit us in the chest. It was a constant booming, a thundering that struck us fully, shook our arms, and produced internal seismic movements that agitated the bones and viscera, accumulating energy in each hair, joint, vertebra, and muscle. The cold and the immobility of meditation were painful, but the chants of the ritual impregnated us.




  At the end of each session, in the morning, we went down to the outer court of the monastery. There, some boys between six and seven years old, with sticks in both hands, practiced a mixture of dance, game, and combat: the kalaripayattu, an Indian martial art considered the forerunner of other martial practices. Still quite small, the children revealed, in this kind of maculelê,1 a thorough psychomotor agility, a unique skill, a balance in space that would make our Western child gymnasts envious. How could they have built so precociously such a command over their own bodies? That which I saw was a daily practice. At the same time, it was a spectacle worthy of contemplation, something intrinsic and powerful, manifested by means of ludic games in a pleasing atmosphere.




  In that moment, an epiphany. An insight. The daily life of the future monk, his most trivial practices, the work in the harvest, the integrated contact with nature, as well as the patient art of physical training were the necessary preparation to later face the endless hours of meditation. The exercises with the sticks, so corporealizing, built the structure and modeled its components of self-sustainment. For the monks to be able to stand the vibration and the meaning of the words of the sutra, they needed this intense motor coordination workshop with the sticks out in the open, these multiple frolics that looked like charades, this carefree and alert playground of hits and misses. It was a magnificent dance, but above all it was party, fun, and circulation of energy. For the Tibetan culture, no existence can manage without a link, integrated by the movements, between body and spirit.




  I shall never forget the joy of those extremely structured motor sequences with the sticks, up high on the mountains, in front of an imposing Buddhist temple.




  In another occasion, I had asked the masters of a Kathak school, in New Delhi, to attend the initial classes taught to children. Kathak is one of the eight modalities of Indian classical dance from the nomad peoples of the North that absorbed throughout the centuries elements of the Persian and Central Asian dances. The history of Kathak goes back to Antiquity, when it consisted in the performance of professional story tellers, the kathakas, who recited or sung epopees and myths with dance elements. The expression, by the way, comes from the Sanskrit and means precisely this: the one who tells a story. What we usually see in a Kathak dance is a synthesis between extroversion and precaution, movement and immobility, which makes of this genre a fusion of corporal and subjective elements, of the intellectual and artistic, of the allegoric and abstract, combining the exuberance of the clothing and the ornamentation of the gestures with the containment of the signs that they convey, the striking look that accompanies the hands, the suggestive and seductive sinuosity.




  I was quite familiar with the encounters, especially in the artistic sphere, between East and West. For more than fifty years the techniques of Asiatic corporal expression have influenced the practices of European avant-gardes. I knew the stage works of Peter Brook, Eugenio Barba, Nicola Savarese, and Ariane Mnouchkine, for whom the theater, much more than a production, represents a ritual where, following the opposite path of Stanislavski, the archetypical gesture is what makes the psyche reverberate. On my way to psychomotricity, I was also interested in learning through form, in anatomic and gestural anthropology, in the mysterious act of modeling a subjectivity by correcting a posture, a way of sitting. Asiatic dance and theater stir visceral feelings through the vibration of form, the drawing of a concrete expression.




  What a disappointment when, once the Kathak class I had asked to attend begun, I saw that I would face two long hours of a boring practice. The moment the tabla player started the rhythm that would set the pace for the dance, I noticed that the body of the children looked like a slack rubber band, devoid of structure. It was always the same movement, continuously repeated, performed with an absence of perception, typical of children when they are not interested in the action. There was no form in the gestures! It seemed as though they had just woken up, lazy and loose as they were. Where was the splendid gesticulation I had witnessed in other performances? Why did the teacher not correct them, not scold them, not show the proper way of proceeding? Instead, the class went on as if nothing were happening. In fact, as if something were happening, because it seemed to me that the children were not doing anything, that they did not listen to the rhythm of the teachers, with their arms without liveliness and their eyes aloof. I considered leaving, but it would be very indelicate, after having insisted so much to attend that class. My purpose was to learn from Eastern pedagogy how to instill the gesture in the infantile body. It would be a loss of time.




  The scene remained almost unchanged for interminable thirty minutes, and I was already distracted by my own thoughts when I noticed that something was different. The percussion of the tiny brownish feet seemed to have adhered to the agility of the tabla. As in a magic trick, little by little the extremities of the hands started to build elliptic gestures. If at first the gaze was diffuse and the hands were loose, the arms dangling from the limp trunk, the feet flat and fragile, the legs without consistency, all of a sudden – and that had been anything but sudden – the repetition occurred without mistake, the metrics conferred with time a definition to the dance, a structure. The eyes were alert, present, the small arms organized, lending continuity to the curves drawn in the air. Wherever the hand went, the gaze followed it. Wherever the gaze went, there was the presence of thought, growing increasingly quicker and more gracious. There one could recognize, present, the learning of the inevitability of the time and space where our bodies are inscribed.




  What was that manner of teaching through insistence and the confidence in certain corporal hierarchies, through the emphasis on basic stimuli of which we, Westerners, seem deprived? Where did we lose the patience and conviction in the power of transmission of a silent and invisible teaching? For the farmer cannot constantly unearth the seed to see if the stem is sprouting. That was it. We do not deal anymore with the invisible part of the processes, permeated by practice, by exercise. We have lost faith in our own provocations. We want immediate results, we want reality to satisfy our consumerist yearning for success.




  During the seven months of rehearsals that preceded the presentation of the show Samwaad — Meeting Street, performed with 55 youngsters from NGOs in São Paulo, people certainly thought me mad when I asked the boys to lie down on the floor to feel the dimension of their ribs during the training to create the moving snake. But the boys, who initially laughed from such an uncommon situation, soon started to feel the manifestation of their skeletons over the horizontal surface, intimately noticing the transfer of the inhaled air in the lungs to one or the other hemisphere of the body, the preservation of the amplitude in exhalation, the wide arch of the ribs that involves the diaphragm. Those were deep sensations, a refined proprioception that I demanded from those children. But I had to trust my power of waking them up from the moment when I insisted that the body was a volume, or when, under protests, I asked them to make the same gesture once more. Those were youngsters from the slums, troubled by distractions related to survival, by consumption stimuli, mostly without good experiences in the relation between student and teacher. They had no patience because they had not felt and channeled the powers of vitality of that most alive of ages. They also had no patience because they were not used to being treated in the networks of patience. Patience to instill rhythm and grace, in a way that differed in nothing from that of the Indian children in New Delhi. Teenagers need an organic time, a time to mature the nervous system, to refine the perceptive field, to open new doors of sensibility. They need a real, physical, and concrete experience to mature, one that offers sustainment to formal and abstract learning, so that this symbolic, visible, chaotic universe, full of possibilities, may become a reality.




   




  Who has never read Zen in the Art of Archery, by the German philosopher Eugen Herrigel? When we were young, we marveled at the proposal contained in the book, of the millennial art of concentration and meditation, of the cosmic union between the target and the archer. Today, however, I am quite certain that our reading was biased. We misunderstood the liberation of the customs, the dawn of the Age of Aquarius, and the Eastern teaching that we thought we had easily apprehended. We believed that the body should be light as a kite and impalpable as the wind. We neglected the refined knowledge of the particularities of our bones, muscles, and joints, and paid attention solely to the strength of will and to our good intentions. The sacrum – the majestic bony structure of the pelvis – gave way to the energy points. We forgot the concreteness of the body, making a quite erroneous and rather negligent appropriation of that millennial Eastern knowledge about the body and the gesture. It was only some decades later, in Paris, during a presentation of authentic Japanese archers, that I was able to confirm what the time passing by and the acquisitions of knowledge about psychomotricity had taught. The archers were not light as the wind, but solid and imposing as Ulysses’ ships. They steadied their feet with such grace and safety on the ground that nothing seemed capable of removing them from their axes. The image they conveyed was similar to the idea that we have of the ancient samurai warriors. The bow, heavy and difficult to handle, was an instrument operated with mastery. The ropes, that required colossal strength to be pulled, demanded an absolute readiness, as well as balance and the distribution of strengths through the whole body. Freedom was, in the end, an arduous conquest that had something to do with the materiality of what we are.




  We often carry a distorted idea of what a free body is. The 20th century, particularly the 1960s, brought us numerous social and spiritual liberations. We are indebted to this historic process, but also heirs to its mistakes, one of which is the impression that, to gain individual freedom, we must, in the corporal sphere, release ourselves to the most, relax, and abandon our weight to its own fate, or ceaselessly stretch until we have an elastic and supple body. A body without an axis, that swings to all sides and sways even without wanting to, even without dancing, is a fully sinuous and deformed body, without particularities, in which the skeleton does not work as a lever, governed by the identity of the muscles.




  But the body is not a burden, an appendix, an object to be manipulated with carelessness and haste in stretching classes.




  In our yearning to be free, we seek to free ourselves from the body. So we dull the body, and once the body is dulled, the mind thinks it is free. In our yearning to be free, we seek to free the body from itself. So we let the connecting tissues of the ligaments become disconnected, we erode our joints, we deform the organism through our lacking of awareness and an axis. Later the body will charge the price for this neglect.




  The body is a continent. In order to know it, we must learn to see it as such: a continent to be explored, with its history and internal dynamics, its tectonic movements, its boundaries and complex organization, its ecosystem and its fragile and perseverant balance. A continent that is water, air, fire, and earth in communion, inviting us to a more concrete intimacy.




  Though it is made of so many elements, a continent does not cease to be a continent. It contains and structures. It is not an amorphous mass, a clay to be molded in any given way, a fistful of islands that float to the caprice of the waves. A continent has unity and cohesion. All its parts are connected in fine tuning. Everything that happens abides by its framing. Were it not so, there would be no cities or connecting roads, there would be no rivers or bridges, no development and no history.




  For a body to find freedom, it has to be a continent. To be free, it has to take risks. For good or for evil, the body is not an abstract entity, made of light and love, it is not a flower that blossoms every day, as we believed in the 1960s. Every movement is a risk for the body, and we have to consider it, protect it, and contain it. We have to help it in this conquest of freedom.




  




  1 A Brazilian traditional cultural manifestation, mixing African and indigenous elements, which originated as an armed martial art, and nowadays is performed as a dance simulating a combat with a pair of wooden sticks, to the sound of characteristic drumming and chants that tell the story of a victorious warrior who defended his tribe single-handedly against an enemy attack. (T.N.)
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The geometry
 of the body
 a grammar of gesture


  



  The weevil eats the root, the chicken swallows the weevil, man eats the chicken, the wild animal eats man. The earth, patiently, waits.




  Amadou Hampâté Bâ




  Form and function: water and the course of a river




  In our The Oriented Gesture, we wish to contribute to the ample reflection and dialogue already carried out about the body and movement by dealing with the complex and delicate relation between them, considered here in their structural dimensions. We accumulated in the last century a vast knowledge about the subject, resulting from the invaluable effort of passionate observers that plunged in the core of that bond. The researches went in two pathways that may be translated here in the form of two essential questions. Firstly: how has our species evolved until it arrived where it is, reaching its present anatomy and abilities? Secondly: how is movement constituted, developed, and patterned throughout the life of a human being?




  This book will deal with the second pathway, considering the multiple contingencies that exist between the partners body and movement, as well as their distinct dimensions: structure and function, statics and dynamics, form and gesture. Structure, statics, and form are dimensions of the body, whereas function, dynamics and gesture correspond to movement. The dialectic oppositions mentioned above are necessary to better visualize the synergy of their structures, to understand their modes of communication and expression. In the therapeutic plane, we hope to present the grounds that are fit for the manifestations of the body and its movements, as well as to provide the conditions for a greater freedom of being (form) and acting (function); to reflect on the harmful situations that convert functional gestures in reactive and limited movements that end up sapping its plasticity, subtracting the different possibilities of body design; to reveal in which moments the movements were, are, and will be submitted to strengths that block their autonomy. We understand that the challenge revolves around the notion of autonomy.




  It may be said that psychomotor autonomy lies in the opposition between form and function – in spite of their codependence, one can never overcome the other. Their identities are independent only up to a point. Movement is one of the manifestations of the body. Heartbeats, peristaltic contractions, the processing work of the liver – everything is movement, programmed in very specific cell designs, within a very elaborate structural apparatus. Form and function model one another, like water and the course of a river. The water shapes the river, the river conforms the water. Therefore, when speaking here of a body we are referring to its form, its design, to a basic structure that provides circulation paths. Just as the course of a river, form and function interact ceaselessly. When we describe movement, our observation focuses on its capacity to interact with the environment, creating links between the subjectivity – the I – and the world around it, and feeding the body in several ways in the different phases of life.




  Garden of stimuli, infancy of movements




  As a starting point, it is capital to understand that both structures are oriented by the organs of the senses, the tools of the sensorial field in which the body is plunged from the beginning. To observe a baby is always fascinating. The baby is commanded by the intuitive majesty of the senses, playing at being unfinished, exercising types of knowledge and power that the adults unlearn little by little. With a vague memory of this loss, they start out in search of a remote dream. Seduced by the enchantment cast by the infantile universe, adults project the recollections that they keep and reinvent that which cannot attain consciousness, being so far removed. The sensorial field is constituted in the orchestration of the senses. Each one of them, like an instrument being tuned during the rehearsal of an orchestra, starts awkwardly, undefined and unharmonious. That is why the memory of our first contacts is so obscure. The impact caused by the senses gradually develops the learning for survival, and each perception is a delicious conquest for the maintenance of life: the pressure of the hands against the bar of the cradle to lift the head, defining a horizontal field for the gaze; the raising from the crouching position, building a sensation of profundity and imbalance; the whole body turning on the floor to reach an object, thus developing the sensation of laterality; crawling under the furniture like someone who crosses a long tunnel, becoming aware of the corporal continent, of its different ways of bending; the impulse of the feet on the swing or the seesaw, opening a huge array of motor impulses; the water running over the body during the bath, differentiating through the tactile sensations the various corporal segments; the head diving in the pool, punctuating the pause and continence in the corporal rhythms; the powerful sounds of the drum and the horn that make the inner ear vibrate, regulating balance; the smell of baking bread, lending a sense of anticipation and predictability; the ice-cream melting between the fingers, regulating the systems of homeostasis.




  The origin of the senses constitutes the guiding line for the unbroken psychomotor conquests, that are gradually refined to adapt the body to the different stages of the affective and intellectual development of the individual. As the structures are triggered and experimented with, as the body exerts its ponderation and temperance — by defining weights, measures, colors, textures —, the mnemonic impressions will be easily recalled. Discriminated from the surroundings, it is easier to us to recall the swimming classes and the first bicycle rides in the neighborhood. In its base, consciousness can then be understood as a multifunctional entity that unites perception, selection, and integration of the senses, an entity that grows as the ways of accessing them diversify. Even if the fetus and the newborn do not see, feel or hear in the same way that adults do, they are fully apt of registering the impressions captured by the perceptive function. Once integrated, these sensorial impressions will develop the more elaborate cognitive capacities of our organism. We might say that the period of new experimentations is that when functions reign over the form.




  Our life begins and ends in two similar valleys. There is a dark valley where the seeds of our becoming germinate, a valley of fleeting reminiscences, in which the forms are still shadows preparing to attain the luminosity of consciousness, of youth, of our contribution to this world. On the other end of the spectrum, the twilight of life is another equally misty valley, where days are once again dissolved in oblivion. The myths describe this mystery, and folk customs also exist to preserve this dawn of humanity that reproduces itself in each one of their representatives. The spring of our days — youth — coincides with the conquest of an integration between form and function. Winter will be heralded by the moment in which both structures disintegrate. Little by little, the body stops moving. And without movement, it will not be a body anymore.




  As regards our work, this immanence between the constitution of bodily and functional structures on one hand and the organs of the senses on the other has a very simple consequence: the restructuring of movement will always require a reactivation of the sense organs. Recovering the natural patterns of the movements demands a waking up of this sort.
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