
Due February 28th. 

Book Review: Present, in class, a review of the book you selected to 
cover. 
The purpose of this presentation is to give the class a taste of the 
book and some of your learnings from it. Be as specific as you can 
regarding content, giving concrete examples and/or quotes. 
Due March 28th. 

Short Essay: Three pages addressing the following question: Has a 
daily practice and this course had any effect on my life? Has it 
affected my creative life? 
Due April 4th. 

Final Project: Some form of expressive presentation that embodies 
your experience in this class and/or any learnings you have had from 
the class. 
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APPENDIX C 

PARTICIPANT'S CONSENT FORM 

My name is Jeannine Haas and I am a doctoral student at the 

University of Massachusetts. For my dissertation, I am conducting 

qualitative research on the relationship of somatic awareness and 

creativity. To this end, I have designed a course which incorporates 

exercises to increase body/mind awareness and focus on creativity. 

From participants who agree to be in this study, I am hoping to 

see what, if any, difference this course and increased somatic 

awareness may make in a person’s creative life. As a participant in 

this study, you will be asked to fulfill the requirements of the 

course as outlined in the syllabus. You may agree to be in the study 

but not take the course for credit. The assignments in the course 

will be used as data for the research. 

I will make xeroxed copies of all material handed in so that I 

am able to go back through the material as needed after the work has 

been returned to you. After the completion of the study, these 

copies will be destroyed for the participant’s privacy. I will keep 

each participant’s anonymity to the best of my ability. However, 

because of the small number of participants, approximately twelve, 

there is some risk that you might be identified as a participant in 

the study. To protect your anonymity, I will change your name and 

key identifying details in anything I write or discuss in the research 

project. I will explain in the text that pseudonyms have been used. 

The exit interview will be audio recorded so that I may 

transcribe its content for the study. I may also play excerpts for my 
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dissertation committee. The tape will not be used for any other 

purposes. 

Your participation or non-participation in this project will 

have absolutely no effect on your grade or standing in the course nor 

result in any other prejudice toward you. As a participant, you have 

the right to withdraw from the project at any time up until four 

weeks after the exit interview. You have the right to exclude any 

portion of your data from the study. You also have the right to 

review any of my analysis of the study pertaining to you. 

The final dissertation will be reviewed by my doctoral 

committee and available to the public at the university library. 

Portions of this study may, at some point, be published in 

professional journals, books, or presentations. 

If you have any problems with the research process at any 

point and wish to contact someone other than me, you may call Dr. 

Doris Shallcross, my dissertation chair, at 545-1527. 

The signing of this consent form provides your permission for 

the process and possible use of materials as described here. 

Participant’s signature/Date 

Researcher’s signature/Date 

Jeannine Haas 

(may be contacted at 413-586-4672) 
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APPENDIX D 

PRE AND POST QUESTIONNAIRE 

Name 
Address 

Phone 
School 
Year in school 
Major field of study 
Age 
Gender 

1 =not at all 5= very much 
Please feel free to put in short answers to questions even where 

there is the grid. 

Do you consider yourself a “physical” person? 1 2 3 4 5 

How comfortable would you say you are in your body? 1 2 3 4 5 

How well would you say that you listen to your body? 1 2 3 4 5 

How often do you tune into sensations in your body? 1 2 3 4 5 

What sorts of experience or training have you had that is physically 
based? 

Do you exercise regularly? If so, how often? What do you do for 
exercise? 

Do you consider yourself a “spiritual” person? 1 2 3 4 5 

Do you have a spiritual practice? If so, would you briefly describe 
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it? 

From what sources do you derive support, encouragement and 
nourishment? 

Do you feel you have “community” in your life right now? If so, 
where do you feel this involvement? 

Do you consider yourself a “creative” person? 1 2 3 4 5 If so, in 
what ways? 

Do you feel your creativity is “flowing” right now in your life? 1 2 
3 4 5 

What ways have you found to feed your creativity? Are you doing 
this presently? 

Does your emotional and mental life feel healthy currently? 1 2 3 
4 5 

Overall, how would you describe your health at the present time? 

What does “creativity” mean to you? 
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APPENDIX E 

UNIT HAND-OUT ON BREATH AND SOUND 

BREATH AND SOUND 

Bibliography: 

Swami Rama, Rudolph Ballentine, M.D., Alan Hymes, M.D. Science of 
Breath: A Practical Guide. Honesdale, Pa: The Himalayan 
International Institute, 1981. 

Judith, Anodea. The Wheels of Life. St. Paul: Llewellyn Publication, 
1987. 

Dewhurst-Maddock, Olivea. The Book of Sound Therapy. New York: 
Simon and Schuster Inc., 1993. 

Bennet, Bija. Breath into Life. New York: Harper Collins, 1993. 

Linklatter, Kristen. Freeing the Natural Voice. 

Breath 

Explore on your own for at least 15 minutes a day. You may find that 
starting is the hardest part and once you've started, 30 minutes to 
an hour might be gratifying, try to write or draw in your journal 
right away. 

The Complete Breath: In hale deeply into your belly, then chest, into 
your shoulders. Exhale reversing the order. This can be done sitting, 
standing, or lying. 

Measured Breathing: Inhale counting to 4, pause for 4 counts, exhale 
on a 4 count, pause and repeat. 

Try to bring your mind and your breath to different parts of your 
body. Don't rush this. 
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Alternate Nostril Breathing: Slow methodical breath which works on 
the central nervous system to relax and create deeper sleep. Inhale, 
switch to other nostril, exhale, Inhale, switch to other nostril, 
exhale. 

Make your own "sacred jingle" or mantra and breathe it. For example: 
Ntozake Shange's words, "I found God in myself" (inhale) 

" And I loved her deeply" (exhale) 

Sit in meditation and count your breaths. Try to count to ten 
without your mind wondering off and forgetting to count. If you 
forget, start again. Each time you forget, start again from "one." 

Try the following while standing, sitting, and lying down: Simply 
breathe and follow any micro-movements you feel in your body. 
Really follow them. This may feel slightly exaggerating a very 
small movement. Let your attention flow from one micro-movement 
to the next. 

Sound 

Sing! Sing! Sing! Singing is breathing. While you are concentrating 
on something, working with your hands, or walking, let any melody 
that arises come out. Let a melody arise for any phrases that are 
going through your mind, and sing it. Do this at least three times a 
day. 

Practice overtone singing: WOW and Ah-o-oo-ee-ay. 

Starting with a simple "ah" on an exhale, explore feeling vibrations 
in different parts of your body. Make sure you are not straining and 
are finding an effortless way of making tones. This is hard at first. 
Pay attention to the slightest vibrations. Make tones and try to feel 
the vibrations. Try breathing into an area and then try gently 
bringing vibrations there via your tones. Vary your pitch, vowel, and 
volume. 
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Tone into the 7 chakras, sensing the vibration in each: 
chakra 1—0 as in Om 

2— U as in Oo 
3— A as in Ah 
4— E as in Ay 
5— 1 as in Ee 

6— Mm or Nn 
7— Ng or Mng 
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APPENDIX F 

UNIT HAND-OUT ON RHYTHM AND VISION 

RHYTHM AND VISION 

Bibliography 

Ackerman, Diane. Natural History of the Senses. New York: Random 
House, 1990. 

Baker, Paul. Integration of Abilities. San Antonio: Trinity 
University Press, 1972. 

Putnam, Linda. Acting class. Hadley, Ma. 

Rhythm 

Dance! Listen to different kinds of music and move to it. Notice how 
you feel before and after. 

Try dancing different colors. Imagine a color permeating your entire 
being. Really try to feel it in your pores and cells, washing through 
you. Then let it move you. Be that color. Dance that color. 

Notice rhythm in written materials you read. Some people hear the 
words as they read (aural readers). Others do not hear them (visual 
readers). If you do not hear the words, read some sentences aloud 
and notice the rhythm. Different authors have different rhythms. 

Read poetry aloud. 

Notice visual rhythms in architecture, landscapes, inside a room, in 
paintings. 

Feel your own pulse at your corotid artery. Replicate this beat on a 
make-shift drum. Then jam to this beat. Finish with your pulse. 

Observe people having conversations. Notice how they respond to 
one another's physical rhythms—a dance. Listen tot he rhythm of 
their conversation: the dance of their voices overlapping, pauses, 
inflection, the pitch that one person ends on an the other starts on. 
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ASSIGNMENT; RHYTHM STUDY of someone you know very well. 
Choose someone you know very well. Choose someone, over 18 years 
old, you've known over a long period of time, under different 
circumstances, in different environments. 

Observe the person's walk. Embody it. Imitate it. How do your feet 
meet the ground? What speed is the stride? How wide is the 
stride? How does the person carry his or her body? Where is the 
tension in the body held? Where is the emphasis? Does a certain 
body part lead? Is the person's movement smooth or erratic? What 
kind of gestures does the person make? Are there some gestures the 
person uses repetitively? 

Now look at the person's philosophies. What makes him or her tick? 
What areas of endeavor have they contributed their lives to and 
why? What is the person's profession? What does he or she do for 
fun? 

What colors does the person wear predominately? What are his or 
her moods like? What kind of energy does the person most 
consistently present to the world? How does the person dress? 
What kind of car does he or she drive? What does the person's home 
tell about him or her? In what part of the country did the person 
grow up? Do you know anything about the person's family? What are 
the person's speech rhythms? 

Be as detailed as you can in your study. Then, take all this 
information and reduce it to a hand-clapped rhythm study. Clap, 
with your hands, a rhythm at different tempos and tensions. You 
might take parts or traits of the person first and beat out the 
rhythm of each character trait (you could make a list of adjectives 
that you capture in the rhythm). For example, beat out the way he or 
she walks and then his or her vocation, then how the person relates 
to other people. Then, you may want to give us a feeling for the 
person's overall gestalt. 

What you will present to the class will be only about two minutes 
long. Concentration is a key element in the presentation. We will 
then try to describe the person. 
(Exercise from Baker, 1972) 
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Vision 

Take an object from nature and stare at it until you begin to see the 
complexity of color it holds. This is best done in natural light. This 
is the kind of seeing that painters do. Imagine you were going to 
paint what you are looking at. Look in this manner. 

Look around your room as if you were going to sketch it or paint it. 
Is there a section that is compositionally interesting? What do you 
see? Notice the lines, color, rhythm, textures, shapes, volumes. 

Take a walk outside and pretend you are a lighting designer for the 
theatre. Notice the light. What is it hitting? At what angel? What 
is the color of the light? Look while imagining that you are studying 
this to try to reproduce it. 

Watch a sunset all the way till you can see no light in the sky. 

Notice what people do with their gaze as speak. Where does their 
focus travel? Notice your own eye movements as you speak. 

Get some cray-pas, pastels, or crayons and just play with color. 
Make color that delights you. Just really revel in color and notice if 
you are affected by it. 

ASSIGNMENT: HAIKUS (from Linda Putnam) Try writing three haikus 
a day: One upon awakening, one around lunch and one at dusk (the 
cusp of day into evening). These three times of the day have 
different rhythm and moods to them. Try doing this for at least four 
days. Use the different gazes we practice in class as a starting 
point for some of them. Record your haikus in your journal. Select a 
couple to share in class. 
Haikus are: 
5 syllables (first line) 
7 syllables (second line) 
5 syllables (third line)—with allusion to nature in this line, if you 
wish. 
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Gazes: 

Mind's eve Outer eve focus 

Inside the body.inside the room 
inside the body.outside the room 
inside the body.beyond the horizon 

beyond the horizon....inside the room 
beyond the horizon.inside the body 
beyond the horizon.outside the room 

Palm your eyes at least once a day. 

EXTRA ASSIGNMENT: DEVELOPING A CHARACTER FROM NATURE; Find 
an object in nature that is interesting to you in some way. Try to 
find something that has a few different kinds of lines to it (curved, 
straight, jagged, long, short). With markers, paint, or chalk, draw 
its lines over and over on a large sheet of paper until you feel the 
rhythm in your arm and then let it move into your body. Walk out the 
lines in space. What speed does it move you to move? Put the lines 
in your body as gesture. Do you feel any emotions as you do this? 

As you bring the lines into your body as movement, let sound come 
out of it. Does it say anything? What is the texture of the sound? 
What colors do you see? Keep returning to your line drawing and 
your muscular response to it. Also, does the object have a smell? 
Do you have any associations with this? Does the object have 
textures that yield associations? 

Sculpt. Take it to three dimensions. Let the materials influence 
you. This will take you to new images, ideas, muscular responses. 

Write. Free associate, write poetry and a short story. 

Act. Build a character in three minute scene. What would this 
character's silhouette be? How would he or she walk? What would 
he or she talk about? What does he or she feel? 

This exercise, from Baker, utilizes multiple media as elements and 
tools to stimulate your creative abilities. 
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APPENDIX G 

UNIT HAND-OUT ON RIVERS AND AUTHENTIC MOVEMENT 

Rivers and Authentic Movement 

Bibliography: 

Adler, Janet. “Who Is The Witness?” Contact Quarterly. Vol XIII No. 
1 (Winter ‘87), 20-29. 

Gendlin, Eugene T. Focusing. New York: Bantam Books, 1981. 

Hall, Calvin S. and Nordby, Vernon J. A Primer in Jungian Psychology. 
New York: Mentor, 1973. 

Levy, Fran J. Dance Movement Therapy: A Healing Art. Reston, Va.: 
The American Alliance for Health, Physical Education, Recreation 
and Dance, 1988. 

Smallwood, Joan. “Dance Therapy and the Transcendent Function.” 
American Journal of Dance Movement Therapy. (Spring/Summer ‘87) 
16-23. 

Smith, Nancy Stark. “Barbara Dilley Talks About Contemplative 
Dance Intensive.” Contact Quarterly. Vol VI No 1 (Fall ‘80), 18-25. 

Whitehouse, Mary Starks. “C.G. Jung and Dance Therapy: Two Major 
Principles.” In Theoretical Approaches in Dance Movement Therapy 
Vol 1. Ed Penny Lewis Bernstein. Dubuque, Iowa: Kendall/Hunt, 
1986, 61-85. 

Whitehouse, Mary Starks. “Reflections on a Metamorphosis.” 
Impulse. (1969,70) 654-68. 

Daily Practice Suggestions: 

Clear a space and time to do movement meditation at home. Close 
your eyes and allow for an “open waiting,” a kind of listening to your 
body, an emptiness in which something can happen. Simply notice 
and follow, as you are moved to follow, any sensation, throbbing, 
sounds, surges of energy, feelings, moods, memories, impulses, 
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images and/or characters. Try not to judge or analyze. Let the 
movement take you on a journey. You may also find your movement 
may sometimes be stillness. You may sometimes find your head is 
full of noisy judgemental jabbber—what does this feel like in your 
body? Is there an impulse to move related to that feeling? Maybe 
you can follow that. 

Write or draw after moving. 

Morning pages: Try writing three pages in the morning no matter 
what. Just show up for the task and don’t worry about the content- 
three pages of chicken scratch is fine if that is what is on the menu 
that day. 

Daily Mandala: Draw a circle and fill it in with anything. Really just 
try to get into the physical act of drawing it. Draw where you are 
drawn to draw-just as in authentic movement you move where you 
are moved to move. 

Artist’s Date: Take yourself out on a date. Do something that feeds 
your soul—feeds your artist. Creativity isn’t just about outflow, it 
also involves inflow. 
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APPENDIX H 

UNIT HAND-OUT ON CHAKRAS 

CHAKRAS 1 AND 3 

Bibliography 

Judith, Anodea and Vega, Selene. The Sevenfold Journey: Reclaiming 
Mind. Body and Spirit through the Chakras. Freedom, Ca.: The 
Crossing Press, 1993. 

Do as many of the writing exercises, physical exercises and rituals 
regarding chakras one and three that you wish over the next two 
weeks. 
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APPENDIX I 

EXIT INTERVIEW QUESTIONS 

Do you identify yourself as an artist? If so, why? If not, why not? 

When comparing answers in your pre and post questionnaires, are 
there any marked differences? Any surprises? How do you account 
for that? 

What are the effects of this course? 

Which exercises did you find most beneficial? In what ways? 

Did you notice a qualitative difference in your life, in any way, this 
semester? What was the difference? How do you account for it? 

In your experience, do you believe there is a connection between 
body awareness and creativity? How do you experience it? 

Have you ever felt creatively "blocked" at any time? What helped 
you unblock? What do you do when it occurs? 

Do you think anything from this class would be helpful to you in the 
future when feeling blocked? 

How was this group process for you? Did you feel supported? 

Did it help your creative process to have a group process? In what 
ways? 

Does taking a "creative class" seem to affect how you are in more 
"academic classes"? 

Are there any exercises you hated? 

How could I better facilitate a class like this? 

Is there anything else you would like to add? 
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