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A Conversation with Bonnie Gintis and Elisabeth Osgood-Campbell

INTRODUCTION
Bonnie Gintis, a long-time Continuum teacher, and
Elisabeth Osgood-Campbell, a new member of the
Continuum Teachers Association, discuss the concept
of the ?creativity of health?below.
Elisabet h: From your perspective as a seasoned
Continuum teacher, an Osteopathic physician,
and a person living and thriving with stage 4
cancer, what does the phrase the ?creativity of
health? mean to you, and which elements of
Continuum practice support that process?
Bon n ie: All elements of Continuum practice
support health and wellness. Movement, breath,
sound, fluidity, inquiry, consciousness
exploration, curiosity, creativity, are the
foundation of health and resilience.

Bonnie Gintis and Elisabeth Osgood-Campbell at the Somatic Movement
Summit, Rhinebeck, New York. Photo by Prue Jeffries.
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In the context of Continuum, I began this
conversation about health as a creative process
with Emilie Conrad in 1996. At that time, she
thought that if she practiced enough, and dove
more deeply into Continuum that her knees,
which had been injured as a dancer in her 20's
(35-40 years prior) would regenerate, rejuvenate,
and ?be like new.? I explained to her, that healing
is not about fixing or making a damaged or
diseased body like new, as if nothing ever
happened.

H ealing is how our bodies
respond, creatively innovate,
and adapt to the challenges
we have been asked to meet.

Emilie Conrad and Bonnie Ginitis, circa 2001.
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W hether it is a head
injury, pneumonia,
cancer, overused and
injured knees, or a
paper cut, the body
finds ways to repair
the tissue that is
damaged as best it
can, and then adapts
to the new structure
and function of the
system.
~ Bonnie Gintis, D.O.

Elisabeth Osgood-Campbell in Venus Landing. Choreography by Elaine Colandrea. Photo by Kathy Cassens.
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To some extent the body has the ability to
heal and create new tissue, as in the case of
closing a cut in the skin. This is creative, in a
literal sense. Movement opens up blood flow,
oxygenation of tissues, lymphatic drainage,
removal of waste products, and promotes the
remodeling and growth of new tissues. This is
the ?creativity of health? on a biological
physiological level. There are varying degrees
of openness and ability of different people?s
bodies to repair or adapt, and within an
individual this varies at different stages of life.
Learning to live with the effects of an illness or
injury can be a dead end or a creative,
adaptive process, as in the case of Emilie?s
knees. People respond differently to trauma,
illness, and injury - some are incapacitated
and others go on to thrive.

Elisabeth Osgood-Campbell in Wondrous Earth.
Choreography by Elaine Colandrea. Photo by Phyllis McCabe.
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Elisabet h : This perspective on healing is related to
the concept of resilience, in my mind. I am fascinated
by the idea that people have different capacities to
respond to stress. As you said, there is a range of
responses to illness and injury, and in the ability to
innovate and adapt.
Bon n ie: To some extent, there is an inborn
component to how people handle stress. This might
be genetic, it might be learned, or acquired due to
circumstances, but it is ingrained from so early on in
life that I?m not sure we can identify or explain it.
There are so many other factors, like nutrition, sleep,
living in a safe environment, and the effects of early
childhood experiences. Some people who suffer
early childhood trauma find it challenging to bounce
back from injury and stress, and some go on to
thrive. It?s a mystery.

Lali Jurowsky, Lungs
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Elisabet h : I believe that the practices of
Continuum support resilience among a
variety of people, across the spectrum of
stress response. Do you want to say more
about how you see the mechanisms
involved, on a concrete or a metaphorical
level?
Bon n ie: Continuum supports resilience in
many ways. Continuum practice cultivates
discernment of perception. We learn to
differentiate between things we sense from
inside (interoception) versus outside
(exteroception) of our body. Interoceptive
practices have been shown to increase
self-awareness and resilience. When we
develop a sensory vocabulary, 3 things can
happen more effectively:

Bonnie Gintis. Photo by Prue Jeffries.
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1. Having words for what we feel opens us to new
possibilities that are options. Naming and describing
sensations opens the senses to more subtlety and
variety. But a sensory vocabulary is not just about
words. The elements of the vocabulary are
sensations. It is helpful to expand both verbal and
non-verbal sensory vocabularies. The ability to name
what we feel also feeds our creative imagination,
which is necessary for a person to be open to the
possibility that things might be different than they
are.
2. When we deepen our ability to discern all the
things we feel and we learn which are meaningful
and need attention, we can make better choices.
When people have a specific sense of what they need,
they can better self-regulate, have an increased ability
to take action, or adjust to their environments more
effectively.
3. When we can't respond to our own needs, if we can
communicate our state of need to others, we can be
more specific in asking for help. A physician or other
healthcare practitioner can respond more effectively
if you can convey more accurately what you?re
experiencing.
Elisabeth Osgood-Campbell and Rachel Evans in Courting Venus.
Choreography by Elaine Colandrea. Photo by Phyllis McCabe.
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In addition to the effects of interoceptive
practices on the individual seeking heath and
healing, there is an effect that arises from the
embodied state of the healthcare practitioner.
Doctors, nurses, and other healthcare
practitioners who develop interoceptive skills
provide more skillful care. They develop an
increased ability to listen to their patients and
interpret palpatory information on physical exam,
leading to overall improved diagnostic skills.
Healthcare providers can develop improved
boundaries, while simultaneously increasing
empathy and compassion. They increase their
ability to discern which aspects of a patient
encounter are important, and they improve their
ability to choose where to put their attention. All
of this leads to decreased burnout, and better
clinical outcomes.

David Gilbert, Remembering
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Healthcare practitioners who engage in
interoceptive practices (like Continuum) for
themselves make better choices in both caring
for themselves and others. When health care
providers value being informed by the wisdom of
the body, they tend to pass this value on to their
patients, leading to more effectively caring for
others. These practices also lead to more
resilience in the high-stress professional life of
healthcare providers. Everyone benefits from
interoceptive somatic movement practices.
Elisabet h : In terms of this interoceptive
awareness, many people find it challenging to
sense themselves from the inside because
mainstream culture does not teach us to pay
attention to or value the sensory information
from inside our bodies until we get sick or
injured. Some people come to Continuum
practice and struggle. It?s foreign to them to
self-direct their own movement practice because
they are usually dependent on the teacher to
show them what to do.

David Gilbert, Essence
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Bon n ie: Continuum is a challenging and
deeply rewarding practice. It requires
commitment. You have to show up in a
serious way. Many people don?t have the
basic skills to fully commit to such an
unstructured inquiry. Some people who
try Continuum practice struggle with the
independence and self-directed
orientation. They would prefer a class with
a teacher leading the exercises from the
front of the room. The externally-directed
clues from watching and listening to the
teacher, watching other participants,
looking in the mirror helps direct their
movement. These people would
potentially benefit from cultivating a wider
repertoire of movement possibilities, but
it is not easy for them. Cultivating the
skills to do inner-directed movement is
somewhat unique to Continuum. There
aren?t many somatic practices that are
guided by the improvisation of
interoceptive curiosity.

Elisabeth Osgood-Campbell in Venus Landing. Choreography by Elaine Colandrea.
Photo by Kathy Cassens.
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Elisabet h : In my experience as a practitioner of
dance techniques, yoga, and other codified
forms of exercise, the process of following
curiosity in Continuum has opened up a whole
new world of possibilities in movement!
Bon n ie: Continuum is the jazz of somatic
movement practices because it's improvised.
Jazz musicians may originally riff on a theme by
starting with a known song, and then let it be
totally transformed by their individual creative
improvisation. In Continuum practice we do
something similar with movement. We might
start our dive/riff by making a figure 8 motion
through and around the center of our hearts,
but the movements begin to morph as we
improvise based on our sensations and
perceptions. Like the way a jazz musician starts
with a song and improvises, Continuum
practitioners start with a dive sequence and find
spontaneous expression of variations on the
theme as they explore.

Bonnie Gintis and Elisabeth Osgood-Campbell. Photo by Prue Jeffries.
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Continuum empowers each one who
practices it by locating the authority within.
A Continuum teacher might present a
sequence of movements, breaths, and
sounds, and ask their class to, ?go do this
and tell me what happens; tell me what you
experience.? This doesn?t often happen in
other types of movement classes. When the
teacher is considered the authority, people
don?t value their own experience as much as
if they consider themselves the author of
their own experience.
Elisabet h: For me, this inner-directed
movement usually involves slowing down
enough so that more subtle sensations can
register in my awareness.
Bon n ie: One aspect of Continuum practice
involves learning to slow down and change
our tempo. Tempo change and
improvisation allow for authority within to
develop.

Bonnie Gintis and Elisabeth Osgood-Campbell. Photo by Prue Jeffries.
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The rushing that many of us struggle with in our daily
lives creates a split between our mental activity and
our body. When we rush, our thoughts project into
the future and get ahead of our body. This is why
some of us think we are accident prone or clumsy.
When we rush, we aren?t paying attention to where
our body actually is.
Continuum is not the only improvisational movement
practice. In many advanced forms of Tai Chi, Chi Gong,
and martial arts, practitioners learn to follow their chi,
and the resultant practice looks a lot like Continuum.
The spontaneous movements of a baby are another
expression of inner-directed exploration that looks
like Continuum. We can be inspired by babies, but we
can?t return to the openness of infancy. There are
other improvisational practices, such as Contact
Improvisation, improvisational dances like tango or
free dancing, or jamming with musicians, that have
some similar benefits, but not to the extent of
Continuum. The more ?form,? the less potential
benefit.

Elaine Colandrea in Unveiling Continuum. Photo by Hannah Tobias.
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In o ur culture we rarely have a chance to

explore movements based on sensory
pleasure and interoceptive curiosity without
attaching sexual significance to them.
Unpatterned movement has tremendous
creative potential if we don?t limit its
expression by judging it or making it mean
something.
Elisabet h : From your perspective, how might
unpatterned, improvisational movement
support someone?s health and well-being?
Bon n ie: Increasing the variety, capacity, and
complexity of movements, breaths, and sounds
increases our resilience, and expands the palette
of what we can utilize when facing a health or
wellbeing challenge. Having practiced breathing
and moving differently in a protected
environment, like a Continuum workshop allows
you to draw on that experience if you need to in
real life, like in a health emergency.
Elaine Colandrea in Unveiling Continuum. Photo by Hannah Tobias.
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Self-witnessing is a valuable and crucial skill in the
creativity of health. You need to know the
difference between your own experience and the
ideas about your experience that are imposed
upon you by your thinking, your teachers, doctors,
family, and the culture.
In order for there to be change, something new
needs to happen. There is tremendous value in
improvisation, as opposed to prescribed routines,
recreation, or exercises that you?ve already seen or
done. In Continuum practice, there is a moment by
moment unfolding of movement. Emilie used to
say,

?if you know what you?re doing,
pause. I f you know what?s going
to happen next, pause, and wait
for something new.?
Pausing and waiting for an impulse to proceed in a
new way gives access to possibilities that you can?t
know if you only follow what you already know. The
potential range of benefits are not there if you are
restrained by a plan and only do what is familiar.
Elaine Colandrea in Unveiling Continuum. Photo by Hannah Tobias.
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Our ideas about how we move can limit us. Our set
ideas about our bodies create a ?closed system.?
Rigidity inhibits the creativity of our system, which
like all biological systems is essentially an ?open
system.? Closed systems tend to deteriorate due to
lack of fresh responses. Movement, which is a form
of new information is a type of nutrition. An open
system provides us with opportunities for change.
Elisabet h : In Continuum practice, there is also the
key element of ?open attention.? How does that
relate to this conversation?

Bon n ie: The practice of Open Attention in
Continuum practice, for me, is a combination of
mindfulness and curiosity. We pay attention on
purpose, without judgement, with openness and
curiosity. After (or during) a movement
exploration, we choose to rest and not move
outwardly and willfully, in order to observe the
internal sensations and movements that are
always going on behind the usual state of our
awareness.
Satya Kirsch, Winter Sky
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This practice is very calming, and good for our parasympathetic nervous system, which often gets hijacked by our
sympathetic responses to this crazy modern world.
In Open Attention, we cultivate silent-felt listening and disengage from our habitual way of attending to ourselves.
We make ourselves available to more subtle underlying rhythms in our bodies, and unexpected movements from
other domains of consciousn ess can emerge when we slow down and allow ourselves to rest and listen in

this state of being.
Bonnie Gintis and Elisabeth Osgood-Campbell. Photo by Prue Jeffries.
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Elisabet h : Breath and sound are also fundamental
elements in Continuum practice. What roles do they
play in this exploration of health as a creative process?
Bon n ie: We start with the breath because it is
fundamental to life; it is a marker of the beginning of
life on land. It is portable ? it is always there. Having
constant access to our breath is a doorway to the
natural world. Our bodies are our own portable
wilderness, and the breath is what ignites us and
keeps us alive. Although there are many parameters
that can be used to mark the beginning and ending of
life, I think most people would agree that the first
breath upon exiting the womb is a significant
milestone, and that once the last breath is exhaled, a
person?s life is functionally over.
We can feel the breath, hear the breath, touch the
breath, taste and smell the breath, sometimes we can
even see the breath. It's available to so many senses.
We can feel it directly as the stream of air moves, and
indirectly as the body moves in response to its moving
presence.

Barbara Schaefer, After the Chalice and Blade #8
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Many years ago, I was co-directing a
conference for American Osteopaths and I
invited a neuroanatomist to give a 90-minute
lecture on ?The Muscles and Movements of
Breathing.? He accepted my invitation, but
called me back the next day in panic. He
realized that he would have to talk about the
entire body to cover the topic and that he
couldn?t fit it in to a 90-minute lecture. He got
it; there might be body parts more directly
responsible for specific movements in
breathing, but ultimately, the whole body
moves and changes shape with the breath.
When I teach Continuum workshops, I often
ask people to feel the change of the shape of
the space between their toes and fingers as
they inhale and exhale. At first, some of them
look at me with blank stares, but by the end of
the workshop, most people can feel it. The
sense I am talking about is not a new-agey
figment of the imagination. It's a subtle, but
distinctly material movement response
throughout the body.
Satya Kirsch, Summer Clouds
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Elisabet h : Is what you?re talking about more tangible than the exploration of cellular breathing using the creative
imagination?
Bon n ie: I know that in Body Mind Centering there is a concept of sensing cellular breathing. It is based on
something that is actually happening in the body, but at the cellular level it is not necessarily synchronized with
actual breathing. I think it?s a very valuable exploration of the creative imagination to know that our cells are
expanding, contracting, and exchanging nutrients and waste products at the level of the cell membrane, and to
drop in, drop down and try to feel that process. Our creative imagination can get us into a neighborhood that we
might not otherwise find on our own, but we have to be careful to not take everything literally.
Gisela Stromeyer, Just Like That
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Elisabet h : You?ve talked about how working
with breath is a creative process in Continuum.
How does sound relate to this theme?
Bon n ie: If you vibrate the breath, you have
sound. You can feel the vibration locally or at a
distance. Vibration moves through every tissue,
fluid, and space in the body. Vibration moves
most slowly through air, 4-5 faster through
water, and even faster through solids. It has a
profound effect on the whole body, which is
about 70% water. When we combine
awareness of breath and sound, the potential
sensory palette is vast. Our awareness of the
vibration may be as valuable as the effect of
vibration itself. The act of consciously bringing
attention to the sensory input of sound
vibration also has a beneficial effect as it helps
keep people?s attention engaged during dives.

Satya Kirsch, Impending Storm
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Elisabet h : I am thinking now about how the
shaping of the mouth and throat tissue
relates to the creativity of health.
Bon n ie: Changing the shape of the mouth,
nose, throat, and tongue in making sounds
can stir up habitual movement patterns and
postures, and open up creative possibilities,
especially when making sounds that are not
linguistically familiar.
The ?Puffed O?, for example, which is a
Continuum breath made by making the
sound of ?O? while puffing out the cheeks is
a variation of a familiar linguistic sound ("O")
combined with an unfamiliar body position
(puffed out cheeks).

Bonnie Gintis. Photo by Prue Jeffries.
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This directly affects the structure and function of the mouth, tongue, throat, jaw, and face, and indirectly affects
all the interconnected aspects of the entire body: fascia, muscles, bones, the nervous system, emotional
responses, organ function, circulation. New sensations lead to new perceptions, new thoughts, new actions, new
possibilities in living. The creativity of health has more options with which to create and innovate if we have
broadened our capacity to breath, move, sound, think, feel, sense, and imagine other ways of being.
Bonnie Gintis and Elisabeth Osgood-Campbell. Photo by Prue Jeffries.
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Elisabet h : Can you comment on the complexity
and unpredictability of the creative process?
Many people ask if they can do a dive to cure
something specific, fibromyalgia, for example,
but when you?re approaching your health
through creativity, there?s not always direct
cause and effect or an obvious linear
relationship between Continuum practice and
better health outcomes.
Bon n ie: You can?t do Continuum and expect to
achieve a particular outcome. A specific
expectation will limit the possibilities of your
practice. You need to be willing to explore, and
then the open-ended inquiry will provide a
greater likelihood of leading you to an
unexpected insight about self-care, or an
unpredictable unfolding of your body?s attempt
to creatively adapt or resolve an illness.
Practicing Continuum ?in order to _______ (fill in
the blank) keeps you confined to familiar
territory. Our brains love a balance of the
familiar (for comfort) and novelty (for creativity,)
so we need to cultivate an awareness of when
we choose safety and limit creativity.
Sarah Kilborne, Elisabeth Osgood-Campbell and Sandra Capellaro in Daughters of Asclepius.
Choreography by Elaine Colandrea. Photo by Phyllis McCabe.
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Creativity doesn?t always yield desirable results. Ask any artist or writer, and they will tell you that for every creative
endeavor there are countless first, second, third, and hundredth drafts that get discarded. The creativity of health is no
different. Sometimes the body overshoots or undershoots the mark, or tries a possibility that ends up not working.
There are so many countless variables effecting our expression of health at any moment that we need to commit to an
on-going, never-ending process of attending to our body?s adaptive healing process. There is no end to the creativity of
health in a living system. The body is a process, not an object with a static endpoint. The endpoint might be at death, but
we really just don?t know. I do know that as long as we are alive, healing cannot be ?finished.?
Lila Greene, Elisabeth Osgood-Campbell and Lauren Grady in Tree Tryst. Choreography by Elaine Colandrea. Photo by Prue Jeffries.
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Elisabet h : Talking about different breaths and
sounds potentially creating more options within the
body makes me think about fascia. How is fascia
affected by Continuum practice?
Bon n ie: The question that you are asking about
fascia applies to all tissues that are derived from a
common embryological tissue type ? mesoderm. The
term ?connective tissue? describes a family of tissues
that are composed of collagen, imbedded in ground
substance, and usually includes some other types of
cells. This category of tissues includes muscles,
bones, tendons, ligaments, scars, discs, the gauzy
(loose areolar) tissue that runs through fat.
Connective tissue surrounds every organ, every
muscle, every structure in the body.
What makes connective tissues unique is their high
water content and their ability to bind and release
water in order to change shape and density as
needed. The gel/sol phenomenon that we talk about
in Continuum is due to this mechanism.

Tamara Melcher, Budding Blue
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The octopus is the poster child for this ability. What
they can do is so dramatic because they have no
bones. A gigantic octopus can nearly liquefy its body
and crawl through tiny spaces because all its
connective tissue can bind water and enter a ?sol?
state that is extremely liquefiable and mutable.
We also talk about the ?piezoelectric phenomenon?
in Continuum practice. Whenever we bend, press,
push, pull, twist, compress, or change shape in any
way, we stimulate the body to remodel our
connective tissue to meet the demands. For
example, if you play tennis, you will be more
developed and have bigger, more dense bones on
the side of your dominant hand. This ability to
remodel to meet demands is obvious in an
asymmetrical sport like tennis, but it is happening all
the time throughout our bodies in response to the
daily demands of sitting, standing, walking, using a
jack hammer, bending over, lifting, or doing
whatever work and activities we do all day.
The inherent creative ability of the body to adapt is
always expressing itself in the ways that we
reorganize tissue, space, cells, fluids, and water to
support the demands of embodied life.
Tamara Melcher, Celestial Dimensions
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Elisabet h : We haven?t talked yet about
changing our relationship to gravity, which
is a foundational principle of Continuum.
How does changing our relationship to
gravity affect the creative process of
health, in your view?
Bon n ie: The body creates habits of tissue
support. Changing our relationship to
gravity is one of the many powerful ways
we can affect the whole body
simultaneously. It?s like ?cross-training? for
life. We can engage in multiple
orientations to gravity, such as hanging
sideways, or in an upside-down slant, in
order to perform optimally in our primary
relationship to upright gravity. Being at
novel angles to gravity increases flexibility
and spaciousness, and helps us withstand
and manage the effects of impact if and
when we fall. The ability to orient to the
unexpected challenging aspects of life is
easier if you?ve practiced with something
relatively easy, like gravity.
Tamara Melcher, Mossy Deep
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It?s not just the connective tissues of the
musculoskeletal system that respond to
changes in gravity or inversion;
everything I?m talking about in reference
to connective tissue applies to our
organs, our thoughts and emotions, our
nervous system, our circulation, all our
fluids, and more. Every aspect of
ourselves responds to movement and
gravity. Our organs are encapsulated in
sheaths of connective tissue. When we
change relationship to gravity we create
space and freedom in and around our
organs. It?s obvious when we feel a
change in a tight muscle, for example,
but it is also happening in organs whose
structure and function are harder to
sense, like the kidneys or the spleen.
Elisabet h : Can you say more about how
changing our relationship to gravity can
affect our organs and essential
functioning, for example, our lung
capacity?
Kori Tolbert and Bea Ehrsam in Tree Tryst. Photo by Prue Jeffries.
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Bon n ie: The structure and function of the body
are interrelated, and that relationship goes both
ways. The way we use our body (function)
changes its structure, its size, its shape, its
density. And the way we are shaped and
organized (structure) influences how we
function.
If you sit all day slumped over in a chair in front
of a keyboard, your body adjusts to that position
in order to support what you are asking it to do.
If your back rounds, then the contents of your
back have to change too. Your lungs become
compressed, and cannot inflate to their fullest in
this position. It?s not just the spine, ribs,
muscles, and fascia that are influenced. We
don?t want to get stuck in these ?chop wood,
carry water ? postures, because the functional
demands alter our structure on other levels.
When we lie down to go to sleep, we change our
relationship to gravity and a tremendous
amount of healing and remodeling happens. In
Continuum, we take the effects of changing our
relationship to gravity even farther by working
horizontally off the sides of chairs, and hanging
by our ankles from explore boards.
32

Melissa Forbes, Lovers II
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Although there is a specific important component of
healing that requires us to be asleep, we can at least,
invite changes of relationship to gravity to help round
out the demands of being an upright biped who
doesn?t move enough.
Body text

Mechanotransduction is a term that describes how
movement communicates and mediates change
down to the cellular and subcellular level. Movement
has been shown to change our DNA. It?s not just
about strengthening and stretching!
Elisabet h : I experience a great deal of pleasure at
times when I shift my relationship to gravity (through
inversion, for example). But I am aware that there is a
range of responses, including discomfort and
disorientation, which can be part of any creative
process including creating more health and
well-being.
Bon n ie: Our nervous system is just that ? a nervous
system. When we change relationship to gravity we
are hardwired to respond as if we are falling or in
danger. Survival instincts can create discomfort, but
hopefully we have the ability to discern what?s a real
threat from a perceived threat, and choose our
response accordingly.
Sylvain Meret in Dance Improvisation
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In order to create something new, you have to enter
the unknown, and that can trigger us. In order to be
resilient and innovate in terms of our health and
well-being, we need to practice exploring the
unknown and unpredictable in a safe environment
and then see how this serves us in our lives, where
we might find ourselves slipping on the ice, or
tripping on the stairs and having to navigate gravity.
There is always a balance between freedom and
stability. For example, many dancers have a
stronger ?standing leg? and a freer leg that they can
lift or kick higher. We need to have basic support
throughout our bodies to be able to freely move.
There can be a feeling of liberation to be in a new
relationship to gravity, as well as an anxiety
response. Continuum practice invites us to explore
the discomfort and discern novelty from threat.
Emilie?s concept of fluid strength pointed to an
important aspect of the origin of stability. Fluid
strength, rather than rigid strength unites freedom
and stability into the whole simultaneously. This is
central to the creativity of health and all of life.
Sylvain Meret in Waterproof Live

34

34

35

This is true in all aspects of life. If we are jazz
musicians, a strong music background can enable us
to wildly improvise and not get lost in chaotic
cacophony. If we have a stable home, it might allow
us to be more adventurous in our travels. If we have
global fluid strength, we can move wildly and not get
hurt.

Elisabeth Osgood-Campbell & Nicole Faustini in Tree Tryst. Photo by Prue Jeffries.

Elisabet h : Fluid strength is such a transformative
concept in Continuum, in my experience. After many
years of feeling sickly and fatigued, I was amazed by
the sense of power and energy that came through
the process of changing my relationship to gravity. It
was deeply empowering for me physically and
mentally. I realized that I can be something more
than just a ?biped human.? A bank of evolutionary
possibilities opened up, expanding my self-concept,
which in turn, profoundly affects my health and
well-being. My kinesthetic experience of increased
strength and vitality required me to alter my views of
myself and what I was capable of. What are your
thoughts about how tissue changes relate to changes
in thought patterns and consciousness?

Body text
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Bon n ie: I think everyone who practices Continuum
experiences this ? breaking through some
limitation they thought was fixed that turned out
not to be. Their relationship to their limitation or
problem changed, or they discovered how to
creatively compensate and work around it. This
kind of paradigm shift of our self-image doesn?t
happen in an aerobics class.
Elisabet h: This makes me think about the ?top
down? versus ?bottom up? processing that people
in the field of neuroscience talk about ? whether
our ?higher order ? thinking shapes our sensory
experience, or vice versa. The dominant paradigm
says that our ideas create reality, but in my
experience, the kinesthetic experience of increased
strength and vitality in my connective tissue
required me to alter my views of myself and what I
was capable of. What are your thoughts about how
tissue changes relate to changes in thought
patterns/consciousness?
Niki Berg, Markings - River of Ancestors
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Bon n ie: The popular model in our culture of the
Body-Mind/Mind-Body connection, or in
neuroscience of ?top down/bottom up? processing is
an acceptable model in some ways, but it doesn?t
represent the totality of the process. It is quite
two-dimensional and linear. Most information
originates in the body and sends signals ?up? to the
central nervous system and we experience mental
activity. That allows us to cognitively respond to what
is happening in our bodies. And the opposite can
happen too; We can have a mental process that
filters ?down? and influences our bodies. We can get
trapped in categorizing our experience into this
model and limit the possibilities.

Continuum practice can influence and shift the
whole system, multi-dimensionally, simultaneously.
Any change in one part impacts the whole structure.
The whole is capable of simultaneously creating a
real paradigm shift. That?s what is so creative about
this practice. The permission we have to lie still, go
into open attention, and feel the effect on the whole
is RADICAL!

Ashima Kahrs. Photo by Prue Jeffries.
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Elisabet h: As we feel the totality of ourselves, I
think we eventually begin to also sense the totality
of the field that we operate in ? our relationships
with other people and with the natural world.
Bon n ie: The nature of Continuum leads us to a
way of being with ourselves and others, and
creates more inter-relational health. When we
observe our own experience, we experience our
self as ?other.? This leads to better self-regulatory
function, self-compassion, and improved
inter-relational functioning with others. Increasing
our own ability to witness improves our resiliency
and overall functioning in life.
Separation is artificial, but you need to differentiate
in order to link so-called parts into a connected
whole. We love to talk about things as being
separate, such as ?cranial? or ?fascial? or ?self,? but
everything is intimately interconnected. This is
beautifully elaborated by Dan Siegel in his theory
of interpersonal neurobiology.
Joy Brown, In a Dream & Earth, Water, Sky
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The word ?anatomy? comes from the Greek word
that means, ?to cut up.? We learn a lot when we
study the pieces, but if we don?t put the parts
back together into an integrated whole, the
system is limited. It?s convenient to talk about
body parts and systems, but the body doesn?t
know that it is divided up that way. We have to
remember to bring the parts back to the whole.
This applies to the inter-relational aspect of
Continuum practice, as well as being in the world.
If we understand both the difference between
ourselves, others, and our environment, and our
interconnectedness, then we have a better
chance of living in a wholesome world.
Lila Greene, Elisabeth Osgood-Campbell, Nicole Faustini in Tree Tryst. Photo by Prue Jeffries.
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Elisabet h : It?s fascinating to talk about this in
theoretical terms, but you actually lived this
creative process of health. How have the
practices of Continuum specifically supported
you in facing the terminal diagnosis of stage 4
breast cancer?
Bon n ie: I quoted Emilie in an essay I wrote
entitled, The Continuum of Uncertainty,
Body text

"Being confronted with the
impossible makes us ask
unexpected questions."
Facing a terminal illness, I began to ask
unexpected questions, and here I am, 10 years
later, still asking questions, and listening. I still
have cancer, and I am quite alive and thriving.

Satya Kirsch, Untitled

40

40

41

I was diagnosed with metastatic breast cancer in
2009. I had a normal mammogram a few months
earlier, so I did not suspect breast cancer until I
had developed severe pain and swelling over my
sternum and several ribs. A biopsy of my sternum,
which had ballooned into the size of a small
grapefruit, revealed breast cancer. Breast cancer
had spread to my bones: sternum, ribs, clavicle,
shoulder blades, and pelvis. My sternum, which
had become as thin as an eggshell from the tumor
expanding inside the marrow space of the bone,
fractured after the biopsy. The metastasizing
tumors were painful on their own, but now, in
addition, I had the pain of the fracture. I figured
out how to breathe without moving my sternum
or the upper ribs on my right side. This enabled
me to rest as I began to heal and adapt to living
with cancer.

W ithout my years of
Continuum practice, I don?t
know if I could have managed
this ordeal.
Bonnie Gintis. Photo by Prue Jeffries.
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The imperative of my cancer diagnosis led me
to deeply understand that I need and want to
move because I love to be a living, moving
being. Cancer is the most difficult and
complicated relationship that I have ever had.
Living in relationship to health and cancer, as
opposed to creating an adversarial relationship
with a disease, has allowed me to express my
nature, which is movement. Healing is not
about self-improvement or eradicating what?s
wrong; It is about self-expression of my nature,
which is movement. It is the creativity of health,
whose expression is amplified by my practice of
Continuum that has allowed me to thrive and
live into a life that is beyond anyone?s
expectations.

Body text

Elisabet h: What a profound gift these practices
are! Thank you for sharing your personal
experience, and your professional expertise,
through this dynamic dialogue with me.

Bonnie Gintis. Photo by Prue Jeffries.
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Bonnie Gintis & Elisabeth Osgood-Campbell Biographies
Bonnie Gintis, D.O. is an Osteopathic physician, Continuum teacher, and
mindfulness meditation instructor. She synthesized her innovative
approach to transformative self-care through more than 20 years of study
and teaching with Emilie Conrad, 30 years of osteopathic practice, and 40
years of meditation. She retired from private practice in 2009 and now
devotes herself to teaching, writing, and exploring new ways to foster
health and well-being. She is the author of Engaging the Movement of
Life: Exploring Health and Embodiment Through Osteopathy and Continuum.
For more information: w w w.bon n iegin t is.com

Elisabeth Osgood-Campbell, an expressive arts therapist, dancer,
educator, and researcher, cherishes the Body as an on-going, creative
process. As a member of the Tamalpa Institute faculty and the Continuum
Teachers Association, she facilitates embodied awareness practices for
groups and individuals in Boston and New York. After serving on the
Board of Directors of ISMETA for 9 years, Elisabeth currently acts as
Co-Chair of its Research and Publications Committee and presents
internationally on somatic movement therapy and education.
For more information: w w w.elisabet h osgood.com
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" Healt h is abou t t h e f u ll expr ession of lif e, w h ich is m ovem en t ."
" On so m an y levels, I am con vin ced m y pr act ice of Con t in u u m is w h at h as allow ed m e t o live
f or 10 year s w it h a f air ly advan ced level can cer diagn osis."
Wat er m ar k Ar t s (5.40 m in .)
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Wh et h er pr epar in g f or ch ildbir t h , or r ecover in g f r om su r ger y, Elisabet h Osgood-Cam pbell on t h e ben ef it s
of Con t in u u m . A lif e-lon g edu cat or , sh e h olds a vision f or w eavin g som at ic pr act ices in t o pu blic edu cat ion .
Wat er m ar k Ar t s (4.41 m in .)
46

46

47

Con t in u u m t each er an d bodyw or k er Val Leof f ler discu sses a cr eat ive appr oach t o
h ealin g in h er w or k w it h clien t s, as w ell as in h er ow n r ecover y f r om a br ain t u m or .
Wat er m ar k Ar t s (6.08 m in .)
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As a you n g w om an in 1971, Ash im a Kah r s h ad a st r oke. In 2006, decades af t er t h is m ajor n eu r ological
even t , t h e som at ic pr act ice of Con t in u u m en t er ed h er lif e an d open ed t h e w ay t o n ew levels of r ecover y.
Wat er m ar k Ar t s (4 m in .)
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Th e "ar t ist r y of h ealin g" in spir es Con t in u u m t each er , bodyw or ker an d
dan cer M egan Bat h or y-Peeler .
Wat er m ar k Ar t s (3.47 m in .)
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Fr om Dar f u r , Kosovo, an d Hait i t o h er clin ic in New M exico, h u m an r igh t s psych ot h er apist Am ber
Elizabet h Gr ay blen ds dan ce t h er apy an d Con t in u u m in h er r ecover y w or k w it h r ef u gees.
" Ever y h u m an bein g deser ves t h e r igh t t o in h abit h is or h er body in t h e w ay t h ey ch oose."
Wat er m ar k Ar t s (4.53 m in .)
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Pr act icin g Con t in u u m h as allow ed Con t in u u m t each er Kor i Tolber t t o keep
"gr ow in g an d expan din g in br eat h - som et h in g u n h ear d of w it h cyst ic f ibr osis."
Wat er m ar k Ar t s (6 m in .)
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In w or ds an d m ovem en t , Elain e Colan dr ea on h ow Con t in u u m h elps h er "m eet t h e m om en t t o m om en t
u n f oldin g of lif e," an essen t ial sk ill f or m eet in g t h e ch allen ges of t h is f ast paced, of t en over w h elm in g,
w or ld of opt ion s.
Wat er m ar k Ar t s (4 m in .)
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Tree Tryst par t n er ed Con t in u u m m over s w it h a gr ove of pin e t r ees
at t h e Om ega In st it u t e in Rh in ebeck NY, Ju ly 4, 2019.
Per f or m er s: Bea Eh r sam , Nicole Fau st in i, M elan ie Gam bin o, Lau r en Gr ady, Lila Gr een e,
M er edit h Joh n son , Elisabet h Osgood-Cam pbell, Ror i Sm it h , an d Kor i Tolber t
Ch or eogr aph y by Elain e Colan dr ea
Film an d Video by Pr u e Jef f r ies
Or igin al M u sic by M or en a Bosch et t o
Wat er m ar k Ar t s (6.5 m in .)
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Our Story
Inspired by Prue Jeffries?nature photographs from around our planet,
the Moving Arts Cards awareness practices are drawn from Elaine
Colandrea?s years of teaching Continuum. The intention is to create an
artful home practice that extends a class/workshop experience.
The first edition is a set of 36 living art experience cards wrapped in a
silver organza bag that you can take with you anywhere.
Your Moving Art Cards order is a donation to support Watermark Arts.

~ Elain e Colan dr ea & Pr u e Jef f r ies
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Or der you r copy h er e:

A M oving I nquiry: T he Art of Personal Practice
by Bet h Pet t en gill Riley an d Pr iscilla St an t on Au ch in closs
Is it possible to remain connected to the wholeness of embodied experience, as modern life becomes increasingly
disembodied, fragmented and fast-moving? Many people hunger for a meaningful movement practice, but struggle to
find it. The movement practice offered in this book is an inquiry into the nature of human flourishing. Our lives are
made of movements, and bringing an organizing consciousness to our moment-by-moment experience opens a flow of
intelligence from the natural world through our senses and tissues. Instead of living ?on the surface,? we can know
ourselves as part of nature?s body, connected to nature?s life force. This book is a guide to establishing a personal
movement practice that can serve as the foundation of daily life, with the body itself as teacher.
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Wat er m ar k Ar t s is en vision in g an d ch an gin g t h e w or ld t h r ou gh som at ically-in spir ed ar t .
If you are inspired to make a f u lly t ax-dedu ct ible don at ion
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