-
=0

[

[H0

‘ 2 9 ¢ -
LX) ) 75 5% 214
DANCERS' CAREER DEVELOPMENT CENTER

201 4 (M)HEEFE+XEHE IH| H=ZX|S
FHO' 0;||I:II- ol m Aléﬂ!

Preventlon of Dancing Injury and Education System

Ol Mt MMBEEAJHEHS 20143 L2t =
SEFAEM8H £ FMEAS] 2t UE =M, HE,
= & LICH

2014.9. 17 Wed 3pm
CHetZE ofl=7felf 35 CiI=XsE

www.dcdcenter.or.kr



D20 O U WS AH

Prevention of Dancing Injury and Education System

Aol S8 | (NUZTETAIZIE SYJOIAL

QUALZ  HIXL | (M) HRRE+KIBME O|AR
F AN USE | 2SR HEY
Session I
xhs B

WRl | 280lo| KA §I0IIt Ry B

Dance Injury Mechanism and Prevention

O] | HEQlut TMR29|, £E2Iet M2, O|ZEES el Hy
LS T8 il oflef Azl FHE

Psychological Approach in Prevention of Dancing Injury

0 3 | Al 0| 2RAR| HD 2RINISNZEATIIR] 43

ZRY O| ZEH

sl FE el ol — bk HAH
Prevention of Dance Injuries - A General Approach

2|9t X|2 Dr. Liane Simmel, Germany | QJSiEIAL 220Jst M2 “Fit for Dance” 22|4 &1,

2 v | 28420 Wt 5iE| m|2EH
Stress Fracture of the Foot and Lower Leg in Ballet Dancers

0llo]o[x| 5|20[A| Dr. Eiichi Hiraishi, Japan | &2/} Mz0|, FE0et T2, =3 0ijofr SeEE Felut upy, =

Session 1
A HSH
EE Tt | et xiEt Eafjo|u
128 | (HH2REAXIYIME] THE E2fo|
OIRE | CfstsERo|Es| AREN
HIH | (PHE22LX|ME XHE Eafo|
*EEXS MIE ARRIS ZistArsiol wt HS0| 4 QLIC
2 =5 2o
’ E—EWI%I',-_#%E’— » ' UEYY 2 ¥y 02.720.6202
P Ministry of Culture, Sports and Tourism Arts Council Korea



Greeting

S IPNE= PN =

A Gl HiFE Sdgks & AR SR sl 2712EE she Bt wayth. FEelladl st
AAIAR] AE} Bio] ol s Al ke Alel A Als /A SR, whebA] | ojof ARl ot A= R

of majo] W aghc

o2 §1to] (ARG A M A] (F-EAHNO] ol W G| Zelyoleks Fg Ao Hagh FAlR HEALS
A ) 2 7o) ket
Ol Hlt= MAPZRESXJHEC 20144 YARNEZ, HAHSLEASMEH L ML 22 THE SH, HE, tHEE

(A=Al Al = el s, sdgks, A4

Gk B R SEEe] glom, FA 5 WA A

AR ALY, 8ore] S| A0 AR B AUT A1Y 5 TR AR Bo) F8e] 858 918 st
et

A GRS WS ALZEAY WA Lol Al 2ok Xu ubd (5)), oflo]o]x] sletol Al whARd (el e upmAl
9ol 71700] HAIS S1F-AL o] el WAPE L o] 8 HpAlY | EES WolFAl 119kekd, ol91F, ol ada FUHY
1231 Aol FolaiEAl: BE B FHOR GASHUT, EE, () ART-§AE] e elol 49
A OISR O) AR AlolE 18] PARPIE A e 1A QS S

050] AEA o] HB40] BAFO R Q15 7] LB vlelo] HAShHA FB4RAIS] A AR 4+ ol WAIAo]
51 AE 2] SAuRlo] AIEl Aot 51715 7|t () ARG Qe 5§ Qhalat BAIS Sl )
lo] teetahzi et
AR

2014. 9. 17

() ARIEL=2| A ANE] o] AFAF
o 4



2014 (M) HME2FS+XIEWE M| HZX|H
BR2AKHO| o|et L WS A|AE

Prevention of Dancing Injury and Education System



IIIII1|I:::I\
b

‘lllllllll“
)
‘lllllllll“

sxe Eeessx | ueel 2014 @
i nnﬂ“

""ﬂ"m“

ﬂﬂmﬂuu

Junumnnng|

A

ez, f&ﬁ 'EE@ TSZPEP%%HI,EQ,HHE%
TFEF Y

W E g2

Dance Injury Mechanism and Prevention

OIZEH 2% | olzeEEelniole
Hajoln 20| R0l TR
KU ot xi2o)

E=EC RN

Kyung Tai Lee, M.D.

Orthopedist, Dance Medicine Specialist, Head Doctor of Korean National Ballet,
Consulting Doctor of Universal Ballet

s
o

Sk
=

LIC}.



DANCERS'
CARE

DEVELOPMENT
@CENTER

(HZRE xI2E]

ol 79 E

HIZI s

59|t X

DO RO|st X
—

A

i,

Ol BT WEEREATAMELS 201413 RNER) M) BE PSRRI LR KL 2| 5§ % AbEISN ST E 2

82 AAE o83t obgthEe Fdslof sk clEel”] ‘ﬂ130ﬂ E} oflzof wls)
ool HIm=rp vl 452 Ao A Q. HEead Fiolas ole e A
A S SEsof sk 2ttoll A g Eo] k. el HﬂXPE =] 53
A 5] Rt R REE AP FERRA 9] o] FAFOR Qlsl BRolR Qb
7o) AE A HRAAL, AA WL TV ARelA} G0 2lofslal Sl AdE: 787t
B9 HE R JOH iz, vk AR 7P =3leks 4ok sol Al

goEo] Sael Aol BolA Hofueld, ofwl WSl
G717 AP 8L S el ARMES S ofe] /b 201% Zolok B
ARFE] 4t BE 83 2 stelul Bhee) o 7pIE wEsiol ks sk
1AL AT 2 talentE W], o]7]412] Flehs A WE ARISIA ks ojult
ob]31 GOHS B & oF thelrh, 2] G2 ol35t o] st 5 ellHial

SaskaL, npAEk Al AR IEH 0] AekeE, S S5t o] Y85 St
Al s AEHolekals Jitt, of TollA 7|9t v‘?i*éﬁ APl 245H?) ofetar et
ofie H A Al gRlo] gal IS7sto] 2548l lngo] H gt a0t
wpeba] Aok AshE BEA] 0b7] QleiAl e 2 A Ttk o] FlHETE Fa3k Al AL
Ao}, o], A o= ofte] wAo] 7hsst 91/ 2 Aok sk, 415t
A Bot 8 FARE 599488 85k 52F, = developett grand battement
T2 s Ael® dss A9 A Ho, Tear, Ao o ¢ 9l Y
61: 840l ARk AR 2] F8TEEe] w85 AZbsiof o Adsie) o

fadld], 2] o] F-8p50] L SRS Bk Al ofF] nim|gk Al 2
AP 82 m S Ve 22 @sAlae] vdEE ARl 5

g

SRed], R AlpSel Hlal A SRS BRI, B ]2 Ao F B
Alo] e o] Aidolch, S-2]0] AR Th S B HR, 1 o] Fvie]
FE PBAYOR, WEA] o} FHAR 5 Fgo] BHIAAok St o] P 7
o] Sl 2 o1 o} 4B A WHESTA 1 Pg i, 5 454

IRbE: oA} S 2 Al
TAE o =], WS A7IE A Tl ﬁo}ﬂ]% ]g\_ g = ELI.'__J %!J,}Z]

ol
© o s Hlot, PEEE Ashs B8 thA ohs 583 5] 915

2 794 -
A AbAlof 7] A0l ZEdH o] ol Aok Etolut 28] 9 Aotz g
7al7k Atste ool gt

2014 (M HEFEXHHH =5 HEXY

= & LICH



0| XHI

06/07

IR, ofEl AEHAL o] ok 317 ulelshA] AEd| o] Faska L8 4EE Fashhe AL B F§4Eo|

SABIAL AL QUA|TE FAF 07 Eelo] Ffof T 25> I FIRIAIE of= T8 AR WA Ytk o] F fleliA=
A screemng testE BallA] w219] ey} TETE O] BEAJS Tlofel= slo] SAloltt, & U= of | B2 {-<dsi
o]t H.oj 40}7\] Saf| 2helz),) U EEL Sl 2 HAlg A o] up S A uf) £ Bolsl, | vl 2 wkEo] ofsf| | 3]
= o 298l 554 ol I S A2l Qs wtetsiA stofof sk Zlofut. e, ol B siA -8
SEo] MY mid Ei= | A0 714 0 &2 uhasl|A] kS B4l H.9]0] AEY A (o] AEH A RANE A ASlE il
4= Q7] witol] 24 OHH alfof Frhat mid vid 2pale] oFst 18-S TR LEAER-E0] RIS AAISH Hi=
7ol

7l F-8E oA & xR o F8E0] WS W npx] X730t oA | o}l o] F8ga= S| A sl

A
O] Frgsol Lt Sh= 218 T U] Hirk, HEE A A ofaba] 8-S Slelsit) = F84E0] A0S B i
0] flo] wol WolA A vt diFtoltt, F-845o] -850l S Hlofuei, A sxoll High
M) B R 28 R D EEY) 20 14 B AREZ) MYFoR LB MREL B A M H X2 9 Et TE =

) ot7| $lst AXI=A

-85 A ot RAFORRE £2 1S HalYokelal, S 0 R M O] RS 50| S Hotof gl 3

=, I =2 /Liliﬂolah— Sh= A2 A7 T ol sk ek P El=71? oW, grand battement,

develope 7= g2to] & B|H E|=71? ARIES He 4ES YR Ausl7|E 2 SATI. mebA], ofd F&

AAdo] F-8-2 9] & sgof|7| o] AL F-E8slrlo F2 AR RS AL 5T ek o7& sk At

A7) R i ek o8 def QISR A5 2501 Qlojop & Aot} F-8-5 wfeh#| o & Fstal §-8-2 23] Alg)
Sh= AAE Felshs AFEES ol gt AlAl e tigt Aelgt ofsfief 2 271 2 7|ef A5k ARete] thsfiA] ul-- £=51gh

A A1 281 Qlofof gt

durH o g = ’ﬂiﬂ% —'nj%i—, o L]"l“oi/\i 719k 55A, AR Ble], PG, £, tE 9 5t

7l W7l 160-170cm Fm=rk Agsp] Eetl, 7652 715 AR a7 2 & 4= 7] mioll AR A<l
8elo] 3| ==, 53] Alele shEol driihs o AR7RL ok wasa Wol 2 At ofd Aol ¢

g Ajo] QM| wl=tl, AARs o] 8] - e ARRMA] oF 292 o SAR I AR s =L, =
7 =577 30kg ool Eof Ae] A ARt FAE Alutof o d s o] EH|= 7o) ARt A| Eof it
A, B THke] AR HERD S dado] B9e do=HA duitks o AR A1QIR| 9] RS BsHA HaL,

FN

oZi

Dancers' Career Development Center International Symposium 2014



DANCERS'
CARE

DEVELOPMENT
@CENTER

(FHREo2A x|2IHE

H2RE4 XAl

5] Hasihel, QTR A 50] anlS AWt A% A4 Ht

A7 Aol WA A5 5, 3 3 0 Sl S0 Lol o IoF i, WA A 8o 2ok

Saxis) S BN T3 FRT st T ool vk A 51 sEo, 78450 Eelt 3o u)7h ohy
4] eherh. 1ol A 3 il of FA 4ol HH1A) Solok ofe] vl Tk S 3 4 G, ol
& el 8 = A o] Holck nhx] Wolh & B uiz Wole] “4e] A Aoz A Qo] HEw 24| A 9l
e1okSHE SO, b 2] 14 ko] s SA50 e, WA 9% 5, ol 204 S8 A eurve)
o} 4] 250l HRUAEE 12, el 2ol & olgtl sl lolof s, £59] S40] b oo S
Q1 olok st 9 S 3 IS A AR ALE 1A 512l ol koo 8, B, Sleferd
olcle] fetgo] oA BAHE 2 A5efof sfol, HH0.2 sjele] 250l EEol el

::‘,

Jrole] Zgolis st vhgolut 2xdo] Fask Hek. % turn-—out(d okPE)E dliok sk Wellut Arhr-golq
O MNE ILEE 2R B 2O GHRARR NS ZH 2 8 TLM K FMRRRLIG R BHEH Y = S ST

ole TS| frolsliof -8 AlE WAl QAL 585 2 gk = QA

e ShEE AZshe A B J3s] Sagtd], 53] tiEite] ok, 5 ol vt A vl 831 9411/]—”?1
ojAlo] FAIZE A= AAEAE 7H Aol -85 sA| E uiE EA4o] BAYsl| wiolut, sEgolut FER] S|
o| Efo|EsPH i OMOH "éf’ = A 3jE]e] & FHIR ol £ l% Fop7| wiZeltt, W2 AAIE 7ol & S0
RS ERS] Sl e SRt S Bl 25l S AdRke AAl Jehe A9 SR, o] FRE A 4l
ol 43| SasiA OHXLE ol A7 wEH A ZAVE sl Felolutk. T1]al o] FEe] e Y ARl

o, HEL skEe] o] v EEshd vlzel OPEDPEOI AdE 4 Q7] wieldt, mebd ol WAt 9
THARREE & uls 59] A2 AR ol8vhs L sliok At & AT ES oV WA HR] S 5o viEsHA|
JF o] All jbdo] HIeg sl Alhae %ol vl S5 F o] 3l glo] All Zlo] A= ilea Eolehs i A

0 9.
= oIHA a5 skl A AeES S vk E%%Xiﬁ“’ o7z 5= 37| Wlzelth, #8552 Thera—

bandebil Sk= AL o] 851U 2R A|3ke] 1L L8 o] 8517 Hr},

)

FE2f XHEr LX|ofl chet M|

M} P8-S AFOR SHe sPIEe] okt ARALS LS uf g §oiZ
LI LS, 1 ), b 5 RGOS, Sl SR Sk OIASa1o] Aol e, ik S S| ofnr)
31 BHA 1 4IRFEE AJSHA 8-S TNk ek ek s A1) R8RS ofalehA] Fshs T T wi, Fgole
oS o} Rg47) of @ skl W) ThA| RgWgo R HIet 4 oz A 7k S ) Qlrka et o ARl

2014 (W)HSRELTISHIE FH| HEX|R



0| XHI

05/09

O 7 ofg] Fg-8olE AUaL, AR o A7kt Sl 4] ' uf F8ARES Sotolu B AHA] ol AAIEHAl A9 o7 &
o] " Q=T O | F8E 2 A RS 4 Qo] FEER YAPHA 5\—6}—['9“&‘91‘/} 2RE He-zo] A7 1AIA|
ek 555 U A43] sljofk 5HA] bt Sk AZte] =rf CLeEfjoR & T S
] G oS 7HE AR Ao At 2R L8 TRO] QR
4 87 o] Bloll 2k W, L o] ol Al
Ot XHﬁEEﬂ | 1 O] s = 4= QIAINE, 7L ‘?z“"ﬂ %Cﬂ U ASE V)Eolu - AES YAEe] Holwr = 4dA
SR B8 05 A OHA] s ofkegto] A=A = Zlo]
] UH%O]EP 43«] W= Az YA E’J@R—i‘ﬂ et E o R we MHE S| HQle, olEHW, dnk A A
o A7 A, s=0] Aol FUE| A FAe] 7telA S|4 9] AL =ol7] I3k dt7E mi- A = A 7
gYelo] 50 & 7197] fIRt At o] %Ol SHSHA| ZIegE| =], FA 8l 85 AL Qs AE A9
7 &2 W2l PNF(Proprioceptive Neuromuscular Fasciculation)3Hol2tel7} 7] A=& o8
5 9" Russsian stimulation 52| 44 -so] Z17lolc}, ofd Wio] = F8ote 232 4= Qlar A ef=rol A=

_|>i
<
N
i o
\-H
‘é
T
é
E
2x i
N
o &
HE
ro
.
N
0
2
r_E Jlm

[‘

W) SRR H LU TR T HE BT ARLY RFR L A0 02 =N, BT, WES 3

:w 7} i HGUEE Fageo] o] gt QA% Bold | & o AAHel Raptele} AgEaloly Alasle] w9l

8 © 99 7802 LIS RN Sr Y Ao HA, 4 WS S, FEEol Rl s
?4741 S, ole] Aze] BiAe RS TN, F840] o] YR AV FALS Slok el 497} chit
T S N P A P R S
o] glo] ekt A 9L 4 §17] whitolct

o

rOru

OpAuko g %JA-’FEOI 88 2k sl thfieoA o] gEo] f71- 08 o]fo|Kof g}, QFErIe] AFAo|L) 58 o]
PdElofof slar F8<e] AA R0 SEEo] hAE|oJof Bl Zrgolu o) FO] Egg Al HE0] FobA ok
shY | Egh KRS Hefsh= A8 medical system@] FAE o) HaE|ojof & A 0 & Azsict

Dancers' Career Development Center International Symposium 2014



DANCERS'
CAREER

Q‘EVELOPMENT
&C

(HH2LE4 xIRef

Dance Injury Mechanism and Prevention

Kyung Tai Lee, M.D.
Orthopedist, Dance Medicine Specialist, Head Doctor of Korean National Ballet, Consulting Doctor of Universal Ballet

Dancing is a form of art in which one’s body is used to express beauty. For this reason, it is known for its extremely high
frequency of injuries compared to other art forms. Dancers always feel a sense of anxiety since an injury while dancing
may end their dancing career. Some well-known choreographers began choreographing after they got injured as dancers.
These choreographers include Maurice Bejart and Gong Ok-Jin from Korea. Some celebrities, including a celebrity who
serves as an MC on a television program, were previously dancers who gave up on their dream because of an injury and

took up a different path.

In what ways and how can dancers free themselves from the fear of injuries and wounds? People whose job is a dancer need
to satisfy several conditions. To become a good dancer, one needs to meet certain conditions, including the following: First,
one needs to have talent. Here, ‘talent” does not have the usual meaning that is generally understood by the public. It refers
to artistic talent, which means to respond naturally to music and to fully understand and embody works of art. Second,
one needs to be flexible by nature. In other words, it is important for a dancer’s joints to be smooth, thus allowing many
OF HAH= RS Smere T Shbtir 20 & BE&bmife Lbobidancar s ibHAVE ron EHGRIEE SucH & By hSagmblin Eeteitd £ S SELICH
that strengthens joint muscles. From among these factors, talent and flexibility are highly inborn capabilities. Strengthening
muscles is the only factor that can be achieved through effort. As such, it is critical to be born with the ‘right genes’ to
prevent injury. Dancers are also required to effectively develop flexibility, a factor that can be slightly improved through
effort. There are cases where dancers who are not flexible get injured while engaging in movements that suddenly require
flexibility. Examples include ‘develope’ and ‘grand battement’. The only factor that can be developed as an acquired talent
is strong muscles. Strong muscles are a means of injury prevention that dancers should place importance on. However,
dancers in Korea don’t regard strong muscles as an important factor. Dancing actually requires as much exercising as that
required from professional soccer players and other professional athletes. However, dancers do not demonstrate as much
interest as professional athletes in training muscles and developing strength. Once a dancer becomes injured even once,
the injury weakens surrounding muscles. The dancer should start dancing again only after full recovery. However, it is
doubtful how much dancers are fully aware of this fact and are putting it into practice. In the wintertime, baseball players,
soccer players, and professionals of other such sports participate in various winter training exercises because it is the off-
season for them. They spend much time developing physical endurance and muscle strength. In other words, they further
strengthen their basic physical fitness levels so that they can perform effectively during actual games. The same applies to
dancers in that dancers need to strengthen their muscles and flexibility through basic stretching exercises on a regular basis

in order to dance well and to prevent injury.
Then what kind of stretching is needed? Many dancers are aware that it is important to stretch and to strengthen their

muscles, but only a few of them know, in detail, what kind of exercise is needed to this end. What needs to be done first

is for dancers to receive a screening test to ascertain the characteristics of their joints and joint muscles. In other words,

2014 () HESGLTSHIE 2| HEX|
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dancers need to receive assistance from professionals in identifying various characteristics, such as the parts of their body
that are flexible or not flexible, their tendency of becoming unstable when they have their feet up because their ankles get
easily sprained, weakness in the outer part of their ankles, and unstableness when they turn. After their characteristics are
ascertained, the dancers would participate in a program that would involve stretching a specific part of the body repeatedly
either on a daily basis or every few days (this stretching should be done carefully as it can cause an injury if not done

properly) and strengthening weak muscles on a daily basis.

Most dancers who do not get hurt easily have ankles that are like “white pebbles”. By just looking at such ankles, one can
easily know that the owner of the ankles is a highly skilled dancer. In contrast, dancers who repeatedly discontinue dancing
because they frequently become injured mostly lack muscle strength. For dancers to distance themselves from concerns of
injury, they need to gain considerable knowledge about their respective body and also develop great interest in new ways of

stretching and exercising that strengthens muscles.

r
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]

Physical conditions that need to be met for skilled dancing

As mentioned above, good dancing requires innate physical capabilities and training of the muscles, etc. to strengthen
them. Then what are good physical conditions? Is being physically flexible enough? Or does one have to be good at such
movements as ‘grand battement’ and ‘develope’? Westerners prefer to handle everything in an analytical way. As such, for
a dance teacher to say something like, “This student has good physical conditions for dancing,” he/she needs to have his/her
own grounds for making this comment or widely-recognized grounds. People who take a scientific approach to dancing and
manage the body, which is a direct means of dancing, need to develop a precise understanding of these physical conditions

and have very clear knowledge about good conditions and other various matters.

The human body is generally divided into such factors as height, weight, upper body, spine, hip joint, knee, thigh and lower

leg, ankle, and feet.

A desirable height for a dancer would be around 160 to 170 centimeters. Since one’s height cannot be artificially adjusted,
innate factors become important. Students, who are at an age where they are continuously growing, are very curious to
know how much more they will grow. There is a certain rule in this regard. First, female dancers’ physical frame will
continue to grow (they will grow in height) for around two years after their first menstrual period. The first menstrual
period begins mostly when one weighs more than 30 kilograms and the weight of one’s fat reaches a certain level, resulting

in the production of female hormone. Second, how much one will grow more is determined by taking an X-ray of the
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growth plate of her wrists and pelvis. If needed, a decision is made on whether to receive medical treatment, such as growth

hormone injections.

The spine can be divided into the cervical spine and the lumbar. The spine is an extremely important anatomical structure
that forms the axis of dancers’ movements. The spine has to be in the right position for dancers to achieve balance or
symmetrical beauty. This center of gravity must not shift even during turns to allow several highly-advanced turns. What
enables this is the spine. For a top to spin well, the center has to be in a straight, vertical position. Likewise, one’s spine
needs to be in an upright position. As such, the physical conditions of the spine are extremely significant. There needs to
be a curve in the cervical spine or the neck, thus ensuring comfort in the neck muscles. Also, the surrounding muscles need
to be relaxed. Depending on the dance’s characteristics, the neck should be aesthetically long. As in the case of the neck,
the spine should be appropriately curved to ensure comfort in the spine muscles. Second, there needs to be flexibility in the
back joints for good adjustment to movements. Also, one needs to be born with strong spine muscles.

Ol Hlt= MAPZRESNJHME S 20144 L2AXNEE, HESLELXMEH L M oot CHE SH, HE, i
Conditions are important for hip joints as much as they are for the spine. In modern dance or ballet, which requires turn-
out, there needs to be extreme flexibility in the articular capsule or other inguinal ligaments to enable easy external rotation

of the hip. Also, the adductor (leg tendons) needs to be sufficiently flexible for one to dance well without injury.

The thighs and lower legs are extremely important than one may think. In particular, flexibility in the front and rear
muscles of the femoral region is very important. This is because dancers who have bad physical conditions in this area are
prone to injury. Tight muscles in the front or rear thighs impact the spine. The axis of the spine cannot be supported in an
upright position. Sometimes students who are about to take the college exam get hurt after excessively stretching the rear
muscles in the femoral region. These students find it difficult to accomplish good results in the exam. This is a part of the
body where innate flexibility is significantly important. For this reason, artificially and suddenly stretching this area leads
to issues. The amount of muscles in this area is also a very significant factor. This is because excessive development of
muscles in the thighs or lower legs results in loss of aesthetic beauty. For this reason, dancers must engage in exercises
that make use of “low resistance” when they seek to strengthen thigh muscles. The muscles in professional swimmers’
shoulders and thighs are smooth but strong. In contrast, weightlifters have protruding, strong muscles. This is because
professional swimmers face extremely small resistance (water) while weightlifters need to fight against the large resistance

of weight. Dancers use a rubber band called ‘“Thera-band’ or other types of strings with little resistance.
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Suggestion to prevent the recurrence of injury in dancers

When students who major in dancing come to me for treatment, I talk to them using dancing-related terms. They ask me
how I know the terms. The difference between doctors who have knowledge of dancing medicine and general doctors is
that when general doctors are visited by dancers for injury, they provide answers that reflect their lack of understanding
of dancing. They suggest that the dancers simply rest or give up on dancing. In contrast, doctors who studied dancing
medicine make suggestions on how injured dancers can recover and return to dancing. A doctor who develops good
knowledge of dancing terms and even memorizes, in detail, the music or dance movements that are featured in classic
ballet or dance performances can provide effective medical treatment to dancers. Such doctors familiarize themselves with
dancing terminologies or movements. Likewise, dancers should put more effort into studying anatomical terminologies
or physiological phenomena. This would enable better choreography and good dance movements. This is especially
important for teachers of young students as well as choreographers, directors, and instructors of professional dance groups.
OF 2AH= H) Shirianian Fahl B Gk RO Al dhdlfecor S Shabmi@ion i ilEngy RS ARl peiimaft e T Hand HoWtveS SELICH
it is not easy for doctors to identify the wrong techniques or dance movements that are the fundamental cause. Failure to
address such wrong movements would result in a vicious cycle where the issue arises repeatedly. All types of sports have
recently undergone significant advancements thanks to scientific research and training. For example, extensive, in-depth
research was conducted on ways to do well in the Olympics in previously communist countries, including the former
Soviet Union and East Germany. Research and development of relevant theories was conducted actively, with focus on
muscle strength development. This resulted in the identification of PNF (Proprioceptive Neuromuscular Fasciculation),
which is the best stretching method that is also widely adopted by dancers, as well as the Russian Stimulation, which is
a muscle-strengthening exercising method that makes use of electrostimulation. These approaches can be applied to all
types of dance and are actually adopted in foreign countries. Knowledge of these approaches should be transferred to dance

instructors.

Also, professional dance groups should develop a better understanding of the injuries that dancers experience to enable
more systematic injury management. They should also adopt a rehabilitation trainer system as part of efforts to achieve
a more advanced form of dance. At present, dancers who suffer injuries or wounds receive irregular treatment through
various channels. This is frequently causing a reduction in the lifespan of dancers and long-term rest for dancers. What
is most important when it comes to the injury of dancers is an accurate diagnosis. Precise treatment cannot be provided

without an accurate diagnosis.

Lastly, seamless cooperation needs to take place across various sectors for dancers to perform their roles well. There needs
to be improvements in the skills or abilities of choreographers as well as in the physical conditions or abilities of dancers.
Those people in charge of lighting and costumes should also make advancements, in addition to improvements in the injury

management system and medical system.
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Lee Hyuk, M.D.
Psychiatrist, Group Psychoanalyst, Dance Psychology Specialist

The importance of psychology in dancing can be examined based on the following three aspects. First, interaction
between the body and mind is extremely important in dancing. In other words, a dancer uses the stimulants in the external
environment for dancing in a productive, successful way by effectively leveraging his/her psychological resources and
traits, thereby delivering an emotional experience and a sense of happiness to the audience. From among the psychological
factors that influence dancing, the dancer’s traits — passion, determination, confidence, and other such factors — are
critical in the process of repetitive and difficult training and challenges. In addition, the dancer’s inner conflicts may have
influence in the process of creatively expressing inner emotions using physical movements. In other words, a psychological
understanding can raise the level of perfection in dancing.
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of burden about managing their outer appearance and shape, competition with colleagues, compulsive evaluations on
movements, stage fright, and repetitive injuries. This, in turn, results in mental health issues, such as an eating disorder,
depression, and anxiety. This can have a significant impact on dancing as well as the dancer’s entire life.

Lastly, it is said that the relationship between injuries, which are frequently experienced by dancers, and psychological
factors results in certain vulnerabilities in the dancer’s psychology and traits causing injuries and having significant
effects on injury recovery and rehabilitation. As such, it is important to achieve early discovery of vulnerabilities and to
adopt techniques that respond to such vulnerabilities in programs. It is also critical for dance psychologists to actively get
involved in education and training of dancers, thus actively providing help. This presentation examines the last subject,

which is the psychological aspects of prevention and management of dance injuries.

According to a study by researchers at the University of Washington, including Ronald Smith, on injuries suffered by ballet
dancers, around 61% of dancers experienced an injury that required them to rest at least a day during a period of eight
months. The dancers had to stop practicing ballet for 10.5 days on average and for as long as 87 days. This indicates an
extremely high frequency of injury.

Also, many research outcomes point out that psychological factors, such as inner tension and anxiety, are the main cause
of injury. In fact, the various forms of stress that accompany dancing and performances have direct relevance with dancers’
anxiety. In other words, the anticipations or demands of others and the dancer’s own expectations, confidence, and desire

for accomplishments arouse the autonomic nervous system, leading to physical excitement and cognitive reactions. An
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appropriate level of excitement and tension is essential for dancing, but an excessive degree of excitement raises the
production of neurotransmitters, including stress hormones and adrenalin. This leads to various physical changes, including
arise in the heart rate and fast breathing, muscle tension, perspiration, and changes in intestinal functions.
Various cognitive changes are triggered as well, including reduced concentration levels and memory, in addition to a rise in
worry and concern. In many cases, these physical and cognitive changes reduce dancers’ level of concentration and cause
confusion in physical perception, resulting in injury.
In serious cases, dance injury accompanies psychological trauma or the lack of confidence. There may be cases where
dancers give up on dancing because of their depressed emotional state.
The way an injured dancer addresses an injury may be determined by the traits of previously injured dancers and the social
support system. In other words, if the psychological mechanism for handling discouragement or failure is weak or if a
Ol MXt= M) Xdahee Sl of feile0rb4 ik gitpiely BaaddHpiiR SOB R NEDH HdSthg! dardekt RitRappbi Berel | o Bty W BBE S & LILCH
dancer’s recovery or the dancer’s capabilities drop after recovery. In contrast, when a dancer has appropriate response skills
and can receive assistance from a social support system, such as colleagues or an organization that the dancer belongs to, a
temporary injury may serve as an opportunity for the dancer to raise his/her understanding of him/herself and to grow and

develop further.

The kind of stress that dancers have to deal with comprise internal factors, such as comparison with colleagues, self-esteem,
desire to make accomplishments, and self-efficacy, and environmental elements or external factors. Simple incidents that
take place in daily life, such as transportation issues that are experienced while commuting, or even a small burden may
have an impact on dancers. Dancers are always exposed to unavoidable stress factors, such as stage fright, expectations of
others, the burden of having to polish advanced skills, the risk of injury, one’s body type, and competition with colleagues.
This is why dancers continue to feel tense, as if they were walking on ice, every single day. Such continued, excessive stress
has physical, psychological impact. In physical terms, such stress causes a sense of fatigue, pain, a cold or other contagious
disease, gastrointestinal tract disorder, insomnia or other sleep disorder, and nightmare. Cognitively, such stress may have
negative impact on motivation and concentration levels. If there is a chronic accumulation of stress that the dancer is not
aware of, he/she may attempt to address the stress in an inefficient way, such as by consuming food or drinking. This may
make matters worse, thus pointing to the need for caution.

Chronic stress brings about biological changes, and especially influences the immune system. People with high stress levels

have a weak immune system and lower resistance to infection, and are thus more prone to various types of disease.

Dancers' Career Development Center International Symposium 2014



As such, the dancer and his/her instructor need to better understand and monitor initial symptoms that result from stress.
In other words, when a dancer suffers from a sense of fatigue, anxiety, irritation, lower concentration, lower motivation,
and negative thoughts, he/she should check his/her stress levels through counseling. The dancer should immediately rest or

consider appropriate medical and psychological intervention if resting is practically difficult.

For high stress levels and excessive overreaction of the autonomic nerve, a dancer may effectively use non-pharmacological
treatment methods that control anxiety and tension. What would help is cognitive behavioral therapy, where one learns
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method, progressive relaxation, imagery usage method, and biofeedback.
This anxious reaction may be relevant to traits, especially a weak ego-function. In other words, a person has a high tendency
of perceiving oneself negatively and critically or regards another person’s comment as a negative view or criticism by all,
thus becoming overwhelmed by a negative emotional reaction. In this case, one can receive help through more in-depth
mental treatment — in other words, personal counseling or group counseling. This self-function approach would be to block
excessive external stimuli and toxic factors through mental protective clothing, as if one were wearing a type of protective
clothing. This means to learn techniques that involve blocking out negative experiences, such as excessive self-accusation
or self-degradation from criticism, comparison, and negative comments made by others, and maintaining self-esteem with a
positive attitude. Also, low self-esteem and excessive emotional responses on comments made by others may be a result of
traits that were developed through past emotional experiences with others. As such, there may be a need to address this in
the counseling process.
For serious anxiety and depression, consideration needs to be made for medicine treatment, such as antidepressants, anti-
anxiety drugs, and autonomic blocking agents. There is a need to check what kind of impact a drug has on dancing before
performances, and a process where one gets his/her body accustomed to the drug.
Greater awareness of the importance of psychological factors of injury has resulted in increased interest in the use of
psychological strategies that prevent injury and increase performance capabilities in the education and training process.
What is important as a primary preventive measure that reduces injuries is to precisely assess the personality and
cognitive characteristics of individual dancers. A dancer identifies his/her psychological strengths and weaknesses through
counseling with an expert or a dance instructor with psychological understanding. In particular, a dancer’s patterns in
responding to motivation, the setting of goals, and stimuli are examined. The dancer is then encouraged to reset cognitively

disadvantageous attitudes or characteristics to be more productive or to develop responding skills.
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The level of stress that a dancer feels in daily life is measured, followed by discussions on appropriate measures that
can be taken. What is especially needed is the establishment of a support system that enables the dancer to appropriately
handle stress factors that can arise in daily life, such as those from relations with others, including family members and
colleagues, financial issues, and physical health. Training should be provided to the dancer so that he/she can later engage
in appropriate use of the social support system, thereby sharing excessive concerns or burden, appropriately requesting for
help to colleagues or experts, and receiving assistance.
Also, a stress management program that the dancer can independently use should be created during the education or
training process. The dancer should become fully aware of the program to effectively leverage it later for daily self-checks.
Secondary prevention involves early discovery of an injury and appropriate treatment and management. There are many
cases where dancers conceal their injury or are passive about seeking appropriate medical and psychological help. This
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supportive about addressing injuries. As a result, small injuries become worse or some dancers even give up on dancing
since their confidential levels drop because of the injury or their level of passion and determination to achieve their goals
becomes weak. There is also a need to understand dancers’ unstable emotional status, such as fear of an injury, concerns
over how others assess their performance, and a sense of isolation.
In the event of an injury, active measures need to be taken from the very beginning in consideration of psychological
factors. In case of a small injury, the dancer should have the injury treated, while continuing to go to his/her place of work
and actively participating in projects. Also, the physical, psychological, and environmental causes of the injury should be
directly dealt with to prevent recurrence of the injury.
Group counseling can also be used as an important rehabilitation program. Group counseling would have participants share
the emotional difficulties that they are experiencing because of an injury, comfort one another, and especially discuss their
experiences of rehabilitation. The participants would be other dancers who were injured, athletes of other sports, and people
who recovered from their injuries. Group counseling would enable the dancer to free him/herself from the sense of isolation
and develop confidence and determination towards recovery.
In case of a serious injury, there is a need for the dancer to get proper rest and receive medical treatment. Also, others
should show interest in the dancer’s psychological changes from the injury and inability to continue dancing, such as a
sense of loss and frustration, and the resulting depression. In the long term, help should be provided to the dancer to make
necessary preparations, such as a change in career or a change in the dancer’s role, as well as to respond to changes in his/

her life with a calm and positive attitude.
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Dancing can be defined as an artistic activity with the longest history, where an inner, psychological experience is expressed
through music and physical movements. In-depth, primitive emotions, which cannot be expressed or approached through
language, are expressed through beautiful movements. The dancer feels a sense of satisfaction and happiness, which is an
experience shared with the audience.
Dancing requires dancers to continually train themselves and engage in self-management. Dancers also feel a sense of burden
in that they seek to achieve anticipated results when they are on stage. As a result, dancers suffer from extreme stress and are
always vulnerable to physical injuries.
However, dance psychology research or interest remains in the beginning phase in Korea and abroad in comparison to the
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Frequent injuries of dancers restrict dancers from demonstrating their capabilities to the fullest, reduce the level of perfection
of dancing, and trigger psychological intimidation, loss of confidence, and depression. They could bring about a serious crisis
in the lives of dancers, who devoted their entire life to dancing. For this reason, there is a need for a high level of interest and
a systematic program for prevention of injuries and appropriate treatment and management.
When a dance teacher or instructor gains a good understanding of the psychological aspects of talented dancers and provide
suitable assistance, this can have a positive impact on the dancers’ motivation, passion, concentration, and creativity. This
would also prevent frequent injuries and minimize the impact of injuries, if any, thereby helping dancers achieve occupational
and personal growth. As such, an instructor should use a checklist to examine a dancer’s tension and stress levels through
counseling or by observing the dancer’s training. Based on the checklist, the instructor or a counseling expert in the respective
group should provide counseling to the dancer to assess risk levels. Based on the degree of seriousness, rapid decisions should
be made on what measures should be taken, such as rest or treatment. What is suggested if the situation is serious is the
establishment of a system where dancers are introduced to outside experts in medicine and psychology.
There may also be a need for a dance psychology expert to be stationed on the site at all times. This would be like an expert
of physical injury being stationed at a dance group or school. It would be important for such an expert to participate in the
training program, starting from the planning phase, and to actively communicate with the instructor. What is especially critical
is the establishment of a stress management protocol, creation of a manual on how dancers can free themselves from anxiety
and tension, and a training program of a certain cycle that would enable dancers to familiarize themselves with the protocol
and manual and independently implement them.
Several foreign publications emphasize that a social support system is extremely important in preventing dancers’ stress and
in enabling appropriate injury management and support. In this aspect, it is a great relief to witness recent improvements in

Korea, such as active efforts made by the Dancers’ Career Development Center.
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Prevention of Dance Injuries
— A General Approach

Dr. Liane Simmel, M.D.
M.D. Sports Medicine, D.O., Senior Consultant tamed, Tanzmedizin Deutschland,
Fir for Dance - Institute for Dance Medicine, Munich, Germany

When looking at dancers the comparison to athletes seems obvious. Nevertheless, most of the dancers naturally address
themselves as artists first. This however, often leads to neglecting the aspect of the high physical strain put on their bodies.
Furthermore, dancers often only seek medical assistance when injuries already have occurred, or pain is increasingly

getting worse.

With the new disciplines of dance medicine, dance psychology and dance science a focus shift has started to happen in
the international dance word. This is leading to an approach focusing not only on the treatment of injuries but beyond that
towards injury prevention and performance enhancement. The key goal is to reach an artistic quality in dance that includes

the health and well-being of the dancers in their daily practice.
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athletes a dance medical screening is one of the basics in order to offer effective medical support to the dancer. A regular
body check gives insights into the dancer’s potential as well as limitations. This way it can help the dancer, the teachers
and the medical team to make informed choices. Further, injury prevention in dance needs to implement more than a
regular screening routine. With chronic overuse causing more than two thirds of all dance injuries, the assessment of the
individual dance technique, analysis of training methods including the evaluation of rehearsal and performance schedule
is indispensible for an effective prevention scheme. Screenings need to be placed in a holistic approach of dance injury
prevention: from screening methods to practical application of dance medicinal expertise, applied dance psychology, dance
science and dance education. It is vital to realize that effective injury prevention has to cooperate between all of the relevant
professions: medical team, dancer, dance teacher, choreographer as well as the artistic director.

Based on dance typical topics like turnout and hypermobility, this presentation introduces the holistic approach of applied
dance medical support and gives an insight into the dance medical screening methods developed at the Palucca University

for Dance, Dresden, Germany.
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Stress Fractures of the Foot
and Lower Leg in Ballet Dancers

Eiichi Hiraishi M.D.
Orthopedist, Dance Medicine Specialist, Chief of Department of Orthopedic Surgery, Eiju General Hospital. Toyko, Japan

The ballet and the dances have both sides of the art and sports. Intense load sometimes exert on the feet or lower legs, and
results in stress fractures.

I would like to talk about the stress fractures of the foot and lower leg which sometimes occur in ballet dancers. It takes
long time to treat some of them when proceed, prevention and early detection, therefore, is very important.

Tibia and second metatarsal is often involved, and distal part of fibula and greater toe sesamoid are occasionally affected.
The first symptom of a stress fracture is a localized pain which get worse on exercise especially in jumping. When there
is the localized tenderness, an investigation for the stress fracture should be done to fully diagnose. In stress fractures of
anterior mid shaft of tibia (Fig.1) or base of second metatarsal (Fig.2), X-ray does not usually reveal in early stage, so some
other examinations such as CT, MRI, or bone scan may be necessary. If the dancer has ignored the symptoms of tibial stress
fracture for weeks or months there will be a palpable lump of periosteal thickening (Fig.1).

Ol MIt= M) HSERE fakh@eS eI ROl idieandy tageiiRy MilThEa R syarchl FrdlbiBbredKjushphe). BiEwheD B rag My Svidd LS S &LICH
fracture line of, it usually takes more than 6 months to heal with rest, and some may progress into non-union or complete
fracture. Like other fractures, some operative treatments may be necessary for some refractory cases.

As risk factors of shin pain and tibial stress fractures, Howse and McCormac1) list up in detail such as sudden increase in
jumping, hard floors, weak feet, lack of fitness, menstrual disturbance, shoes, and posture. Hamilton and Bauman?2) refer to
the anterior bow to the tibia and choreography.

It must be very important for the parents and teachers to pay attention to the female athlete triad as these stress fractures
often occur even in lower teenage female ballet dancers (Fig.2). The triad consists of disorderd eating, menstrual
disturbance and osteoporosis. Low percentage of body fat can lead to hormonal changes that stop menstrual periods.

From the point of view of prevention of injury, we, those who are involved the ballet, work with these things in mind.

The most important thing for the dancers to protect their body from stress fractures is paying attention to signs, such
as pain, swelling, and so on, emerging from the body. And it is also important that a dancer can consult with medical
professionals as soon as the signs of stress fractures appear. There are many dancers in the world who continue to dance
suffering with stress fractures, and they might desire a health insurance and leave compensation system to develop their

dance career.
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