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Foreword

How many times have you left a presentation or training saying
to yoursdf, "Wow, that was great. | wish | could do that! Why
can't | bethat good?"?

Thanks to Master Trainers Tad James and David Shephard, now
you can. Presenting Magically isa compelling and beautifully writ-
ten guide to effective communication and training excelence. In
it, Tad and David depict the power o congruent communication
in training by providing carefully chosen, easily understood and
specific steps for enhancing your training skills to get the most
fulfillment and successin your personal and professional life.

Communicationis imperativeto training. The quality d our com-
munication largely determines the quality o our trainings—and
our lives. Our communication is constant, whether or not we are
speaking. We dl, in one way or another, send our messagesout to
the world, and rarely do we send them conscioudly. We act out
our state d being with nonverbal body language. We lift one eye-
brow for disbelief. We rub our nosesfor puzzlement. We clasp our
arms to isolate ourselves or to protect ourselves. We shrug our
shouldersfor indifference, wink one eyefor intimacy tap our fin-
gers for impatience, and slap our forehead for forgetfulness. The
gestures are numerous, and while some are deliberate, many are
mostly unconscious.

To present magically isto communicate masterfully.

In this book, you will find precise directions and skill-building
exercisesto direct you along the path to training excellence. The
learning process for these 'magical’ communication and training
skillscan be compared with the processfor learningaforeign lan-
guage. It takes time and practice for the skills to become
automatic. At first you master words, phrases and ground rules.
Suddenly you can communicate with a child's vocabulary. You
continueto learn and practice until you acquire fluency. With the
mastery of your new skills, you fed the freedom to be more cre-
ativein what has become your second tongue.
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Have you ever noticed that the most effective teachersand train-
ers are those with high energy and personal power? Are you
aware that the same energy and power isavailableto you?A sixth
century BC Chinese philosopher Lao Tzu wrote d such personal
power in the classic Tao Te Ching. He characterized Te as the poten-
tial energy that comes from being in the right place at the right
timein the right frame d mind. The early Chinese came to regard
Te as stored energy or potentiality, something that exists, though
sometimes dormant, in everyone. The skillsyou learn in this book
will help you find and release that energy in yoursdf —your per-
sonal power —and allow you to 'present magicaly'.

Written by two d the great trainers d our time, Presenting

Magically should be read as much for itsinsight into the nature o

mental functioning as for its brilliant approach to the art d train-
ing. This book will be a useful resource for people everywhere
seeking to enhancetheir own growth and effectiveness.

Be aware that each d us is more powerful and has more impact
than we suspect. Here, Tad James and David Shephard have cre-
ated amazingly simple techniques for accessing and cultivating
thispart d ourselves.| believe that using this personal power ina
positive way can have personal, corporate, city, state and perhaps
even national and globa repercussions. Thanks to the excellent
trainings that Tad and David have provided throughout the
world, many people have already discovered their personal
power and useit daily.

When you join them, you will find your trainings and energy
moving to new levels, your interactionsmore satisfying and your
work more meaningful. Thisis an important book, a true break-
through in the field & communications and training. Study it
well, and refer to it often. Do the exercises. Presenting Magically is
the only training text you will ever need!

CarolineMiller, Ph.D.
Co-author, Healing Yourself with Self-Hypnosis

| ntroduction

both cameinto training after variousother jobs, such asselling
1 management consultancy, and it seemed that we had some-
ng to offer to other people. At the same time, we had been on

receiving end d much training, mostly o indifferent quality.
wever somed them stood out because there were some engag-

and inspiring presenters who made everything entertaining,
1 did it with seemingly little effort. During such presentations,
vas easy to wonder, "What isit that they are doing that is dif-
ent, that makes them excellent presenters?’ And then: "I want
do this. I'm sure these people weren't born doing it, so there
ist beaway d learning how to be this good. And | am willing
do whatever it takes to become an excellent trainer and presen-
mysdf ."

a journey led us to discover the basics & Presenting Magically,
1, for 15 years we have been training the top trainersin Neuro-
iguistic Programming (NLP)in theworld.

thisbook we are going to be explainingwhat NLPis and what
hes to offer in presentation skills. We presuppose that you
ow little or nothing about NLP. Essentialy, NLP is more an
ituded mind rather than a set d techniques. It presents new
ys d doing things, and fosters willingness to explore what
1ld be. In other words, it is a way d expanding your own
rld o possibilities.

we share this information with you, we will often include
ential 'stage directions and descriptionsd what we are doing.

alivetraining, we continually vary the pace and voice tonality
th what isbeing said. Some d the examples. . . and some of the
tructions... will work... much better... for you... if you
d them sl-o-w-l-y. However, in the main body d the text, we
11 be indicating pauses only where they are absolutely essential,
to make a point about pausing. Otherwise, the text would be
1d dots...
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For certain exercises, it would be better to listen to the words,
either live or on tape. Yau could have someone read the text aloud
to you, in the appropriate manner, or record it, and then listen to
the tape so that you can do what is necessary with your body, or
insideyour head.

The secret

In this book, we will share a number d the 'trade secrets o pro-
fessional presenters, as well as top NLP trainers. There is more to
this book than is immediately obvious. We all take language for
granted most d the time. But when you understand how it works
on an unconsciouslevel, you can begin to use it to help get your
message across. You will learn to recognise some d the language
patterns by getting curious about, ""Why is he saying that in this
way?"' "What is this bit redly about?' ""How does this work?*
"What if | were to use that mysdf?* Some things won't be
explained until we are well into the book, while otherswill not be
explained at dl. But they will have been happening.

Actudly, the best way d hiding thingsisto... Are you familiar
with Edgar Allan Poes story The Purloined Letter? The police
detective is looking for a very important letter. He has made an
exhaustiveand meticulous search d theflat, looking in all places
that he thinks someone is likely to hide something. This is his
downfall, becausein fact, the missing letter isstuck in full view in
the letter rack on the wall. So as you read, look again, and you
will find many examplesd what isbeing taught.

How to get the most out of this book

Thestructure d thisbook issimilar to the training and followsthe
same sequence d exercises. The first six chapters establish the
groundwork. Then we will start doing the exercises. We recom-
mend that the first time through, you read each chapter and do
the exercisesin order, as each exercise builds on the ones before.
To become an excellent presenter or trainer you do need to prac-
tise the skills. Then you will be getting direct evidence that what
you are doing is making adifference.

Introduction

The ideas in this book can be used immediately. Right from the
first exercise you will have something to explore, and not just in
formal settings. There will be many occasions when you can use
these skills appropriately with anyone you are communicating
with for whatever purpose. Presenting also includes talking one-
on-one with family, friendsand work colleagues.

In Chapter Fourteen we will be exploring four different learning
styles. If you arethekind d person who immediately wants to get
on and do the exercises- whichisoned thelearning styles - then
plesse bear with us, becausein order to accommodate other |earn-
ing style preferences, we must first do the set-ups and framing for
the book.

ng a structure is useful for achieving the best results.
efore, we recommend that you:

@ Allocatea regular amount o time for doing the reading, and
for doing the exercises.

@ Bresk the material into suitable-sized pieces according to the
timeavailable.

@ Take breaks d five to ten minutes every hour or so, as this
will aid your learning.

@ Maintain your momentum by doing a number o exercises
every day or every week, or by doing several during aweek-
end. By establishing a regular schedule for your learning,
you will soon see changesin yoursdlf and the resultsyou are
getting, and thus stay motivated.

@ Find opportunities to use the material in your everyday life.
If you can do sometrainingor presenting, even better.

Fami ng working groups

Presenting is not a solitary activity. Ideally we would suggest that
vou work through this book with a group d like-minded people
who also want to improvetheir presentationand training commu-
nication skills. Theideal group number is about five or six people,
so that when you are doing an exercisein front d your group, the
audience is large enough for you to observe that what you are
doing is working for everyone. By learning together, you benefit
from each other's experiences. Yau will also be developing your
own skillsin front of a real group, and you will be making this
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learning part d your own style. Unfortunately, you will not be
getting the feedback you would receive during a live training.
However, a word d encouragement. People often say, "'l am not
sure whether | did the exercise right™. We ask: "Did it work?" If
they sy, "Yes', we say "Yau did it right”. The result is the most
important thing. (If you are already a trainer or presenter, and you
are going to be working on your own through this book, then see
AppendixA.)

In our trainings we suggest that in order for people to get the
most out d the exercises they form a group with people they
don't know. Then they have to make the effort to find out about
those other peopl€'s preferences, and so on. At the end d the
training they will know, "If it worked for these people whom |
didn't know, thenit will work for anybody". However, it isfine if
you are doing this with people you know. In that case you will
probably be surprised at what you discover about them that you
did not conscioudy know before. It is our experiencethat in either
case, most peopleare actually working with strangers!

@ If you don't know everyonein the group, take this opportu-
nity to introduce yourself, and to tell them a little bit about
yourself. Maybe tell them somed your outcomesfrom read-
ing Presenting Magicdly, so that they can support you in
achieving those goalsduring your time together.

Puttingan atraining

if you are new to presenting, let us give you some d the basics
around putting on a training such as Presenting Magicdly. Use a
hotel that isfamiliar with such events. It means the essentialsare
provided and the gtaff members know what to do. Use a spacious
room with raised staging at one end, with a couple d barstools
and aflipchart. Around the room therewill be sufficient chairsfor
the pre-booked participants, and a large 'break-out' space for
doing exercises, also with chairs, so that you don't spend time
moving furniture. You should provide your own sound system, so
that you can use a microphone to be clearly heard by everyone
and play music aswell. Having your own system also enablesyou
to make sound recordingsd the training if you wish. Hotel sound
systemsare notoriously bad.

Introduction

ge-manage the whole event — make sure that the training room
ompletely ready before you alow the course participants to
er. When they do come in, there will be music playing. This
ans that they will be coming into a different space, probably
ike the usual training room, and this will immediately alert
m that, 'something different is happening here. This is the
d d state to have the audiencein at the beginning. Thiscreates
them a sense & moving into the unknown, where anything
;ht happen.
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gthe Frame

ng or a presentation? There are many
u will find your own unique way o
mple is the way we do it. When every-
‘restage, and start by saying something

you feeling? Are you ready for this?
vay. What are we actually doing today?
a we are doing. And it sounds from
outside. .. Oh, by theway, for those d
before, let me tell you my name. | am
to meet you al. We have a very good,
d, and you will be seeing quite alot d
2 will be watching you as you are pre-
p it's looking good. Let me giveyou the
ting Magically is about, just in case you
n decide whether you do really want to

y seem a little strange, rather contrived,
his, which welll go over later, but only
y other things.
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When you make the techniques and skillsin this book your own,
you will be able to connect with every single person in an audi-
enced any sizeso that they all feel a very strong connection with
you. Then you will have their full attention for the whole period
d time. And this means that you will be able to communicate so
effectively to a group that everyone in the group gets your mes-
sage and derives the highest possiblelevel d learning from your
presentation or training.

The key phrase is being comfortable, being yourself. Because as we
were preparing this training, we were amazed at how many pro-
fessional presenters and trainers said:

"l can't be mein front d an audience. First | have to put on my
‘presentation suit’. And | adopt a special presentation personality
for usein thesesituations.”

So we asked:

"Wadl, wouldn't it bealot easier if you were just you?"

"Oh no, | couldn't just be mysdf in front & an audience. That
wouldn't be powerful enough. | have to have my ‘armour’
on."

Most likely what they weren't saying was:

"Becauseif | don't have my presentation armour then | would
feel weak, or vulnerable, or open to attack."

Presenting Magically is about leaving the armour behind, allowing
yourself to come out from behind your wall, and being totally
comfortable and being totally OK being yoursdf in front d an
audience. Any audience. And by the end d this book, having
done al the exercises, this is what you can expect to be doing.
That would bea skill well worth having, wouldn't it?

Whyare you here?

Having explained the overall purpose d the training, you need to
bring everybody into the group, so that they are totally focused on
what you have to tell them. When peoplefirst arrive at atraining,
when they walk in the door, you have no idea what has just been

Setting the Frame

happening to them. If they have been travelling, and the traffic
was bad or the train was late, their journey may have put themin
an agitated state. They may have left home having had an argu-
ment with some member o the family. Or they may consider that
attending the training is 'having afew days off', ‘a holiday' from
the office, from the project they are engaged in, or away from their
demanding customers, or whatever. And some o them will defi-
nitely be there to hear what you have to say, and can't wait to get
the goodies!

Whatever state people arrive in, you need to makesure that, if it is
lessthan ideal for learning, you can move them into a state that is
more useful for getting what you are offering. A good way o
doing that isto have them focuson their reasonsfor being there.

Ask them to direct their attention away from their immediate past
experience, out into the future, toward what they want, or hope to
gain personally. You may say something like:

0, why are you here? Whenever | have a group d people with
ne, | presuppose that they have some reason for being here.
ecause if you don't have a reason for being here, you would be
omewhere dse, wouldn't you? S what are your persond rea
onsfor being here?Why bother to do thistraining?

t might be because you have had some experiencesd presenting
r training in the past, or d being up in front of an audience,
vhich maybedidn't go quite aswell as you would haveliked. Or
naybe it went OK, but you thought, 'l can do better, out in the
uture.'

Aaybe your current Situation means you are having to do more
resentations than before. Or you have to do them now, but you
lave never done any presenting before. Or maybe you have been
sked to do some trainings, to train some other people, and you
vant to find out how to do that.

Or maybe there are things you are wanting to do in the future.
vlaybe you want to become a presenter or a trainer, or you want
o work with groups of people - doing sdes presentations, busi-
less presentations, or generd publictraining.”
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Teke a momert o review your ressonsfor reading this book. And what-
ever your reasonsare, that's fine. They are your reasons. And you
can change them, or add to them whenever you wish.

The number one fear

Many people have some kind d strong response to the thought o
presenting in public. When a survey was done in the United
States, asking people what they were most afraid of, public speak-
ing was at the top d the list. Public speaking is the number one
fear in the United States. The number two fear in the USis death.
So you could say that, in the States, there are more peoplewho are
afraid d speaking infront d an audience than are afraid o dying.
Here in the United Kingdom, public speaking comesin at number
two on the chart o fears. The number onefear in the UK isfear o
spiders. Then comes public speaking. If you were speaking in
front o agroup d spiders then it would rise to number one. But
generaly it comessecond.

Even well-known people that we might assume would be totally
OK infront d an audience, such as actorsand performerswho do
it for aliving, may still have thisfear before they go on stage. For
example, the actor Jimmy Durante, who was famous in the 40s
and 50s, and whose last film was, It's aMad, Mad, Mad, Mad Warld
(1963) had terrible stage fright. Even though Jimmy 'Schnozzola

Durante spent his life on the stage, in the movies, and making
public appearances, one thing that is not well known is that he
was so afraid o being in front  an audience, that he physically
threw up before each time he went on stage or did a public pres-
entation. He was physically sick because he was so nervous about
performing. So if you are feelingin any way lessthan totally cool,
cam and relaxed about 'presentations!’ - like "Eargh!” or "Hdp!"

- then know you arein good company.

One d the things that we can guarantee the people who come on
thelivetrainingsisthat by theend d thefirst day, al d their per-
formance anxiety around presentation will have totally
disappeared. For most people this happens easly, although a few
may need some personal attention. However, without the direct

Sdtting the Fame

act, al we can do in this book is take you through some
essesthat will definitely help you let go d any fears, nervous-
, or limiting beliefs that you have about yourself, which
:ern your being less than totally magnificent and powerful in
t d an audience. When these fears have disappeared you can

enjoy the rest o the exercises and get the most out d this
<.

the moment, continue to mull over your personal reasons for
ing this book. And while you are thinking about them, let us
you about the practical considerations d doing a training or
entation.

integrity

training, it is important to keep to a certain time frame,
.usethereisalot tofit in. Explain the timing schedule right at
;tart, so that the audience knowswhat is expected.

Zing agreements

nsure the smooth running o the training, you must get some
ements from the course participants. Agreeing to these things
ns that we will more easily achieve the results we want. Ask
icipantsto:

» Be an time, both at the beginning of the day, and after each
break.

» Tun off mabile phones and pagers - or at least put them on
vibrate mode.

» Kemp dl conversationsfront to bedk. Which means that during
the training, all conversationsinvolve the trainer or presen-
ter and just one person in the audience - rather than there
being separate conversationstaking place all over the room.

» Make sure that all o your attention is on what is happening
at thefront of the room, because that will enable you to get
the most out d the training.

icious UNconsciousintegration
d the mgjor differencesbetween what we do and what hap-
; during other trainings is that the content is designed to
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enable people to learn both with their conscious and with their
unconscious mind. Therefore, all behaviour in a training isinten-
tional and designed to work on both levels.

In learning Presenting Magically you will be doing many exercises.
To get the most out o them you need to engage in them fully, and
do them to the very best d your ability. As you work through
them, you will find that you are soon doing so much that you get
conscioudy overloaded. From our side, this is intentional. The
material is challenging, because it is new and different, and you
have so much to concentrate on that you will no longer be able to
think conscioudy. Then you will have to trust your unconscious
mind. After dl, that iswherelearningisrealy happening.

Previous experienced NLP

Much d the material in thisbook is based on conceptsfrom NLP,
which will be explained in Chapter Two. Our introductory train-
ingsinvariably have people new to NLPin them. The good thing
about NLP is that you start from where you are. No previous
knowledgeisrequired.

Exercise 1: Your Goals and Outcomes

One dignificant finding coming from Neuro-Linguistic
Programming is that you achievefar better resultswhen you start
with the end in mind, when you are clear about your reasons for
wanting to achieveyour goas and outcomes.

Thereforeit isworth spending the time at the beginningd a proj-
ect - such as working through Presenting Magically - to write
down your personal reasons for reading this book, your reasons
for wanting to be an excellent trainer or presenter. Actualy com-
mit them to paper. Yau don't have to share them with anyoneelse,
except maybewith the peoplein your practicegroup.

Setting the Frame

But just beforeyou do writethem down, consider this:

People often tell us that they think we are greedy, because when
we go on a training, when we set goals and reasons for being
there, the questionwe ask is:

"What would my reasons for being here have to be, such
that, by the end o the training, if al d my reasons were
satisfied, | would have to say to mysdlf: That was the very
best training | haveever beenoninmy lifesofar'?”

So regarding your readingd thisbook:

"What would your gods have to be, such that when you fin-
ish the book, having done all the exercises, and having
achieved al d those goals, you would say: 'That was the
best training book | have ever read on developing mysdf
and my skills'?"

By thinking that way, you dramatically increase the probability d
gettingit al. And really we want you to get more out d thistrain-
ing than you ever dreamed you could get out of the book when
you first opened it.

Teke five minutes and write down your reasons and goals for
being here.

M- thisexercise now.

What are your goalsand outcomes for reading this book?

Write down your reasons, your outcomes and goals below and
overleaf. Yau can always add to your list. Asyou get further into
the book you may think o thingsthat you weren't aware d when
you started. When that happens, put them on your list.



Chapter Two
Neuro-Linguistic
Programming

uro-Linguistic Programming is the underlying set o principles
1ind what we do in our Presenting Magically trainings. Even if
1 dready know about NLP, getting another description is
vays interesting and useful, because each new explanation
erssome new learning, or an understanding at a deeper level.

P is not a complete body d knowledge, since it is aways
»wing. The creatorsd NLP, Richard Bandler and John Grinder,
the mid-1970s, referred to NLP as, "' An attitude; and a method-
gy that leaves behind a trail d techniques'. That may not
mediately make a lot d sense, so we need to explore what it
ans.

litude

e essential attitude is one o curiosity. If you have ever seen
neone doing something so expertly, so skilfully, and been so
pressed by it that you wanted to be able to do the samething as
11, then you will have probably asked yourself the question:
ow do they do that?"

® Maybe you enjoy a certain presenter, and you start wonder-
ing, "How are they making that presentationso much fun?"

® Maybe you were engrossed by an engaging trainer and
thought, *"Why are they so captivating?What are they doing
that's different?"

@ In a sales presentation you experienced someone getting a
tremendousresponse, and you want to know how to achieve
that too.

@ Perhapsyou encountered an educator or a personal devel op-
ment trainer with a wonderful way d handling audiences,
and you would like to have similar success.
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Curiogity is asking: "How do they do that? How do | get those
kinds o results?' You may even start asking them questions
because you want to find out how they do what they do. Thisis
thekind o curiosity were talking about.

In Presenting Magicadly you will encounter things that you have
not seen other presentersor trainersdoing before. If you start get-
ting curious about, "Why are they doing that?" or, "What do you
have to do?How does thiswork?And what would happen in my
trainings or presentationsif | were to start doing these things?"
then you will be getting some answers.

Wanton experimentation

Yau aso need to engage in wanton experimentation. That word
‘wanton' isimportant. It means you have to have the willingness
to do anything, just to find out what would happen if you did it.
Areyou willing to keep trying different things, tofind out what is
going to get you the resultsyou want?

Yau are going to be doing things you have never done before, so
there is no way for you to know ahead d time what would hap-
pen if you did them. Over the years we have observed that people
get extremely varied results when doing these exercises. So we
cannot predict specifically what will happen for you. If in an exer-
ciseyou arefeding alittlehesitant: "'I'm not sureif | can do that",
or, "'l have never done anything like that before”, then we would
suggest that you simply take to heart the words from that great
American 'philosopher’ Nike, and "Jug db it", and find out what
happens.

The creatorsd NLP were curious about several people who were
excellentin their own field, and found out exactly what they were
doing that made a difference. They modeled hypnotherapist
Milton Erickson (1901-80), family therapist Virginia Satir (1916-88)
and also Fritz Perls (1893-1970), who was the charismatic creator
d Gestdt therapy. Fortunately there were many films d him
working with clients. One thing Fritz Perls said has becomeakind
d talisman for us, and we suggest you consider thiswhen you are
doing an exercise. Fritz would often say to the people he was
working with: " Stop thinking, and cometo your senses.”

Neuro-Linguistic Programming

have designed the exercises in Presenting Magicdly to be
cumulativefor the reader. Soon you will have so many things to
y attention to in an exercise that you won't be able conscioudy
hold everything in your mind. So then: stop thinking, come to
U senses, and just do it. That is one d our guidelines for
:dling in the exercises. By just doing it, you will find you have
lities you didn't even realise you have, abilities you can then

> to ever greater benefit.

Methodology

The foundation d NLP is a methodology called modding, which
Richard Bandler and John Grinder used for finding out what
Milton Erickson, Fritz Perls, and aso the family therapist, Virginia
Satir, did when they were working with clients. (We will meet
Viignia Satir again in Chapter Thirteen, when we come to non-
veirbad communication.) Basicdly, with modeling, you find people
wlo are examples of excelence, observe what they do, ask them
questions, and see if by doing the same things you can get the
sarneresult.

Briefly, to model someone, you may observe:

@ their physiology, what that person doeswith their body

@ the language they use, how they use words, how they
structure their utterancesto get results

@ their thinking, how they construct their modelsd redlity.

The remarkable thing is that if you adopt the same physiology,
use language in the same way, and structure your thinkingin the
sane way, then you will get very similar results to those of the
expert you are modeling.

WE do not claim that NLP is new. Similar ideas occur throughout
history. For example, to return to Poe's story, The Purloined Letter,
published in 1844, one character says.

"When | wish to find out how wise, or how stupid, or how good,
o how wicked is awy ong or what ae his thoughts at the
momert, | fashion the expresson d ny face as accurady as
possible, in accordance with the expresson d his, and then wait
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to see what thoughts or sentimentsarisein my mind o heart, as
if to metch or correspond with the expression.”

Much work has been done in modeling excellent presenters and
trainers, but Presenting Magically gives you the practical how-to's,

which means that anyone who wishes to achieve excellent results
can do what has been found to work consistently well. We will

share with you some modelsd how to use your physiology, how
to structure your language, as well as your thinking. If you prac-
tise the material in thisbook, then by theend d the book you will

know that you are an excellent presenter and trainer. You won't

just know it theoretically. Yau will know it experientially, because
you will have beenin front d an audiencedoing it. And you will

probably be surprised at how well you did it.

Techniques

NLP is more than just learning some techniques that you add to
what you aready know. Doing NLP means changing how you
think. Just giving you techniques would be selling you short.
Remember that saying: "If | give you afish, then | feed you for a
day. If | teach you how to fish, then | feed you for life." We want
to teach you how to fish. We want to enable you to change your
life, by changing the way you think, so that you become totally
comfortable being yourself and more flexible in what you are
doingwhen you arein front d an audience.

Now changing your way d thinking isnot somethingyou do just
by thinking about it! It happens when you fully experiencedoing
some activity, involving your body and mind, your language and
your behaviour. So let's explore in more detail how an under-
standing & NLP will help you achieve this. Well begin by
consideringits three component parts.

Neuro

Neuro refers to the nervous system, your neurology, your brain. It
includes al d your senses. seeing, hearing, touching, smelling,
and tasting. Every second, approximately two million bits of
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rmation are flooding into your nervous system, even when
are adeep.

de, you make sense d that information by representing it to
reddf: you create picturesinside your head; you hear sounds
de; you have fedlings, even smells and tastes inside. Yau also
to yoursdf about it inside your head. Most people have inter-
dialogues or conversations with themselves. When you are
ing to yourself, do you say useful things to yourself? Or do
talk to yoursdlf in alimiting way?For example: "You can't do
I You must be kidding."

reareat least Sx thingsgoing on inside your head. If you were
,top right now, and check what you are doing inside, you
ild find one d more d those activities happening. Indeed, if
arenot doing any d those things, check for a pul se!

se internal representations in our neurology form our model of
world. Thisis how we make sense d neural activity, how we
municate to ourselves and others, how we explain what
gs mean. The language we use affectsour internal representa-
s, and the meaning d those internal representations
rmines how we behave.

uistic

3 obvious that the language we use affects other people's
aviour. This is more than their compliance with our actual
ds. Saying to someone, "'l want to know how you do what you
, "What you did was excdlent”, or "I'm going to tell you a
et" will affect the state they are in, as well as what they are
ly to do asaconsequence.

s appliesin any context. For example, if you are giving a sales
sentation, the language you use will affect the state and behav-
- d your prospective clients. Curiosity would lead you to
it to know how to affect the prospective clients state and
aviour in such a way that they will buy from you, that they

sign the contract - since that is the outcome d a successful
S presentation.
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The purpose d any presentation is to get your message across.
The way you are communicating when you are presenting or
training - what you say and how you say it - will be affecting the
state and potential behaviour d everyone in the audience.
Therefore, to get your message across easily and effectively, you
need to know how to structure your communication so that every
single person in the room is in the best state for receiving your
message. That way you get the result you want, and at the same
time they learn the thingsthey want.

Programming

Since we've both done computer programming, when we first
encountered NLP, it was the programming part that attracted our
attention. We wondered: "' Does thisliterally mean you can repro-
gram people?... Maybe you could get a keyboard and plug it
into the back d your head and with a few keystrokes... "
Because, "'l have some stuff that | would like to reprogram. | run
several programsthat don't realy work. And | can certainly think
d some other peoplel would liketo reprogram!*

The 'programming’ in NLP is actually more subtle, and refers to
our habits, our repeating patterns d thinking and behaving. These
programsare running unconsciously, whichiswhy we aren't usu-
aly aware d them. For example, we run programsfor getting up
in the morning, and programs for not getting up in the morning.
We have programsfor getting excited, programsfor getting moti-
vated, programs for making decisons, programs for learning,
programs for being crestive, programs for knowing what is redl,
and programs for remembering. Some o them work effectively;
others may be less than effective. Sometimes we achieve our own
programming, sometimes we have programming thrust upon us -
by parents, teachers, and others. What isimportant is discovering
and using programs that consistently work well and achieve
excellence.

One d the purposes d this book is to give you some new pro-
grams that will help you achieve your specific desires and
outcomes. We hope to assist and enable you to totaly transform
your stage presence, and the way you communicate so that you
area magnificent presenter or trainer.
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'LP communication model

is essentially how you communicate effectively, both with
elf and with other people. From an NLP perspective, thisis
happens within someone's neurology when they are on the
ringend d our communication (Figure 2.1):

Figure2.1

M odel
Visua Piaures
Auditory Sounds
Kinesthetic Feelings
Olfactory Smellsg
Gustatory Generdlisations  Tastes

Self-tak

a pen and draw a box round the list & words on the left
side, in acolour d your choice, whereit says, 'Visud, audi-
kinesthetic, olfactory, gustatory'. When you have drawn the
>und them, label it: 'Externa event or communication.’

has its own jargon - technical-sounding words that have
e meanings. We will do our best to 'dgargonise’ it. We will
each you the jargon, asit might be useful if you aretalking to

people. But, with a name like 'Neuro-Linguistic
amming', you probably assumed that it was going to have
1init. For example, thosewordsfor the five senses:

Visud - See
Auditory _ hear
Kinesthetic = fed
Olfactory _ smell
Gustatory — taste

: 2.1 shows a schematic d the communication process.
nation about eventson the outside comesinto our neurology
gh our five senses. Two million bits d information is a
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dividual people are generdisations over time. Tad James and
avid Shephard in 1936 are taken to be the same Tad Jamesand
avid Shephard in 2001, even though every cdll in our bodies has
anged in that time.

massive amount to be arriving in the nervous system every sec-
ond d the day. In order to keep us from perpetua overload, we
employ three processes to cope with al thisinformation: ddetion,
generdisation, and digtortion.

eneralising also enables us to reasonably forecast what is likely
Dddion - happen. For example, scientific knowledge is the collection d
What would happen if we were conscioudy aware d al that :neral principlesthat tell us how the universe works, and dlow
information?Our thinking would be so excessively burdened that s to make predictions. WWe don't need to relearn how to drive
we wouldn't be able to process any d it, and very likdy we ich time we get into a different car. Although cars vary in the
would go insane. But this doesn't happen, because we limit our yout d the controls- so that instead df indicating turning right,
awareness and deal with only what isimportant to us at the time. our  turn on the windscreenwipers! - in general, they work in the

We sdlect certain partsd  the incoming information to pay atten-
tion to, and filter out everything ese. It is as though we are
ignoring everything we consider irrelevant, and that information
getsddeted from conscious awareness.,

For example, these experiences are common:

@ Yau are so deeply engaged in reading abook or the newspa-
per, that you are oblivious to somebody asking you a
question.

@® Yau are looking for your car keys, and you can't find them
anywhere. Then you discover they have been right in front
d you dl thetime.

@ Notice how the clothes you are wearing at the moment fedl
against your skin. Mogt d the time these body sensationsare
totally ignored.

The information is coming in through your eyes, your ears, and
your skin all the time, but for whatever reason your conscious
mind deletesit, until you start paying attention to it.

Generdisation

We a so reduce the amount d information we are dealing with by
generalising it. Human beings are very good at noticing patterns,
regularities, and creating abstract principles and rules. Words are
labels for categories  experience. Generalising adlows us to
recognise classesd objects, such as chairsand pens, even though
their physical appearance can vary enormoudy. Even names for

me Way. They have smilar arrangements d engine, steering
hed, accelerator and so on. Even though the engine design and
<ternal appearancemay vary gregtly, the functions stay constant.

e condense vast amounts d information about the world into
seful facts. In the Introduction we referred to the number one
ar and saying that, "In the US. .. " It isa useful generalisation,
>cause it hasmeaning for us, but it isonly adatigtica fact. if you
ere t0 ask any particular American citizen, then they may or
iay not havethat fear.

e dso generalise our own experiences. For example, someone
ay have done a single presentation during which the audience
as aggressive, they didn't know what to do, and they felt awful.
asad on that one experience, they now decide that all audiences
‘e hostile and that they are no good at presenting. They are gen-
-alising from certain aspects d their experience and assuming
at in the future every presentation will be the same. We fre-
uently do a mental operation that changesour descriptiond an
<ternal experience into an internal assessment d our identity:
That was an awful presentation”, becomes, 'l am no good at pre-
senting”. Thisis often alessthan useful inference.

'pening the door

le actually learn everything through generalising. For example:
rom your early learning experiences, you have inferred certain
les about the way doors work. Mogt domestic doors have
inges on one side, which alow the door to swing open or shut,
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and you usually need to turn a handle in order to release the
catch.

Some investigators once did an experiment with an unconven-
tional door (Figure2.2). Thisdoor had ahandle on the same side as
the hinge. The hinge would till alow the door to move fredy,
such that if you pushed it on the opposite side, it would swing
open. They said to the victims. "Here is a specia challenge for
you. Open the door, and get to the other side.”

Figure2.2
The first thing most people do, using their | ——
usual generalisations, is to turn the door han-
dle. But the door doesn't open. They try
turning it the other way, Still no joy. Then
they push and they pull where the handleis,
but still it doesn't open.

Then they leap to the conclusion that the
door must be locked, and ask for the key. But L
even when they unlock thedoor, it still doesn't work. At this point
in the exercise, most people say the door must be jammed and
that it isimpossibleto open it. They havereached the limit d their
generalising.

It is only possible to open the door by going beyond the well-
known rules 'known' about doors. Apparently one guy, after
twenty minutes, did get through the door, but probably by saying,
"Oh, | give up!" and leaning on the far edge d the door, so it
swung open.

Having generalisations about the way everything works simpli-
fies the amount d informationwe need to pay attention to. Most
d thetime, in familiar contexts, these generalisationswork for us.
However, therewill be other contextswhere they don't work, and
we then have to go back to first principles, and reconsider what to
dowith the raw information.

Distortion
We also distort information. We make connections between what
we perceive, and what it might mean, or what might happen as a
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We are distorting information by labelling experiencesin
orld around us, interpreting them, making meaning, draw-
ferences, and coming to conclusions. For example:

‘When | look at the peoplein the room, | know were going
to haveagood time."

They're not back from the exercise yet, so they must be
findingit interesting.”

Tl give them lotsd handouts, because that will keep them
happy.”

If 1 learn this technique, everything will be much easier in
thefuture."

remembers:

hen | was about 16 years old, my parents went away for the
sekend. They had decided | was old enough to stay in the
use by mysdlf. | was realy excited about this, because | had
ver been left to look after the house before. So | got some beers,
wyed up watching television until two in the morning - al the
rt o things you do when you arefedling 'Yed! I'm free! I'm an
ult’. | went to bed around two o'clock, and then woke up at
ree o'clock, because | heard some noises. It was the sound o
meone moving around downstairs, and my heart started
nost leaping out d my chest. So what do you do? The first
ing isto pull the coversover your head, because then you will
safel Nobody will guessyou are there!

r thistime| could hear footstepscoming up the stairs and begin
alking along the landing outside my room. My heart was till
wunding away, and | was thinking, 'Well, thereis only one way
handling this. | haveto catch this person by surprise. The best
ing | could think of, as far as surprises are concerned, was to
ind behind my bedroom door, with my baseball bat. So | was
inding there behind the door. The steps were getting closer. . .
atil the point came where | thought that this person was right
tside the door. | flung the door open, 'Weh!!" and leaped
rough the doorway to catch them by surprise. ..

at’s right, there was nobody there. And there never had been
tybody there. It was the sound d the central heating system
oling down, making that knocking sound. And it was always
e central heating system cooling down. But in my brain | had
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distorted the incoming auditory information and made it mean
something completdy different. In so doing | had changed ny
physiologica sate, 0 that adrendin was now coursing through
my body, and my heart was thumping avay."

Beliefs

We aso distort incoming information through our bdliefs.
Whatever your beliefs are, in the face d conflicting information,
you will most likedly judify them and insist on your truth.
Consider this: Have you ever had a conversation with someone
who has some very strongly-held beliefs, and you provide them
with a massive amount d information which is contrary to their
beliefs, and they sy, "Youre right. Yau are totally correct in what
you are saying. How could | have been so stupid! I'llimmediately
change my mind on this!" That doesn't happen, does it? People
will resist any outside attempts to change their beliefs and keep
thosebeliefsintact by filtering out any contradictory evidence.

Here is an example d this phenomenon. Suppose you have a
beief that you are not an excellent presenter. Now evenif you are
an absolutely brilliant presenter, you will create situations that
prove your beief to be correct. Perhaps you get up on stage and
do a great presentation, but you think that you haven't, because
you believe you aren't a great presenter. Then someone in the
audience comes up to you and says, "Yau know, that was a great
presentation™. You sy, "'Oh, thanks very much. But as you walk
away you are thinking, " Oh, they are only saying that to be nice".
Yau haveto do this, otherwiseyour bdief would be blown out.

Many beliefs tend to operate in the background, and we don't
always know what they are. So think back to when you were pre-
senting. Pretend that you are watching yourself from the side o
the stage. And notice your own response to how you are doing.
How do you respond to that 'you' giving the presentation? Pay
close attention to your response. You may notice that you are
doing OK, or that you could be doing better in some way. Once
you bring your beliefs out into the open by acknowledging your
response to your presentation, you can begin to improve your
future presentations. You can simply let go d any limiting beliefs,
and alow yoursdf to becomeatruly great presenter.
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Our Model of theWorld

Our ‘rtnodeld the world' is exactly that. It is how we make sense
of al our experiences: the pictures, sounds, fedings, smells, tastes
and self-talk. We update our model d the world as we select or
filter the information coming in, according to our outcomes -
what we want; to our beliefs — about the way things are, how
things work; and to our values—what isimportant to us. Our out-
comes bdiefs and values change over time, and we are
continually re-cresting our model d the world on thebasisd cur-
rent information and current filtersand interpretations.

Negatives

When the human brain is creating an internal representation, it
cannat directly represent a negative concept. So if we say: "Don't
think d a blue tree’" you immediately think d a blue tree. You
may then engage in a secondary activity that allows you some-
how te negatethat image, but thiscan happen only after you have
first invoked what you are not supposed to be thinking of. So you
can't inat think d something you are not supposed to be thinking
about without thinking about it. So don't even think about that for
amornent!

When you listen to the content & many presentationsand train-
ings, you often hear words that describe exactly what you are not

»sed to think and do. One thing we have noticed, especially
in sales presentations, is that most d the objections that arise are
ones thepresenter suggested!

Anecampled thiswas a presentation Tad went to, put on by two
financial companies, both offering new investment packages.
They were going for the same section d the market, and both had
created investment deals for people who wanted their money to
be particularly safe, with a reasonablereturn. At the launching o
these new products, there were about 45 peoplein the room who
were either customers or people who would be selling the prod-
ucts. Here is what happened. We will indicate the emphasis by
putting theimportant wordsinitalics.
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The presenter from the first company came on stage and said:

"I would like to introduce you to our new product. With this par-
ticular product we don't want to put dl d your money at risk.
The mogt important thing is we redly want to meke sure that
you don't loseall of your money."

And he went on about this particular product, and the benefits o
the package. But the main emphasis was on their money not being
at risk, becausethe company's outcome was that the clientsdidn't
loseall of their money. That was thefirst presentation.

Then someonefrom the rival company came on stage, and said:

"When we designed this particular product we wanted to meke
surethat our dientsgot a redly good return on their money. Now
we can't say that our product is totally safe. No invesment is
totaly safe. But we will ensure that you get a return on your
money, even though we can't guaranteeits safety."

After the presentations each speaker retired to their own booth,
where prospective clients could come up and talk to them. Out o
the 45 people at this presentation, only five o them went to the
first company, while the other 40 were queuing up at the second
one. The message put acrossin each case was essentially the same,
but the internal representations that the audience created were
very different.

So whenever you are presenting or training, when you say some-
thing to someone:

@ Sayit theway you want it.

Thisis a really important point: Leave them with what you want
them to think about, rather than what you don't want them to
think about. For example, you could screw up in sales by saying:
"l don't want you to think that our product is too expensive."
They might not have thought it before, but they will now.

At one company where we were doing sometraining, wewerelis-
tening in on somebody selling over the phone. He started very
well, and we thought he was going to get the deal. Then for no
apparent reason, he said: "'l don't want you to think | am being
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pushy.” Instantly he was cut off. He asked, "What happened? |
thought | had the dedl". So we said, " Just think about what hap-
pens in your mind when we tell you I don't want you to think |
am being pushy''. The person on the other end o the phone
didn’t think hewasbeing pushy - until he made the suggestion.

Think about the letters you write to prospective clients. How
many sales letters do you get saying, "Thisis what we do. | am
sure that your company will be interested in what we have to
offer. Please don't hesitate to contact me." Well, there are many
comnpaniesthat we are still hesitating about. And again, many film
and theatre reviewsend up with, "Don't missit." Sowe don't.

Of course, you can deliberately use negatives to great effect. For
instance:

"Now it wouldn't be right for us not to say that you won't get this
ingantly. And we wouldn't want to suggest that everything
you learn in this book you will be able to do automaticaly. It
wouldnt be OK for us to sy that, because we don't know
whether you will actudly be aile to excd in dl the exerdises. SO
don't bother to notice™

By using negatives, you are matching a very common aspect o
our culture. So you can twist the meaning around by using nega-
tivesto say it theway you want it.

In general you need to check: Are you leaving the people with the
internal representation that you want them to be left with? Do
they have a model d the world in which more things are now
possible?



Chapter Three
Your Internal State

v State

have already been considering how what we think affects our
aviour and our state - our physiology. My heart is beating
nally again now.

state you are in will affect everything else going on in you
around you. Therefore you need to know about states:

» how to bein the right state for what you want to do; and
» how to be ableto change your state at will.

s chapter is about how the things going on inside our heads
age our behaviour (Figure3.1).

Figure3.1

Physelogy

e meansyour emotional state, the way that you are feding at

moment: You may be feeling happy or sad, feeling dightly
ressed, or regretting not having studied NLP before. Perhaps
're feelingexcited, highly energised, or very confident.

enyou arefedingredly good in yoursdlf, you are probably going
ehave differently than if you are not feeling good about yourself.
know thisin your own experience. Compare your behaviour in
se good times with the not-so-good times. A good state enables
to get far better results. So themiddlelinein Figure 3.1 issaying:

» Toalargeextent theway you fed inside determinestheresults you get.
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The internal representation on the top linein Figure 3.1 is the same
internal representation as we illustrated with the door and hinge
in Figure2.1. Hereisabrief thought experiment for you to do:

Now just for a moment, think about an event in the past,
whereyou did somethingand it didn't work out the way you
wanted it. And as you think about that event now, how do
you fed?

Notice how you are feeling in your body as you think about that.
Yau probably don't fed so good. OK. Come back to the present.
Take abreath, and asyou breathe out, let that memory go.

Now think d a time when you did something in the past
which worked out absolutely fantastically, and you did an
even better job than you thought you would do.

Now, how do you feel? Do you notice that you fed different?
Great.

So thenext findingisthat:
@ What you hold in your mind determines the way you feel.

Your physiology

On the bottom line in Figure 3.1 is Physiology. Imagine this sce-
nario: well follow the fortunes d someone in sales, someone
participatingin atraining such as Presenting Magically:

In their businesslife, this salesperson has a new deal on the table,
adeal solucrative that it offersthe possibility d meeting al target
goasfor the year in one contract. Asthe salespersonarrivesat the
training, their mobile phone rings. It is the particular prospective
client for the lucrative new deal, who says, "I'm sorry, but we
have given the contract to your competitor".

Now, you would probably know that something like that had
happened to that person before they told you. What would let you
know? The evidence would be in their physiology - their 'body-
language. Yau would notice their posture: head down, walking
relatively dowly, dragging their feet. Their facia expression could
possibly be flat, definitely not smiling.

Your Internal State

ow suppose that their mobile phone rings, and they go outside
answer it. It is the same prospective client. What has happened
that suddenly there has been a mgor change in the organisa-
»n, and the deal isback on. Except for onething. The deal isnow
ree timesbigger than it was before.

gan, as the salesperson comes back in the room you would
stice that something like that had happened because d the
ange in physiology. Now they are walking in a more animated
shion, their postureis more upright, their head is held high, and
ey aresmiling.

ythenext findingis:

@ Theway you fed can change your physiology.
e inverseisalsotrue:

@ Your physiology can changethe way you feel.

1ese two are linked together. The way that you feel and your
aysiology are intimately connected. Change your physiology,
1d you will change the way you fedl. Let's test this out. Actually
a2 this, rather than just reading about it.

v this next piece you may want to have someoneread the instructions
you in the manner indicated. Or you could record it onto tape your-
If, and do the exerciseswhen you play it back.

Exercise2: Taking on Different Sates

up. Now, just for amoment, get depressed. How would you
2 standing if you were depressed? Head down, looking at the
dor. What would you be saying to yourself? Oh, no! Why me?
'hy doesthisalwayshappentome... ?"

) get depressed for just a moment.

25, you're good at that. OK. Now just shake that off. Move your
hole body, shake your arms and legs vigorously, and breathe
sain, SO that noned that depressed stance remains.
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Now stand with your feet about shoulder width apart, and begin
to tense the musclesin your legs. Then tense the musclesin your
calves, tense the musclesin your thighs. Now tense all the mus-
clesin your hips, your stomach and your lower back. Now tense
the muscles across your chest. Tense the muscles in your arms.
Redly, redly tense. And the muscles all across your back. Now
look up at the ceiling, roll your eyes up so that you are looking
out d the top d your head. Put a massive grin on your face, so
that you are showing your teeth. So that if someone were observ-
ing you from outside, they would think, "This must be a dental
convention!" Big grin, loads d teeth, and say to yoursdlf, inside
your head, in an excited voice, "Yes Yes, Yes, YeS, YES, V€S, YeS,
yes, yes, yes" justinside your head. (Speaking very quickly)

Now, keeping everything exactly the same as it is right now, try
and get depressed. Go on, try. You were good at this earlier. Try
and get depressed, keeping everything exactly the same as it is
now, try and get depressed. Come on, you know you were good at
this. Canyou doit?

No, you can't doit, can you?Exactly. OK, you can relax now.

Yau can't do depression standing and tensing all your muscles,
looking up at the ceilingwith abig grin on your face, saying, "Yes
yes, yes" to yourself, because your neurology doesn't work that
way.

NO more excuses

if you regularly work out at a gym, or go running, or engagein
some kind d sport or dancing, then consider: How long does it
take after aredly bad day, for all the fedingsd abad day to dis-
appear after you start exercising? A couple d minutes? It may
take five minutes at the most. This is because the physiology o
working out, or exercising energeticaly, is totally opposite to the
physiology d abad day.

S0 hereisthedeal on this;

@ You can change the way you fed - whenever you want.

Your Internal Sate

This meansthat the way you fed is under your control. It means
that you can choose to be in the state that will get you the result
you want.

Hereisthe downsidetoit:
@ There are no NMore excuses.

if you are in the habit o arriving at your office saying, "Widl, |
dont fed so good today, because | fell out with my
husband /wife/boyfriend / girlfriend /person | live with. .. before
| left this morning,” you now know that this won't work any
more. Change your state, look up at the ceiling, put a big grin on
your faceand say, "Yes yes, yes, yes, yed" That will change your
state, and it will change the state of everyoneelse in the office as
well.

No matter what has happened to you, no matter what state you
arein, you can changeit so that you can get the result you want.
That puts your results under your control in every area d your
life. For example, you can enable your students to learn more eas-
ily, whether they are adults, collegestudents, or children at school.
In asales presentationit will enable you to get more sales. Things
just work better when you arein the appropriate state.

Yau can change your state, because it is your state. Yau can
change what you are thinking, what is happening inside your
head, what you are concentrating on. You can also change your
physiology at will. Most d the people we meet during our train-
ingsarein control d their physiology. That might not be true after
closing time on a Saturday night, but generally, we assume that
peopl e have control over their physiology. You can use thisfact to
your advantage.

When we first discovered this concept, we thought it meant that
everyone needed to bein an energised state dl the time. However,
it is appropriate to sleep every now and again! Yau need to have
sufficient deep, and that will certainly make it much easier for
you to be in the appropriate state for presenting and training.
Since you will be using energy while you are presenting or train-
ing, you must have enough in reserve. Think d it as having some
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sort d 'energy bank account’. Only when you have sufficient
energy resources will you be able to do your stuff. If you over-
draw your account, you will fed tired, exhausted, and otherwise
lessthan exquisite.

In Chapter Ten you will learn some simple exercises that will
alow you toincreasethe amount d energy you have. Doing these
exerciseson a daily basis, or just before you do a training, will
ensure that you have more energy than you will ever need to take
you al the way through the presentation, or through the day. Just
imagine that you are putting an energy deposit into your account,
which then becomes a resource you can draw on whenever you
need to.

Getting intorole. . .

David recdls: | once came acrossa sales guy who had a particular
method d getting himsdlf into the right state. If he arrived at a
client's site and he wasn't in an empowered state, we would get
out d the car, and with arolled-up newspaper that he always car-
ried with him, he would, start beating his car. He would thrash
the back d his car, rather like that scene in Fawlty Towers when
Badl Fawlty lashes his broken-down car with a branch. Thissales
guy would get into a really energised state from beating his car, so
that when he walks into his sales presentation, he is emanating,
"Hi! I'm here™ And people think, "Wow! Who's this just walked
in through the door!?' This man changes his state because he
knows thereis no point in going to the meeting if he isn't in the
right state. In other words:

@ Only by being intheright statewill you get the result you want.

Yau have to decide which state is going to enable you to get the
result that you want:

@ What would be the appropriate state for the result you want, for
your outcome?

Having an outcomein mind will tend to takeyou into that state.

Your Internal Sate

Whoam|?

Yau may be asking: Is it not true that if you are changing your
state all the time, if you arefedlingbad, and you talk yoursdf into
feeling good, then you're not redlly being yourself? The truth is
that you are dways in some state. When you change your state,
you're still you. Because you are more than just the way you fedl.
Yau are much more than the way you are feeling right now. If you
were only the person you are when you are feeling bad, then you
would alwaysfed bad. But you don't, because sometimesyou fed
good. Yau are awaysmore than the way you fed at any particular
time, and you will still beyou, however you fed.

If, when you have your desired result, you want to go back to fed-
ing bad, fed free. But if you have just doneabrilliant presentation
or training, you will probably want to stay feeling good.
Remember:

@ You can choose how you feel, and you can change your state when-
ever you like.

@ When you are doing some particular activity, the state you arein
will determine your successat it.



Chapter Four
Your Unconscious Mind

Let usintroduce you to a very important part  yourself - your
unconscious mind. Just go inside and say "Hello™ to your uncon-
scious mind. And notice what happens. Do you get a response?
You know you have an unconscious mind, but you may not have
been formally introduced before.

Oneway d thinkingd your unconsciousmind isthat it is every-
thing you are not conscioudly thinking d right now. As soon as
you think d something, it becomesconscious. Beforethat it wasin
your unconsciousmind. A quick demonstration:

Everyone has a conscious and an unconscious mind, so whenever
you are with someone, you can communicate with both their con-
scious and unconscious minds, because we know that both parts
arelistening.
Figure4.1
All

Lenming

Unconscious

Figure 4.1 summariseswhat your unconscious mind does for you.
Thefirst thing to appreciateis that your unconscious mind is the
sourced all learning, all behaviour and al change. Here are some
reasons why it is important for you to get to know your uncon-
scious mind, and to conscioudy decide to communicate with
other people's unconscious minds. Well examine each d these
individually:
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Learning

Learning is not the domain d your conscious mind. Your uncon-
scious mind is the part & you that learns. Now, you may have
thought that you learned conscioudy in the past, and although
learning must first go through the conscious mind, it is your
unconscious mind that remembers everything. Everything, once
learned, residesin the unconscious mind.

Think about all the thingsyou have ever learned. Until the subject
was mentioned, how many d them did you remember con-
sciously?Probably nonel

Think d all the phone numbers you have learned, and which you
now know. For example, you know your home phone number, do
you not? If you'd like to do thiswith us, please say it to yourself.
Now before you were thinking d your home phone number,
where was it? Obvioudy it was stored somewhere, a place o
which you were not conscious - that is your unconscious mind -
the part d your mind d which you are not conscious, right now.
What's important about that is that all your learning - everything
you have ever learned - isstored in your unconscious mind.

Behaviour

Students in the hypnosis seminars we teach often approach us
and ask, "Can you make me move my arm unconsciousy?"' We
ask the student if s/he had ever considered that s/he cannot
move his/her hand conscioudy. Do you know how many muscles
therearebetweenthetip o your fingersand your shoulder blade?
Thereare 159 muscles. o, it isimpossible to move your hand con-
sciously. Yau have to moveit unconscioudly. It's not just your hand,
either - al behaviour is generated at the unconsciouslevel. Thi nk
about walking. Yau just put one foot in front o the other, don't
you?When you do, however, you don't think about it. You just do
it. In fact if you think about walking, that thinking can be counter-
productive. Thinking about walking is conscious thinking. The
fact that it interferes with walking shows us that the behaviour is
generated unconscioudly.

How about this: The last time you drove to work, how conscious
d it were you? Do you remember the whole trip? Or do you

Your Unconscious Mind

remember none d it? If you want a rea scare, the next time you
drive somewhere, just look over at the person next to you on the
freeway. They too are probably unconscious.

Change

Think d a bad habit you wanted to change in the past. Was it
easy? Probably not. Most people find it hard to change a bad
habit. For them it's something that takes time. Tad remembers,
"When my sideburns were long, | used to play with them all the
time. Oneday | said, 'I'm not going to do that any more!' But, you
know, five minuteslater therel wasagain, playingwith them".

If change was 'that' easy, you could walk up to a friend who was
being abit d a jek and sy, "Um, excuse me, but you're being a
bit o ajerk! Would you please change?* And they would change.
Right then - if change was conscious! In the real world, change
isn't aways that eesy. Many people go on doing the same old
things over and over, year after year, and they complain about it.
If changeisn't that easy for us, it issimply becausewe aren't fully
in rapport with our unconscious mind. In the real world people
are often not in rapport with the unconscious mind, and that is
why changeis sometimesdifficult to accomplish.

So, all learning, behaviour, and change are unconscious. This
makesthefollowingideavital to presenters.

Use positivelanguage

Your unconscious mind cannot directly process a negetive in con-
sciousness. It's true. In fact, it's also true for the conscious mind.
Think about this: Yau cannot think about what you wish to not
think about without thinking about it. Think about that. For exam-
ple, if we said, "Don't think about a blue tree” what are you
thinking about? Unless you were semantically trained, you are
probably thinking about a blue tree. Even though you were asked
not to do that!!

Mog d usgo through our livestelling ourselves, "'l don't want to
think about a blue tree.” When you go in to see the boss, do you
sy, "l hope he doesn't get angry like the last time"? When
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starting out in a new relationship, do you say, " Gee, | hope| don't
get hurt” ? Another exampleis the salespersongoing in to make a
sdeand saying, "'l hopel don't blow thissde.”

If you or someoneyou know doesthat, it may be the wrong signal
to be giving to the unconscious mind. It is the wrong signal
because the unconscious mind cannot process a negative in con-
sciousness. o, to facilitate communication between the conscious
and the unconscious minds use positive, supportive language.

Chapter Five
Empowering Beliefs

N this chapter, you will explore how to become more flexible in
rour thinking by learning how people who are models d excel-
ence tend to think - the assumptions they make about how the
world \yorks, These assumptions are known as the Presuppositions
n NLP. They are common beliefs to people who are master com-

nunicators, whether they are teachers, therapists, presenters or
rainers. TO achieve comparable results, you must assume those

seliefs for yourself, and operatein asimilar model d the world.

Empowering Bdiefs d Master Communicators

@ Everyone has their own unique model d the world.

@ In order to have rapport with another person, it is essential
to respect their model d the world.

® Themeaning d the communicationisthe response you get.

@ Thereisno failure, only feedback.

@ Resistancein an audienceisasign o lack o rapport.

@ Thereare no resistant audiences, only inflexible presenters.

There isasaying, "Whether you believeyou can or you can't, you
re absolutely right”. These NLP presuppositions will work for
you when you act asif they are true. Try these beliefs out in your
>wn lifeand noticethe resultsyou get.

@ Everyone has their own uniquemodd d theworld

In Chapter Two we looked at how peoplecreatetheir model of the
world. Your own internal representationd your reality is unique.
This is because you experience the world you live in according to
the filters and preferences you have when paying attention to
what is around you. Even identical twins have unique experi-
ences, and thus differentmodelsd the world. Thiswould aso be
true if you were cloned; you and your clone would each have a
unigueinternal representationd redlity.
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Think about thisin terms d the number d different internal rep-
resentations, different models o the world, that you encounter
when you are presenting to a group. Each person in the group has
a unique model. So if you were assuming that everyone's model
d the world is pretty much the same as yours... Wdl, think
again, becauseit isn't. Their models may be vastly different from
yours. David once said to a group he was training, "'l spoke with
my mother this morning just after she had had an accident™. He
then asked the group what they were thinking of. " Sheld had acar
crash, said one. "Shed fallen downstairs”*, said another. Actudly,
she had knocked over her cup o coffee as she reached for the
phone! The morewe do NLP, the more we realise how utterly dif-
ferent people are. NLP provides numerous ways o describing
these differences, and as you learn more NLP you will learn to
make many significant discriminations. By doing that, you will
then be able to match other peoplein their model o the world. We
will be exploring some o these differences in Chapter Eleven on
sensory preferences, and in Chapter Fourteen in terms d learning
styles.

@ In order to have rapport with another person it is essential to
respect their model of the world.

To have rapport with another person, and communicate effec-
tively with them, you need to respect their model o the world, no
matter how different it isfrom yours, whether you 'approve o it
or not. If you are presenting to a group d people, all d whom
have different models o the world, at variance with yours, you
dtill need to respect all d them. Thisdoesn't mean they are'right'
and you are'wrong’, or viceversa. If you assumethat everyoneis
right - fromtheir point o view - then theseare just different mod-
elsd the world. If you always assume that for everyone in the
room, their model d the world is perfect for who they are, then
you will alwaysbe able to effectively communicatewith them.

@ The meaning of the communication is the response you get.
Most people assume that they control the meaning d what they

are communicating. Should someone else misunderstand them, it
is that other person’s fault. In the example above, David's mother
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knew what she meant. The way you understood the statement, the
meaning you maded it, was probably different. Sowho isright?

The only way d knowing what the other person thought you
meant, is from their response. How many times have you had an
experience where you say something and someone respondsin a
compl etely unexpected way? For instance:

"Why haveyou got that stretcher?"

"You said your mother had had an accident."
"But | didn't say she needed astretcher.”

"That's what | thought you meant.”

"No, | didn't mean that. We need just acloth. .. "

So the meaning d your communication is the response you get. It
doesn't matter what you thought you communicated, it doesn't
matter what you meant to say. What mattersis: What meaning did
the other person get?

If it isnot what you intended, then it is up to you, as the master
communicator, to be flexible and find other ways o getting your
message across, until they do get it.

Consider the responsesyou get asinformationabout how success-
fully you have communicated your message. Even no responseis
a still a response; whatever happens is information, because you
cannot not communicate. The audience provides you with clues
about what you may choose to do next, which tiesin with the next
presupposition.

@ Thereisno failure, only feedback.

All responsesfrom other people are ssimply feedback. Having this
bdief meansyou will always be ableto get the responseyou want,
becauseif you don't get it thefirst time, al you havetodoisgoon
doing different things until you do get the response you want.

Quite often we think that if we do one particular behaviour and it
doesn't work, then by doing it again and putting more effort into
it, it will work the next time. If someone doesn't understand what
you're saying, you repeat it, only LOUDER, or more s1-0w-1-y.
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We assume that by saying the same words again the listener will
understand it. What we suggest is that if you don't get the result
you wanted, do anything other than what you just did, because
you have just found oneway that doesn't work. Now that doesn't
mean you havefailed. All it meansis that you got some feedback.
So heed the feedback, and do something different next time.

@ Resistance inan audienceisa sign of lack of rapport.

if you interpret the response you are getting from an audience as
meaning They are resistant’, then all that means is that you
haven't got enough rapport with them yet. Since the responsibility
for building rapport is yours, build more rapport. Once you have
agood level d rapport, you will find that the audience 'resistance

disappears, or meltsaway. Yau could say:

@ Thereareno resistant audiences, only inflexible presenters.

if you have ever been with a group, and started thinking, " They
are a resistant audience’, then that was less about a particular
quality d the audience, and much more about your rigidity as a
presenter! This is another example d your beliefs filtering your
experience. As a presenter it is far more useful to acknowledge
that you haven't yet found the best way to present or communi-
catewith thisparticular group to get the result you want.

As an excdllent presenter you will notice the responses you are
getting from your audience and know whether or not you are on
track for the results you want. If you're not, you need to change
what you are doing, find a way d communicating differently,
while still maintaining rapport, so that the next time you do get
the resultsyou want the next time.

Increasing your flexibility

So how do you increaseyour flexibility?'Smply doing something
different’ may seem rather vague, too open-ended. First d all,
acknowledge that you need to start at your end o the communi-
cation loop. Thisiswhere you can begin to make changes, because
you have direct access to your own thinking and behaviour. This
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is where your power lies. Wanting to change other people, to
make them moreflexibleis much harder, so start with yourself.

Every time you assume that things go wrong or don't work by
blaming other people, or fate, or any externa ‘cause, you are
shifting responsibility away from yourself, which makes changing
much harder. By blaming particular people, or the universe in
genera, you are giving away your power. f you continue to do
that, thereis no way that any training will ever go well, because
you areno longer in aposition d power.

The power to make changes lies within you. When you realise
that you are actually the creator d everything that happens, you
will be acting as a role model for others. Then your audience will
also start being responsiblefor their own changing. Again, thisis
auseful bdief to have. We don't know if it istrue, but if you think
thisway, you will aways be able to do somethingto get what you
want. As soon as you go into blaming mode, with, "It's their
fault . . ." then you might as well leave, because thereis no way
you are going to get your outcome.

Resultsor Reasons

Thinking about thisin a businesscontext. You ask someone to do
something for you, and they don't do it. When you query them,
they giveyou their reasonsfor not doing it.

@ Inbusinessyou alwaysget oned two things: results or reasons.

Yau either get the result you want, or you get reasons, but actu-
dly, they aren't redly reasons.

@ Thereare no reasons: thereare only excuses.
We use excuses that prevent us getting the result we want. There

are only two options: you either get the result, or you have an
excuse.
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Hereisatypical exchangewe experiencein our trainings:

"l don't have excuses."

"Oh, redly. Do you get dl theresultsyou want?"

"No."

"So what do you get instead?"

"l have good reasons.”

"Whoa! Thereareno good reasons. That's just another way of saying
EXcuses.”

Your favourite excuses

SO0 here we are back in the world d negatives again. Remember
that concentrating on your excuses, the negetives, you are rein-
forcing the things you don't want. And your favourite excuses
will be ensuring that you dont get the results you want.
Therefore, whenever you find yoursdf coming up with an excuse,
turn it around, and restate things in terms d what you want
instead. Say it theway you want it.

Think about the excuses peopl e often use for sales presentations.

"They probably aren't ready for us."

"l think we are probably a little bit ahead d the field. | don't
think they are quite on our wavelength yet. So that iswhy we
didn't get theded."

Or for mediocretrainings:

"l think the reason some people in the training didn't get the
result they wanted was because they weredow learners.”

As soon as you engage in that kind d verbal mystification, there
iS N0 way you can get the result. Turn the excuses around, and
take respongbility:

@ | need to be moreflexible.
@ | need to respect other people's modelsd the world, so that
| can match them.

In other words, we are back at the presuppositionsd master commu-
nicators. The people who do get results have those presuppositions
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in place, go out there with the result they want in mind, and with
the attitude d curiosity and wanton experimentation, they keep
going until they get it. Whenever they find themselvescoming up
with an excuse, they tel themselves" That is not helping me get
what | want. | need to do something different™.

Dying to beright

Whatever you believe, you always get to be right. Yau either have
an excuse, or you get the result you want. When we worked with
many company managers, teaching them about NLP, presenta-
tions, rapport, and so on, together we have transformed the
resultsin their company. On the other hand, we have worked with
some company owners who have said, "'l don't think it will work
here". They wereright. And they went out d business. Some peo-
ple are willing to go out d business in order to be right. And
because we work with people on health issues as well, we have
even known peopledieto beright.

Every timeyou act as though these NLP presuppositionsare true,
you will make them true. That action will transform your stage
presence, whether you are presenting or training, or at a business
meeting.

* * *x *x * % % % % % * * *x *x *x

One essentia thing about getting what you want, is noticing if
you are actualy getting it. Sometimes when you ask peoplewhat
they want, especidly in a business environment, they say they
want things they already have, but just hadn't noticed! So it is
essential to pay attention to thefeedback you are getting, to notice
if you are on track.

Conversdly, you will aso be providing feedback for others about
how they are doing. Giving feedback isan art, and we are going to
examinethat in the next chapter.



Chapter Six
Feedback

By feedback, we mean more than some ticked boxes on the 'hap-
piness sheet' that you collect from your group at the end o the
course. The NLP communication model suggeststhat al theinfor-
mation available through your senses is potentially feedback to
you. Yau are constantly getting feedback, although you will be fil-
tering that information for what you consider relevant at that
particular time. Whenever you are presenting or training, feed-
back from the group allows you to monitor how they are at any
time during the presentation or training — if you pay attention to
it.

'Feedback’ is also used in a more limited sense to mean con-
scioudly giving someone specific information about how they are
doing at a given activity. Since you are often going to be offering
considered feedback to the people you are teaching, training or
coaching, we want you to know how to do it effectively.

The feadback sandwich

This particular feedback model enables people to easily change
their behaviour. It comes from a research study done by an NLP
colleague - Master Trainer Wyatt Woodsmall. He did some work
for the US Army to teach officers how to give their new recruits
effectivefeedback. Perhapsthey had found that the screaming-in-
the-ear techniquedidn't work! Their brief was: 'How do we give
feedbackto peopleso that it works?

Thisiswhat they found.

Give people feadback withinfive minutes

For feedback to be effective, you have to give it within five min-
utes d occurrence d the specific behaviour. Although the
conscious mind can handle delay, feedback works more power-
fully with the unconscious mind. Because much can happen in
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five minutes, make the connection as soon as possible, while the
link to the behaviour isstill intact.

Tel themwhat they did well.

Yau give feedback only on the thingsthey did well: ""You did this
well, you did that well... " Be redly specific on the behaviours
they did that worked.

Then tell them what they could do even better next time, o what they
ocould do differently next time that would maeke it even better.

It is extremely important that this time, you make no referenceto
what they did that didn't work. When you give feedback, focuson
only the positive: what they could do that would enable them to
get an even better result.

Thisisnot jus the power d thinking pogitively, that everythingis
wonderful. Remember 'Dont think d a blue treg. If you say to
someone "You did x and it didn't work", they are now thinking
about what you don't want them to do any more, and thefact that
it didn't work. That isreinforcing what doesn't work.

Give theman overall positivecomment

Overal positivecommentswould be:

"That wasaredly good presentation.”

"'l was entertained by what you were doing."

"Youre redly good at this."

Some other useful findings, for coaching, training, or managing
other people, that came from thisstudy are:

If you actually tell someone that they dd something well, they will do
mored it.

Soif you say "You did this, and it was redlly good", they will do it
again.

Feedback

We have also found over the years that if you tell someone that they are
good at something that they either didn't do o they weren't good at, in
al probability they will ke better at it next time.

So if someonedidn't do a particular behaviour, and you say "You
did this, and it was absolutely brilliant!" the chances are they will
bebrilliant at it when they do doit.

Giving the Feedback

if you want someone to improve, consider the following: They
will hear more d what you have to say and be more willing to
accept your communication, if you have rapport with them.
Having rapport means they will be feding safe and comfortable
with you. And because you are giving them all positive feedback,
they are far more likely to take it in, and change how they are
thinking about themsealvesand what they do. (\Wewill cover rap-
port in detail in Chapter Eight.)

This might be a different feedback mode from any you have pre-
vioudy experienced, either when receiving feedback from
someone, or when giving it to others. If you are used to receiving
feedback like ""You did thiswrong. Yau did that al wrong. That
was terrible. And you didn't do a very good job with that either™,
then thisis the total opposite. It may seem strange, or even naive
at firgt, but we know thisworks, because we have been usingit in
al d our trainings since we began. If you are used to giving feed-
back another way, then we suggest you suspend judgment on this,
and try it out. Act asif what we are telling you is true, give feed-
back thisway, and notice the differencein theresultsyou get.

Whatever it takes

Some peopl€'s first responseto thisway d giving feedback is that
somehow it is not genuine or honest. But when you experience
feedback in this way, you will find it to be very honest and very
direct, given to you in an empoweringway that will enableyou to
do things differently next time, rather than tell you what you
didn't dowell last time. The purpose or intentiond the feedback,
is to enable you to get the result d being a magnificent presenter
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and trainer. Our intent is to do whatever it takes to enable people
to attain that outcome.

Yau might be wanting to give someone feedback and thinking,
"Hmm, I'm not sure. Am | just saying they did that redly well,
but not redlly believingit?* Or maybe you think someoneisredly
bad at something, and wonder how you can then give positive
feedback to them. Actualy you can aways find things that they
do well, even if you have to make them up. And you can always
find thingsto improve. By focusing on the positivesyou will find
that they do indeed start improving.

One thing we ardently believeis that anyone can do anything that
they want to. They might not be demonstratingit at the moment,
but if they redly want to do it, then we believe that they can - no
matter what it is, no matter where they start from, or whereit is
they want to go. Because if we didn't think that, then we
shouldn't be working with them. If we were to think, "This per-
son isn't going to be able to do this*, then that bdief could be
preventingthem from doingit.

So when we are working with someonein a group or on aone-to-
one basis, we have the bdief that they can get the result they
want, provided they are willing to do whatever it takes to get it.
We know that we are prepared to do whatever it takes to enable
someone to get the result — then they will get the result.

Think about this in relation to your own outcomes, what you
want from reading this book. Wherever you are right now:

@ Areyou willing to do whatever it takesto get the result you
want?

Because if you are, provided you have an outcome in mind, and
you are willing to do whatever it takes, you will get there.

Feedback

Reaping the Benefits

After trainingsstudentshave told us, "'l was amazed at how much
| achieved during the training, and I've redlly changed as far as
presentationsare concerned. | didn't think | would remember it
al, but when | got in front d an audience, about three hundred
people. .. " - which they weren't used to. They cameto the train-
ing because this event was looming in ther future-"... | went
on stage, and instantly forgot everything | was meant to be
doing...and | did it dl, automaticaly."

One student was a hypnotherapist who had not done any presen-
tations before. He worked for the police force and was a
hypnotherapist part-time. One day the police superintendent
asked him to do a evening tak on hypnotherapy, because he
thought it would be useful for stress control within the police
force. The money people were paying to attend would be going to
charity. So hesaid:

"OK, Il doit. So how many people normally turn up?*
" About twenty-five."
"l think | can handlethat.”

When he turned up on the evening, there were 200 peoplein the
audience! Backstage he was thinking about the decison hed
made. . . But then herealised, " This Suff | learned. It doesn't mat-
ter whether | am with one person or two hundred. Aslong as| do
what I've learned, Il be OK . So he came out on stage, saw these
two hundred facesin front & him, and thefirst thing he did was
to go into the trainer state. (You will be doing this in the next
chapter.) By standing there and going into the trainer state, all o
hisnervousnessand al hisfear completey disappeared.

He told us, "And then | did the whole two-hour presentation on
autopilot. And | received standing ovation. But when | came dff
stage | couldn't remember what 1'd done'”. Have you ever had a
standing ovation fromtwo hundred peopl€e?It is quite a powerful
experience!
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In these opening chapters we have been setting some frames, giv-
ing you some theory and explaining how NLP can be applied to
thisway o presenting. Now that we have this in place, we are
ready to start doing some exercises, and you will be doing these
throughout the rest o the book. Essentidly, we will be teaching
you how to be comfortable being yourself in front & any audi-
ence. Youll have to put something in, too, because you have to
learnit. We can't learnit for you. So when you do the exercises, do
them to the best d your ability. Evenif you are thinking that you
can't remember everything you have covered so far, or that not all
d it makes sense yet, then we suggest that you trust your uncon-
scious mind. When you do that in the exercises, you will find that
what you need will be there, and this will totally transform the
way you present, to such an extent that you will look back in
amazement at that earlier verson d you who did any previous
presentati onsbefore you read thisbook.

The rest o this book is very practical. It gives you the how-to's.
And the most important how-to is establishing and maintaining
rapport with your audience. With rapport, everything becomes
much easier, much more effective. You will learn how to do that,
both on a one-to-one basis, and aso with groups, but only after
we have explored what you need to pay attention to in yourself -
your state.

Chapter Seven _
States for Learning

and Training

We looked at statesin Chapter Three. Now, you are going to learn
two states that are particularly relevant in the learning process,
the learning state and the trainer state. The learning state is the
one to bein when you are on the receivingend o someone else's
training, or when you are doing private study. The trainer state is
vitally important whenever you are presentingor training.

TheLearning State

Yau arelearning all the time by engaging with the world, attend-
ing live trainings, or interacting with books, videos, or CD-ROMSs.
All learningis processed by the unconscious mind, whichisfilter-
ing and sorting al our experiences as well as storing our
memories. The conscious mind is not designed to work in that
way. As we stated earlier, it would be overloaded by the vast
amount d informationarriving incessantly.

Memories are accessed, based on the state you are in when you
were learning. That state is also coded as part d the memory.
Thereforeto retrieve that information, you need to bein that same
state again. Some memories are accessible only when you are in
that state. So if you are having difficulties remembering some-
thing, it could mean you need to first match that state. Then you
will find the informationyou want isreadily accessible.

The best state for learning is a light trance state. You will be able
to retrieve the information most easily if you go into that light
trance state again. Here's how to gointo alight trance.

It may be easier to have someoneread you theinstructions, or you
make atape recordingto play back. When reading theinstructions,



Presenting Magically

speak softly and slowly, in a trance-like manner. In other words,
be in the state you want other people to go into by going into it
slightly yourself.

For this exercise you need to have something to look at comfort-
ably across theroom, above eye level. This could be asmall object,
mark, or picture on the wall, or you could make a black or
coloured spot out of paper, and stick in on thewall about four feet
above head height. It may also be useful to have some sow,
‘trancy’ music playing in the background. We use music a lot in
training, asitisagood way of inducing certain states— asyou will
know from listening to movie soundtracks.

Exercise 3: The Learner Sate

Here are the words to use for this process (Read this slowly, with
plenty o pauses):

First d dl, relax, get comfortable, preferably sitting down with
both feet on thefloor.

Fixate your attention by focusing on the spot up on the wall. All
you haveto doislook at the spot. Just put your eyes up and look
at that spot, smply focusin on the spot.

And as you focus on the spot for a moment, while still looking at
the spot, begin to expand your awareness. Let your awareness
flow out into the periphery, into the space round the spot. Yau are
putting your awareness into peripheral vision. So as you keep
looking at the spot, you may notice, even as you arelooking at the
spot, that you can see other things around in the room. While
looking at the spot, you can see the walls, and the ceiling, and
some d the other things in the room in peripheral vision, even
though you are focusing on the spot. And continue to open up
your awarenessinto the periphery. So even though you are look-
ing at the spot, you can become aware in your periphery o any
peopleon either sded you, and thefurniture, the walls on either
side.

Satesfor Learningand Training

Then pull your awarenessaround even further. . . so that you are
aso awared what is happening behind you, even though you are
still lookingat the spot.

Now obvioudy you wont be able to see what is happening
behind you, but you can become aware d what is happening
behind you, or have the kind o sensationsthat you would have if
you were able to see what is happening behind you.

So pull your awareness al the way round, pull it all the way
around behind you, so even though you are looking at the spot,
you are awared what is behind you, and you are alowing your
peripheral vison to reachinto the cornersd the room behind you.

(You may find this easier to do by imagining there is a ball just
above and behind the back d your head. And while you are still
looking at the spot, put your attention or your awareness on that
imaginary bal, above and behind the top d your head, and you
will find that it will open up your awareness.)

Now keeping your attention in the periphery, still keeping your
awareness on what is happening around you, bring your eyes
down, so that your eyes are looking straight ahead. .. keeping
your awarenessin the periphery. So you can seewhat isstraightin
front & you, and yet your awarenessis all the way around the
outside, your attentionis now in the entire room.

(If you hed some music playing, now is the time to Sowly fade the
music...)

And notice this state that you are in. Thisstate might seem alittle
bit weird at first, alittlebit spacey . . . That's OK. So just stayingin
that state. .. while you are in that state, how do you notice you
fed differently now?

Do this exercise now.

Debrief

People report that they feel larger, more open, more space inside;
that they are present and not present at the same time; that they
are aware of alot more, but don't see anything very clearly. All of
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these fedlings are OK. When you go into peripheral vision, you
dightly defocus your eyes from what you are looking at in the
centre d your field d vision. The resulting feeling o being more
open and relaxed meansthat you arein alight trance, which isa
good state for learning.

When we taught children how to do this, their grades increased
between one and two points, like from B to B plus, or B to A
minus or A, over the space d a term. They learn to go into this
state when they are in class. And then when they do an exam or
test they are able to go into the same state again, and remember
what they have done.

So whenever you arein aclassroom, lecture hall, or auditorium, if
you go into thisstate, you will find it easier to learn the material
you are presented with, and you will be better able to remember
al theinformation. Yau will also be nicely relaxed, and more open
towhat is happening.

The Trainer State

The trainer state, or presenter state, is essential for what you are
going to be doing. This is the state you go into at the start d a
presentationor training, when you first stand in front o the audi-
ence. As you enter the trainer state, you become relaxed, open,
awared everything going on around you, and able to respond to
what is happening in the room.

Sates for Learning ad Training

Figure7.1 Thetrainer state

The eight steps in Figure 7.1 have been adapted from 1400-year-
old writings called Patanjai's Yoga Sutras. The words on the left
are trandliterationsd the original Sanskrit. On the right are some
brief interpretations, which have been interpreted in the context o
presenting or training. Let us examine each step:

1. & 2 Assoon asyou stand in front d an audience, no matter
what elseis going on, no matter what has happened before-
hand, when you do Yama and Niyama, put al d it out d
your mind. The only thing you are thinking about is what
you are doing right here and now, with thisaudience.

3. Asanam means get physiologicaly comfortable. Although
you may think you are physiologically comfortableslumped
infront d the television, or sprawled on the beach, that is
not what it means here. The following short process will
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teach you know to how to be physiologically comfortable
and balanced when you are presenting.

Stand with your body's centre d gravity over your heels,
balanced, upright and symmetrical. You may find thiseas-
ier by imagining you are standing with each foot on a set
d bathroom scaes. When you are balanced, both scaes
will read the same weight - haf d your body weight. If
you are unbalanced, one side will read more than the
other.

Now imaginethat your body is made up d severa cylin-
ders representing the bony parts o your body: skull,
ribcage, pelvis, legs and arms. These cylinders are con-
nected by flexible joints. Imagine you are a marionette
puppet, supported from above by a string coming out d
the crown d your head. When this string is pulled up,
your spine lengthens, and al the other sections d your
body will naturally align themselvesso that you are, asit
were, hanging loosely and symmetrically, and you will be
balanced forward and back. Your arms will naturally fall
straight down by your sides.

Any tension you have may manifest in your arms and
hands, so that you cross your hands in front d you, the
figleaf' position, or clasp your hands behind, in the
'Prince Charles, or reverse figleaf' position. Being physi-
ologically comfortablemeansyou will release thistension,
and just let the arms and hands hang loose.

4. Pranayam is to get your breathing under control. Typicaly
what happens for many peoplewhen they start their presen-
tation isthey takeadeep breath. . . and hold it. Thisdoesn't
actually work very well for putting you in a good state for

States for Learning and Training

° Then breathe out slowly through your mouth
[ ) Repest.

Now breathe normally again. This will cam you down, as
you begin to bring your breathing under your conscious
control.

. Pratyahara is to withdraw your attention momentarily from

the audience and go inside, putting al d your attention
inside yourself.

. Dharana is to concentrate on one thing. So find a spot at the

back d the room that you can look at comfortably, and focus
al d your attention on that spot.

. Dhyana is to contemplate or expand your awareness. Look at

your spot, and expand your awareness, jug as you did in
Exercise 3. When you are in front d an audience, expand
your awarenessto takein all four corners d the room: the
two in front & you and the two corners behind you. Even
though you are looking at the spot, you are aware d every-
thing happening in the room, including every movement the
audienceis making.

. Samadhi is having the sense o being at one with the room. It

is as though the separation or boundaries between you and
the audience disappear. At that moment, you will be aware
of everything that is happening both in you and everyone
else, which means you are open to feedback that lets you
know how thingsare going.

Exercise4: How to get into the Trainer Sate

Assume that you are doing thisin front d an audience. Stand in
the position you would be in, and have someone read out these
instructions, so that you can go into the trainer state:

presenting. Yau do need to keep breathing. You can get your
breathing under control by breathing in through your
nose. .. and breathing out s owly through the mouth.

Put any other concerns out d your mind, so that you are totally

Dosomed thesebreathing cyclesnow: present and aware of what is happening right hereand now.

® Teke a deep breath in through your nose
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Now get physiologically comfortable. You may need to movealit-
tle from foot to foot, a little bit to each side, or alittle bit forward
and backward, until you find that point where the scaleswould be
reading the same weight... Allow yoursdf to extend slightly
upward, so that you aretotally aligned, hanging loose, physiologi-
cally comfortable, with your arms relaxed by your sides. . .

Get your breathing under control: so take a deep breath in through
your nose. .. let it out through your mouth. .. and then just con-
tinue to breathenaturally.

And now go inside for amoment. Pull all o your attention inside,
and focusyour awarenessinside yourself. ..

Now bring your awareness back outside, to the room, and focus
on a spot on the back wall. Put al your attention there, concen-
trate on that spot. And, still looking at the spot, expand your
awarenessto fill the entire room, so that you are aware o every-
one and everything in the room, even though you are looking at
thespot...

Continue to expand your awarenessand have your awareness roll
into the far corners o the room. .. bring it all the way down the
sides. .. pull it around behind you. While still focusing at the
spot, your awarenessisin all four corners o the room, and you
areawared everyoneand everythingin the room.

And notice that whileyou arein thisstate, every small movement
that your audience is making seems to be very obvious or even
exaggerated.

And as you do this, allow the feeling o being at one with al the
people in front o you. And being at one, now bring your eyes
down and look at the group.

Begin to experiment with making eye contact with certain people
in the group, while remaining in peripheral vision. Even though
you are looking at one particular person, your awarenessistill in
the entire room.

And notice how much more awareness you have d everything
that is happening in the room. .. in peripheral vision... in this
trainer state.

States for Learning and Training

This trainer state is one d being totally present, cdm and bal-
anced inside, ready for anything. In other words, it enablesyou to
present and train magnificently. if you arrived to do your presen-
tation or training feeling nervous or fearful, by doing each step
completely, you will enter the trainer state, and those fedlings will
disappear. In the trainer state you cannot fed any negative fed-
ings. If you do fed them, you arenot init properly, so you need to
dosomemored the steps.

Some people experience the final step, becoming one with the
room, as being no longer fully there, amost disappearing in a
sense. That's OK. When we firgt started doing presentations and
trainings we didn't do a particularly good job because we were
missing certain skills. If in the trainer state your conscious mind
'disappears, you can no longer do that. Operating unconsciously
alows you to get out d your own way, so that you can present
magicaly.

‘Leveler' physiology

Some people, when they stand up to present, prefer not to be per-
fectly balanced with their weight evenly on both feet. Changing
how you are standing to this balanced way may feel uncomfort-
able at first, smply because it is unfamiliar. Part o learning is
about increasing your flexibility and using different physiologies.
Even though it might not be how you usually present, it is worth
getting used to presenting from this balanced position because o
the messageit sends to your audience. We are constantly commu-
nicating with our physiology. Yau need to know what message
you are sending non-verbally to your audience. If you are unbal -
anced, lopsided, angular, or slumped, thismay be at variancewith
the words you are saying. (Moreabout thisin Chapter Thirteen.)
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At the beginning d the book we gave another example d getting
control o a group when talking about setting time frames. Yau
can say somethinglike:

"Let me give you the schedulefor the training, and because
they are not in your manual, you may want to write these
timesdown."

The key words here are, "'You may want to write these down".
When you are about to give the timing, pick up a pen. Peoplein
the audience aso pick up a pen. Write the times on the flipchart,
and say "You may want to write this down", and they do.
Covertly now, you have control d the group. Rapport isthe result
d two (or more) peopledoing the same thing. Thefact that we are
al writing the times down, starts building rapport in the group.
(SeeChapter Eight.)

Thisisalso useful in sales presentations. If you are wanting your
prospective client to make a decision on what you are offering,
and al the way through your presentationsyou have been asking
them to do things, and they have done them, then when you come
to the close, you are already in control d the situation. They are
thenfar morelikely to go with what you say.

In trainings, you need to have control d the group, becausewhen
you send people df to do exercises, you want them to come back.
Trainings go better when that happens! If you say " Fifteen min-
utesfor an exercise,'" and everyoneleaves. . .

The more times you ask peopleto do things and they comply, the
more you will have control. You might get compliance with the
first thing you ask them to do, or you might get it after the fiftieth
thing you ask them to do. The thing is - because thereis no fail-
ure, only feedback - you just keep doing something different until
you get theresult.

Chapter Eight
Rapport

The Danced Rapport

Rapport occurs when you match other people's behaviour, think-
ing, or levelsd energy. You are meeting them in their model o
theworld. Rapport happens naturally when people become aware
d each other and start communicating. It is like a dance in which
one person leads and the other follows. Peoplewho arein rapport
have a cooperativeand harmoniousway o being together, asense
d being mutually acknowledged, and know it is OK to be who
they are. Rapport isvaue-free; it's neither good nor bad, but just a
descriptiond amatching.

Rapport works best when it is out d conscious awareness and
arises spontaneoudly. However, it is still alearnable skill, and it is
possiblefor you to enhance your rapport with others. In thischap-
ter we will be exploring some d the ways in which you can
establish and maintain rapport with individuals and with groups
d any size.

Rapport is a prerequisite for effective communication, so before
doing anything with a group, you must establish rapport with
them. You have to be flexibleenough to be able to enter into some-
one dse's redlity to an extent. When you do this, they will feel
acknowledged and be willing to engage with you.

Definitionsd rapport
Let's look at some definitions:

Rapport is the process that allows you to communicate and bond with
your audience? unconscious mind. Work on the unconscious level
becauseit is the unconsciousmind that looks after al learning, al
behaviour, and all change.
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When you have rapport with your audience, they will bein a state in
which they will uncritically accept suggestions that you are ofering to
their unconscious mind. With rapport, people tend to be more open
to you, less critical, have fewer objections, and be more likely to
accept what you haveto say.

When people are like each other, they like each other. Rapport works by
matching on al levels. 'Like has these two connected meanings.
Think about the peopleyou like the most. They are probably like
you in someways, and have similar preferences. Establishing rap-
port is about creating likeness. When you do that, peoplewill like
you, and you will build rapport.

The communication of meaning

Many studies d the relative importance o different parts o
human communication, language, gestures, facia expression, and
S0 on, were carried out in the 1960s and 1970s. Professor Ray
Birdwhistle studied bodily communication, which he called
Kinesics. A cdlassic study by Professor Albert Mehrabian showed
that in human communication, only

7% d the meaning was carried in the Figure8.1

actual words we used. He found that

38% was in the way we said the

words (Figure 8.1). Yau have proba

bly heard the saying "It's not what

you sy, it isthe way that you say it".

That study showed that overall the

mgor part d your communication

lies not in the actual words, but in

everything else you are doing: how

you say them and all the non-verbal

aspects.

When David was a child, his mother had one way d saying his
name that made him fed realy good, safe, and cared for. But
sometimes she would say "David . . ." with a particular tonality,
which would dicit a very different response in him: "*Whoops, |
think | had better go and hide.” She had found him in the
Christmas presents! The actual word was the same; how she said
it conveyed very different meaningsfor him.

Rapport

The remaining 55%d the communication has nothing to do with
the words, or the way you say them. It hasto do with your physi-
ology: the way you hold your body, your posture, the way you
stand, the way you sit, the way your breathe, the gestures you
use, and the facia expressions you have. With your physiology,
you provide a'bodily' context for the other person to make sense
d what you are saying.

So, if you are with other people, it isimpossible to not communi-
cate. Even if you are silent and motionless, you will still be
communicating something. Yau might even be communicating
more by being present and silent than you would by talking on
the tel ephone- because the 55%d the communication from phys-
iology is missing when you are on the phone.

Creating Rapport

Yau can build rapport with someone by matching their ways o
communicating:

@ Use the actual words they use. Use their jargon, their pre-
ferred terms, even if you think they are using the ‘wrong’
word. It iswhat it meansto them that matters.

Usethe sametondlity. Say the words the way they do.
Adopt the same physiology. Use the same posture and
gestures.

People create rapport, or a bond with others, by finding shared
experiences. When you meet someone for the first time, you ask
them questions to discover any common ground: perhaps you
went to the same school, support the same football team, visited
the same holiday location, like the samefood, music, whatever. As
soon as you find something in common, the relationship starts to
form. Then the chances are you will begin adopting the same pos-
ture: you'll both have your armsfolded, or one hand to your face,
and so on. This will be happening out d conscious awvareness.
Yau are doing thisall the time anyway, but may not have realised
it until now.
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Notice thisin pubs and restaurants, wherever people are engaged
in conversation or shared activity, how they tend to match or mir-
ror each other. For example, people walking along the street will
naturally fall into the same rhythm; in a pub, they will be leaning
on the bar in the same way, raising their glasses simultaneoudly.
When one person changestheir physiology, their companion very
soon follows. A couple sharing a mea in a restaurant will eat at
the same time, drink at the same time. Should they begin arguing
or disagreeing with each other, thisrapport pattern will disappear,
and they will have mismatching physiologies.

When you are in rapport with someone, and matching them in
these ways, they will be paying attention to you, open to hearing
what you have to say. You will probably have agreement - which
could be useful. And because they like you, they will want to
assist you in achieving your outcomes. So rapport smoothes the
way for your being ableto get the resultsyou want.

Let's explore many of the ways you can match someone else to
create rapport.

Matching physiology
Pay attention to someone's posture, gestures, and movement, and
then match:

® The position of their head, shoulders, spine, arms, hands,
torso, and legs.

@ How they aresitting, standing, or walking - their gait.

@ How they aresitting: legs crossed, or uncrossed?

@ Weight distribution: is their spine upright, or curved with
weight moreto oneside?

® Arm position: folded or open?

@ Hand position: clasped, or open?Clenched or relaxed?

@ The relationship between the head and the shoulders: is the
head tilted to oneside, or angled front to back?

@ How much they move: arethey still or in constant motion?

® Ther faciad expression: are they animated? Frowning or
smiling?Animated eyebrows?Smiling?Showing their teeth?

@ Any particular gestures?

Rapport

Use the other person's gesturesonly when you are talking, not as
they are talking, or you will draw attention to them, and they will
wonder what you are doing. Rapport will then belost.

® How they are breathing: deep or shallow? High up or in
their belly?

Breathing

Breathing in sync with someone also occursnaturally. Getting rap-
port by matching breathing is easy on a one-to-onebasis. Thisis
how you doiit.

@ If someoneistalking to you, they are breathing out. So when
they are talking to you, you breathe out. When they pause
for abreath, you breathein.

@ Notice, in peripheral vision, any rising and falling in the
chest area. Don't stare! It's easier to see movement in the
folds o their clothing. People get bigger as they inhale and
smaller as they exhale, whatever their shape or sex. If you
cannot detect movement in their chest area, watch their
shoulders: they rise when they inhale, and fal when they
exhale. It may be only adight movement. Yau can seeit eas-
ily from either the back or thefront.

Exercise5 Matching Physiology

Do this matching exercisewith one other person. Take about three
minuteseach way.

Thisiswhat you do.

@ Oned youisA and theother B. Thefirst part d thisexercise
issilent.

@ A thinksd some past experiencewhich has some emotional
charge to it, some strong associated feelings, either positive
or negative. A silently reruns the memory in their mind, like
amovie, and getsthefedingsback. Thatisall.

@ Bs job is to match A's physiology exactly: Sit in the same
way, copy A's breathing, and breathe in sync with them.
Match any facia expressions or gestures they use. If they
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move around in their seat, do the same thing. Match every-
thing. The only exceptionis, if A closestheir eyes, you keep
yoursopen. The exerciseis much easier when you can see!

Once you have been matching for acoupled minutes:

@ B tells A how they felt. Not what you think A isfedling, but
how you actually felt whileyou were matching them. if any-
thing cameto mind in termsd what their event may be, tell
them that aswell.

@ When you have done that, swap over and do it the other

way.

Do both parts of this exercise with your partner now.

Debrief

Peopl e are often amazed when they do this, at how much accurate
information they get about the other person's experience. Because
your physiology is directly related to the state you're in, the fed-
ings you're having, then if someone is experiencing a particular
emotion, by adopting the same physiology as that person, you
will experience the same feelings. Some people aso have a good
idead what the event was, and the other person exclams, "Wow!
Areyou psychic?' That isan indicationd how much we commu-
nicatewith our physiology.

Once people have established rapport in an exercise, they will
continue matching the other person's physiology while giving
feedback or chatting after they have finished. Thisis good. They
carry on exploring the relationship, and expand their conversa-
tion. Yau as the trainer may even have a problem getting them
back: ""Were starting again!"" and they are still chatting away.

This exercise may seem contrived, becauseit is making conscious
that which normally happens unconscioudy. But to learn how to
do this, you need to be conscioudy aware d what you are doing.
We al do this matching anyway, but we don't realise how it
builds rapport. In thisexercise, you conscioudy know, " This per-

Rapport

son isbuilding rapport with me". In the future you will occasion-
aly notice that you are matching people. Fine. Then you can go
back to doing it unconscioudly.

When first matching people, you might think it would be so obvi-
ous to them that they would ask, "Why are you doing the same
thing as | am?' Having learned that anything to do with some-
one's physiology is completely out o conscious awareness, we
decided to test it by copying people's physiology to a ridiculous
extreme, dl the time fedling uncomfortable, and thinking, " They
must notice. They're bound to say something." But no one ever
noticed. In general people aren't conscioudy aware d what they
are doing with their own physiology, let alone what someone else
isdoing with theirs.

Relaying Rapport

An example d using matching happened when David was doing
atraining for amgor organisationand he was introduced to the
group by the marketing director. The director stood up and said a
little bit about the training, and introduced David. As the director
was talking he used some idiosyncratic gestures: his hands were
out, palmsforward, and he was rotating them side to side, asif he
was waving at the audience. He had great control d the group,
and great rapport with them. It was obvious they had a lot d

respect for him.

When he finished, David went over and stood exactly where he
had been standing, adopted the same physiology, and started giv-
ing the overview d the training. He used that same hand
gestures, and instantly got the same response from the audience.
Now since David had had many yearsd training experience, he
got it straight away. Once he had rapport — and he could see that
response in his peripheral vision - he went back to his stool and
he started the training. But only after he knew he had al d the
rapport, al d the attention, and all d the respect that the market-
ing director had got, and had transferredit all to himself.
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Doing something like that accelerates your ability to quickly
establish rapport with agroup d strangers. The secretisto utilise
everything that happens. 'Utilise simply means that you accept
what is happening, rather than trying to ignore or deny it. In any
training or presentation there are going to beinterruptions: people
wandering in, noises off, things falling over, phones ringing. By
simply accepting them - and often you will find that they will be
weirdly appropriate to what you are doing at the time - making a
quick comment, you can move on, which will be far better than
trying to fight against the intrusion. When you are also in rapport
with your environment in thisway, thenitisno big deal.

Everything you do creates a result. By increasing your awareness
you are learning to calibrate to the results you are creating: the
states you are diciting, the behaviours you are triggering, the
responses you are getting. By calibrating to your results, you can
then do more d what works on purpose, so that you can get the
resultsyou want moreefficiently.

Exercise 6: Matching and Agreement

The next exercise is about matching and agreement with your
partner.

Thisiswhat you do:

@ Find asubject on which you both agree.

@ Tak about the subject on which you agree, while mismatch-
ing physiology.

@ Do that for acoupled minutes, and notice what happens.

@ Thenfind asubject on which you disagree.

@ Discuss this topic on which you disagree while maintaining
rapport and matching physiology, and notice what happens.

That's it. Common topicsthat people disagree on are things such
as. politics, religion, euthanasia, nuclear armaments, animal
experiments, and so on.

Do both parts of this exercise now.

Rapport
Debrief

People often find this tricky, because they are working against a
habitual pattern. When you are agreeing and mismatching, it isa
challengeto keep mismatching, because the natural tendency isto
match.

In general, if thereis somethingthat you disagreeon, and you are
gill matching physiology, then the relationship continues.
Remember the pie chart in Figure 7. The actual content is the least
significant part d the communication. What matters is what you
are doing with your body. Even though you are probably not con-
sciously aware d what you are doing with your physiology, you
are maintaining the rapport on a physiological level. Whether you
are agreeing or disagreeing verbally is d minor importance. The
relationship holds.

Therefore, when you are with someone with whom you possibly
disagree, it is far more important that you match them with your
physiology. Yau are still sending the message that you are with
them, even though what you are saying may be at odds. Generally
speaking, people maintain relationships more through rapport
than by agreeing with everything they say to each other!

When you were doing the exercise, did you notice that when you
were in rapport, you started appreciating the other person's point
d view? Even if it was something you really didn't agree with
before, you found that you could understand their position. This
isagood position for reaching agreement.

If you are negotiating with someone, you may know there are cer-
tain items on which you strongly disagree. They may choose to
continueto disagree with you, but if you spend time building rap-
port you will be able to keep the communication channels open.
Then you can explore principles you havein common. It isalways
possible to reach agreement if you go to a high enough level o
principle. For example:

@ Tomakesureall partiesare treated fairly.
@ Toincreaseprofitsfor the business.
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@ To make theworld abetter place.
® To becomemored who you realy are.

Yau can probably get their agreement in principle. All that remains
then is to find specific ways of satisfying that principle. Yau start
checking the details in the light d the principle involved: ‘Are
these specific actions and conditions till in agreement with the
genera principle? By cooperating in this way, maintaining rap-
port through matching on the level o principle, you will be able
successfully to find solutionsthat satisfy everyone.

Breaking Rapport

Yau don't want to have rapport al the time. There are definitely
times when you want to break rapport - for example, when you
have to go to another appointment, to get on with your work, or
simply to get away from someone who is taking up too much o
your time! If it istime to leave them, start mismatching the other
person to whatever degree is necessary. They will usually pick
that up, and 'get the message’. And if they don't. .. simply sy,
using the Leveler physiology, "l have to go now". Subtly push
both hands to one side, and walk away. Thisis a good reason for
holding meetingsin the other person's office it iseasier for you to
choose when to leave!

Insalesit isagood ideato break rapport just before the other per-
son signs a binding contract. Momentarily break rapport so that
they are committed to the contract, rather than to you, the sales
person. You can say, "'l just have to make a phone cdl™, or find an
excuseto leavethe room so that they aresigningit on their own.

At other timesyou may break rapport inadvertently.For example,
alittle word which breaks rapport very quickly istheword but.

"| totally agreewith what you aresaying, but . . . "
"I would liketo buy your product, but . .. ”

Rapport

The but negates what has gone before. Yau are really communi cat-
ing: "'l don't agree with it", or, "'l don't want to buy it, and here
come my objections.” Instead o tacking on these 'but' after-
thoughts, try using the word 'and’ instead. Although you may
have to rearrange your sentence structure, you will be maintain-

ing rapport.

Communicating with Misrnatchers

A mismatcher is someone who disagrees with everything you say,
on principle. The term, polarity responder is also used. Often you
find that teenagers, in the process d asserting their own identity,
take on a mismatching role - possibly so that they know they are
deciding what to do, rather than have anyone else telling them.
Sometimes thistrait continuesinto adult life. These peoplewill do
the exact opposite o what you ask, or disagreewith anything you

say - on principle.

The best way to build rapport with someone who mismatchesis
to match them with your physiology and utilise their words. You
take what they say, and put a polarity twist in it. With a deter-
mined mismatcher, you could say, "'l don't think you will agree
with me on this'. And then add "But... " and say what you
thought. They would probably respond, ""Wel, actualy, no, | do",
because they would want to mismatch you.

Once you have identified someone as a mismatcher, it becomes
easy to communicate with them. You just need to frame thingsin
thisway:

"l don't think you will believethis.But. .. "
"l don't know that you will want to do this, but ... "

With childrenyou could say:

"'l don't suppose you want to go to bed yet, do you?"
"No bed for you tonight!**
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Consider your voice tondity as you say these sentences. You
could use atoned disbelief: "You can't do that", so that you will
get, "Oh, yes, | can!” In which case you are helping them to get
wherethey want to go anyway.

Embedded commands

Within any sentence, you can emphasise, or tonally mark out, any
commandsembedded in it. The commandsin the sentencesabove
are the verbs: bdieve, do, go to bed. Yau can use thisin presenting
and training by putting emphasison what you want the audience
to do. Yau are giving the command wrapped up or embeddedin a
longer sentence, so that it communicates more to the unconscious
mind. In that way it ismorelikely to create compliance.

People use embedded commands all the time. In the following
examplesthe embedded commandsare underlined:

"I don't know whether you want to come to this training
course, but if you do, you need to book now."

People often do this negatively without noticing. For example,
they say:

"I'm not going to put up with thisany longer."
"Don't forget to cal me™
"Thetraining room is down the corridor; you can't missit."”

The emphasis is on the opposite d what is wanted. Remember,
the brain dealswith negativesonly after it has processed the posi-
tive command.

You may find it instructive to explore how embedded commands
areused in thisbook. Thisisoned the secretsthat hasbeenin full
view al thetime!

Meetingswith misgmatchers

In meetings, no matter what ideas you come up with,
mismatchers tend to present reasons why they won't work. They
will see the downside d everything. Alternatively, if you say
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somethingwon't work, they will come up with some reasonswhy
itwill.

Infact, thisisauseful rolein the group, especially if everyoneelse
is very positive; you do need to check out possible obstructions,
hazards and pitfalls. Mismatchingis a useful skill to have, aslong
as it is handled productively. If it is happening continually
throughout a meeting, ultimately nothing gets done. Once you
haveidentified a mismatcher, limit their input to a specifictimein
the meeting. Frame this by explaining to them that during the
meeting they have aspecial job to do:

"Because you have this remarkable skill d finding out the little
things that may prevent something from working, which could
dfet the successd the project, | want you to let us know what
dl those things are in the last five minutes o the meeting. Until
then, dl | want you to dois jud listen and note themn down.”

They will then very likely say, "Oh, great. Thanks", because you
are acknowledging them, rather than trying to shut them up. And
they will cooperate becauseyou are utilising their particular skill,
which other peoplein the group don't have. Thiswill completely
transform your meetings, and your projectswill progress. By flip-
ping the communication the other way, everything becomes
easer.

Matching vaice tondity

Yau can a'so match someone's voice tonality. In atraining you can
simply provide examples using your own voice. On the printed
page, the following descriptions  will give you the relevant ideas
to enableyou to find auditory examplesin your own experience.

Pitch: How high or low isthe pitch of voice?

In physical terms, the pitchd the voice depends on the frequency
d vibration d the voca cords, which is determined by their
length and mass. The greater the frequency o vibration, the
higher the pitch. In the general population the range d pitch is
about four octaves, from the deepest bass, to the highest soprano.
An average untrained voice has a range d about two octaves.
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Generally there is an overlap between the femalefrequency range
and the male frequency range.

To get rapport you do not need to match the frequency exactly —
fortunately. Whatever your natural voice pitch, moving in the
direction o the other person's pitch will be sufficient to get rap-
port with them more easily.

For example, if you are a woman trying to match a deeper male
voice, and you take on a low gruff voice, then they are likely to
remember you, but not necessarily for the right reasons! Similarly,
for a man wanting to match a higher female voice, speaking in
falsetto is not going to get rapport for you! You will certainly get

their attention, but that is probably not what you really want.
CT)?rl\J re8.2 Get rapport by matching the comparative location

padive .
within the range. If you are a woman wanting to

Vii? drifes build rapport with a man who is at the lower end

soprano d the male voice range (&), by lowering your

voiceto thelower end o thefemalerange (€), you

Femde would still get rapport, even without matching the

gge exact frequency. Likewise, for a man wanting to

build rapport with a woman with a high pitched

Mal voice, moving toward the upper part of the male
s range would still get rapport for him.

To deepen or raise your voicein order to match someone else, al
you need to dois put your attention lower down in your body or
higher up in your head when you are speaking. That will natu-
rally change the frequency o your voice. We will cover thisin
Origins, below.

Tempo: How fast or slow does someone speak?

There is wide variation in the tempo people use when speaking.
Some people speak very, very dowly, and each word, it would
seem, is ponderously brought up from the depthsd thought. And
other people, often those who work in the media, seem to chatter
away at a furious rate, and you wonder just how many words
they can get out without taking a breath. Information fliesat you
like machinegunfire.

Rapport

So wherever you are starting from, slow down or speed up to
meet their rate d speech. Mismatching someone who speaks
slowly by using a'hurry up' voiceis not going to work!

Timbre: What is the quality, or resonance, of the voice?

Timbre is the overall quality d the voice. It is determined by the
way in which the vocal cordsvibrate, and how the voice resonates
in the chest, throat, and mouth cavities. This varies enormously
within the population. Some people may speak in a clipped, crys-
tal-clear voice, with precise pronunciation. Others may be more
breathy, slightly sibilant, or whisper confidingly. Y& others have
harsh, grating, or scratchy voices, or sound rough, gruff, nasal,
adenoidal or whining. If you were to match exactly, the other per-
son would probably notice, and think you were making fun o
them. Matching by moving toward their style will assist you in
getting rapport.

Volume: How loud or soft do they speak?

Aswe grow through childhood we learn to control our vocal vol-
ume. Loud and soft are relative terms. Some people speak very
quietly, so that even if you are in the same room, you almost feel
like you have to lean forward to hear what they are saying.
Conversdly, other people project and fill any space with their
penetrating voice. You may fedl like whispering, " There's no need
to shout!" Matching the level d the loudness o the voice, will
enable you to establish rapport at an unconsciouslevel.

Content chunks: How much do they say between breaths?
People parcel up their utterances in chunks, and vary how much
content they'll put into each chunk before pausing.

Some speakers... use small chunks... and although... they
have. .. long sentences. . . they're broken up. .. into small pieces

. using only... so many words... at a time. Whereas other
people put quite asignificantnumber d words together and often
tend to run one sentenceinto another one before eventually taking
a pause. So the content chunks are the number d words they
string together before reaching a point where they take a natural
pause for breath . . .
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Notice these variations in where people pause in their sentences
to take breath, and then match thisstyled speaking.

Rhythm: Does someone speak in a monotone, or use a sing-song
voice?

Speech rhythms are often related to geographical and cultural ori-
gin. We hear many different rhythmsin the regionsd the USand
the UK as well as from English speakers around the world: the
Caribbean, India, Australia, and so on. And there are individual
differences in the way people put music into their voice. Some
voices flow medodicaly, while others are halting and monosyl-
labic.

Some people have a standard structure for their utterances. And
their voice follows the rhythm every time. So al o the sentences
al follow the same sort d process. It is amost like the clickety-
clack d atrain. And it starts and then just carries on. And no
matter what they want to say, it is just the same perpetual rhythm,
that keeps on going all the time, throughout everything they say.

Picking up the same rhythm will enable you to get rapport with
that person at the unconscious level. Again, move towards this
rather than mimic, otherwise the other person will probably
notice that you are not using your usual voice.

Origins: Which part of the body does the voice seem to come
from?

The origin d the voice is where the voice starts from within the
body. Ultimately it will comeout d the mouth, but it doesn't orig-
inate there. This particular discrimination may seem unfamiliar,
but iseasy enough to learn.

Think o the body as three main zones: head, heart, and belly. Do
thisexerciseinsidefor yourself:

Head

Focus you attention on your head area, and imagine your
voice is coming from the middle d your head. How would it
sound if you were to speak out loud?
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The voice qualities from the head area are: higher pitch,
dightly louder, quicker, clearer, more penetrating, and thereis
asoaquality d lightness.

Heart

Now move your focus d attention to your heart area, to the
middle d your chest, and have your voice originate there.
How doesit sound now?

Typicd voice qualities from the heart area are. warmer, more
resonant, middlefrequency, dightly dower, and moreinclusive.

Belly

Finally move your focus d attention down into your bely,
below your navel, and have your voice come from there. And
notice how that sounds.

Typica voice qualities from the belly area are: low pitch,
dower pace, larger with an airy quality d space to it — more
roundness, and moreinternal.

Yau can have your voice originate in any part d your body by
imagining that place in your mind. Notice the quality d your
voice when you let out the sound, and relate this to its origin
inside you. Being familiar with these differences will give you
clues on where someone else's voice originatesin their body. Yau
can then create your voice in the same place is your body. The
more you practise this, the more aware you will become, and the
finer the discriminations you can make. By creating your voice in
different parts o your body, you will find that you will dramati-
cally increaseyour flexibility in how your voice sounds. So if you
are talking to someone and you notice, " Their voice is coming
from their neck”, and you put your voice in your neck area too,
you will find that you automatically get rapport with them.

Where someone's voice comes from is probably related to other
characteristicsthey have. These are explored in greater detail in
Chapter Eleven.

Matching accents
Some people are natural mimics, and match voices and accents
easly, while others maintain the voice they have grown up with.
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If the other person has a strong regional or national accent, then,
as a general rule, it is inappropriate to deliberately match that
accent, even if you can do it perfectly, because you will blow the
rapport — maybe not immediately, but when they find out you are
really not from Scotland, or wherever it is, because they realise,
"Something strange is going on". They may consider mimicking
their accent to beinsulting.

It's OK if you unconscioudly take on accents, because that is not a
deliberateattempt to match an accent - it naturally happens when
you get into rapport with someone. However, if matching some-
one else's voice is chalenging for you, then start paying more
conscious attention to your own voice, as well as other people's,
so that you learn to make the necessary discriminations.

Exercise7: Matching Voice Tonality

In thisexerciseyou will be developing your matching ability. You
need tobeinagroup d three. Thisiswhat you do:

® Two d you, A and B, are going to be sitting back to back.
The third person, C, will be positioned so that they can hear
bothd you.

@ A says a short sentence in their normal speaking voice. It
could be the sentence they answer the phone with: *"Hello",
followed by their name, or whatever.

@ B repeats the same words, and matches A's voice tonality:
the pitch, speed, qualities, the origins, and so on.

@ Keep doing this - A speaking, B copying - with the same
sentence, until A gets the feeling d rapport inside d them.
Yau will know when you have got it, becauseyou will fed it.
It kicks in, and instantly you know the other person has
matched your voice. And B will get it as well. We don't
know what it will belikefor you, because everyone hastheir
own personal calibration, but you will know when it is
there. Keegp going until you get it.

@ Notice your own personal indicator for having rapport. It is
useful to be familiar with the particular feeling that lets you
know you have rapport, for example, when you are present-
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ing to a group, or speaking to someone on the telephone,
and you get the fedling, you know they haveit aswell.

@ C's job as coach is to listen for key differences between the
voice tonality d A and B, and to coach B in what they need
to change to match even better. Give feedback to B on how
they are doing. Remember the feedback sandwich, and say
somethinglike: Y oure doing a great job, you have the same
pitch, loudness and rhythm. The only thing you need to
change to get an absolutely perfect match and get rapport, is
to shift the origin... " Then have them do it again. And
keep coaching them until they get the result.

Do this exercise now

Debrief

Yoau will find thisiseasier to do if you stop thinking about it, and
just doit. Thenit's easy, because you naturally do it anyway. It is
just that you don't normally do it deliberately. We all have some
capability for mimicry, and this is an opportunity for using your
natural talent. if you start analysing the person's voice, you will
overload yoursdlf with too much information.

Match Posture

This need to analyse may happen more when you are in the
coaching role. Because d the nature d and responsibility inherent
in the coaching situation, you think: "'l have really to get thisright
to assist the person.” Instead, learn to trust yourself, and consider:
"What is the one thing that, if they changed it, would enablethem
to get the result most easily?”

if you don't get it the first time, listen again. Peopl€'s programs
arevery consistent over time.

With any form of rapport building, at first you need to go where
they are. As soon as you get your indicator for rapport, begin to
move back and lead them to where you normally speak from, and
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they will come with you, because they want to maintain rapport
with you.

Exercise 8: Rapport with the Group

For the next exerciseyou need to beinagroup d fiveor six.

@ Takeit inturnsto stand up in front d your group. Your out-
comeisto build rapport with everyonein your group at the
sametime.

@ For the audience: when you fed, or get your indicator that
your presenter has rapport with you, and only then, raise
your hand. f you fed that the rapport decreases or disap-
pears, put your hand back down. Your hand is up only when
you are getting your indicator that the presenter has rapport
with you.

@ Asthe presenter, your outcomeis to get rapport with every-
onein your group, to have everyone's hand up at the same
time. That is how you know when you are done. Yau are not
alowed to say anything, and you are not allowed to move
around, though you may use some facial expressions and
gesturesif you wish.

Remember that everything you have done so far still counts. You
dtill need to go into the trainer state, because that makes it much
easier to get rapport with the group. Yau will know you have
achieved thiswhen everyone's hand israised.

Do thisexercisein your group now.

Débrief

Smiling definitely helps you achieve this. When someone smiles
to you, it isan automatic response to smile back. Smiling makesa
connection, becauseyou have just matched them.

Once you have established the connection with a group, those
people will be very forgiving. They want you to succeed. Should
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you be starting to panic: "What if | comeout d trainer state?What
if 1 forget what to say? What if | can't answer a question?"' then
provided you have that connection, people will alow you the
time you need to return your attention to them. Thisiswhy it isso
important to get that connection right at the beginningd atrain-
ing or presentation, becausethen everything just flows.

Although thereis alot to do, thisis a good example that lessis
more: the less you do, the more effectiveit is. For example, not
moving or saying anything isnot arestriction; it allowsyou to get
the result more easily. In general, many peoplefed that when they
arein front d an audience, they have to move around, to be busy
doing something, to be seen to be working - otherwise they can't
judtify being there.

Being Totally Comfovtable Doing Nothing

These exercises are designed to install the behavioursin you so
that you do them automatically without thinking about them. Yau
need to be totally comfortablein front d an audience, doing noth-
ing, saying nothing, not moving. Because then, when you do start
to move and say things, you can do them intentionally and
achieve amuch greater impact. Theideaisthat everything you do
infront d an audience, whether it is one person, or 10,000 people,
isdoneintentionally.

Once you are OK with deliberately doing nothing, then we can
start adding layers. By theend d thisbook you will automatically
be doing about 12 thingsin putting your message across. At this
stage our outcome is to undo any d your current unconscious
behaviours, so that we can put in intentional ones that will allow
you to becomea magical presenter.



Chapter Nine
Being Yourself

When first presenting, many presentersthink, "It is not OK to be
mysdf!" The more presenting we did, the more we realised that
we got the best results when we were spontaneously being who
we are, rather than doing any pretending. In any kind d training
or presentation, being truly yoursdlf is more than enough. In fact:

@ Bangyau isdl youll ever nesd.

Most people need to let out mored who they really are. The more
d you that isavailableto the audience, the more they will be able
to connect and bond with you, and fed comfortable with you.
Some relevant self-disclosurel ets the audience get to know you as
a person, rather than as a disembodied source o information. But
thisdoesnot mean you haveto reved all d your privatelifeto the
audience. It means that you have to remove the barriers, so that
the true you can emerge - the lively, spontaneous, playful, ener-
geticHf that you redly are.

Remember in the previous chapter what happened in Exercise 5
whereyou silently matched the other person. When you have rap-
port with an audience, they will bein the same state asyou. If you
are agitated, or stressed, your audiencewill also start feeling that,
but they won't know why. If you are balanced, cam, and OK
about being yoursdlf, they will feel balanced, cam, and OK about
being themselves. Everything is then going to be much easier.

Fearful o comfortable?

If you have any fears about presenting, then the next thing is for
you to let them go. First, you need to find out whereyou are right
now on that score.

Of course, you may have no fear at all. Not everyone experiences
fear about training or presenting. They never learned how to be
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fearful, so they calmly carry on presenting, totally balanced and
comfortable.

Yau need to differentiate between feeling fearful and feeling
excited. It isquite normal for even the most seasoned presenter to
fed the rush d adrenalin just before they go on stage. And this
helps them put morefireinto their presentation or training. If you
were totally relaxed or laid back, it might be difficult to impart
any enthusiasm for your messageand motivate anyonee se.

Exercise 9: Self Assessment

How do you fed about being yoursdlf in front d an audience?Be
honest with yourself:

@ Do you fed nervous, afraid, fearful, terrified, or petrified?
@ Or do you take it in your stride, and enjoy the contact you
have?

This could be true for any audience, or for only specific types o
audiences.

Mark your current feelingon the grid:

Fearful Neutral Comfortable

Letting go of fear

Have you ever had any kind of inappropriate emotional responses
such asstanding in front d an audiencein astate d panic, or fed-
ing petrified? Yau are definitely afraid, your hands are shaking,
but thisdoesn't really make sense. Consider:

@ What istheworst thing that could happen?
@ What isthe audiencegoing to do to you?

They redly want you to give d your best, so why would they
want to be there otherwise?

Being Yourself

If you have some limiting bdief that getsin theway d your being
totally comfortable being yoursdlf in front d an audience, then it
may be time to let that go. So how do you let go d afear? Most
fears are learned. This means you can aso unlearn them. If you
have made some unconscious decisions about being less than a
totally magnificent, perfect, brilliant presenter or trainer, because
d some fear, then it is possible to have your fears disappear, by
first acknowledging that these fears are real, and have served you
well over time. Then by getting the additional learning from those
incidentswhere you learned to have the fear, you can then let the
fear go. And in the future you can enjoy standing in front o any
audience, being a better presenter or trainer because you are bal-
anced, cam, and being yourself. So would it be worthwhile for
you tolet go d any limiting beliefsand any limiting decisionsyou
might have made?

Limiting beliefsaudit

Fear often disappears with familiarity. You may have been afraid
simply because you had never done any presenting before.
Having done some exercises, you are becoming familiar with
what it isliketo present successfully.

Earlier we talked about beliefsin terms of, ""Whether you believe
you can or you can't, you're right". Maybe you developed some
beliefs regarding yoursdlf as a presenter or trainer. So first of al,
you need to identify any beliefs or decisions you made about
being anything less than a totally magnificentand brilliant presen-
ter and trainer. When you know what they are, accept that, "OK.
That is how it was in those situations”. Once you have acknowl-
edged them you can do somethingabout it - if you choose.

Hereiswhat you do:

@ Take the time to think about any limiting beliefs you have
about being a presenter or trainer. Some beliefs may be near
the surface, others quite deep, so you may find that some
beliefs will pop up over an extended period d time. When
they do, add them to your list.

@ I dentify the specific fears you have. Because you are coming
at these conscioudy, it may seem, "This doesn't make
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sense”’, but you cannot deny that your heart is racing, and
your palms are sweaty, and so on. These are the kinds o
responsesyou are lookingfor.

@ Look again at the list d excuses you made at the end d
Chapter Five. An excuse is a manifestation d an underlying
belief. For example, by categorising other people as 'stupid'
or 'dow learners you are probably projecting onto them
some aspect of yourself - possibly some inadequacy, per-
haps that you are inflexible or lacking in knowledge on
certain matters. Unpack any excuses, and turn them around
so that you can own the bdief from whichit derives.

Exercise 10: Beliefs Audit Questionnaire

Answer the following questions to identify any limiting beliefs
you may have:

What do | believeabout:

® Thevenueitsdf, the physical setting?
This could ke about presentingfroma raised platform, from behind
a lectern, having unreliableequipment.

® The peoplewho make up audiences?
You may be K presenting to people you don't know, but not to
those you do know, or the other way around. Maybe you fed fear
when you fed that the people are d higher status than you, ar at a
particular level within an organisation: managing directors, a
CEQs, for example. Or you may ke unhappy working with 'con-
scripts— people who don't want to ke there.

® Thesized theaudience?
Maybe you are CK with an audience d up to ten people say, but
not with 100.

® My past performanceasatrainer or presenter?
Maybe you have a specific fear around not remembering all the
material you are going to present, being at a loss for words, drying
up on stage.

Bang Yoursdf

@ My capabilitiesasa presenter or trainer?
Maybe you are afraid d dealing with unexpected questions, a
with 'dificult’ people

What is possibleand what is not possiblefor me?
Conyplete some sentences that begin: " | can't. .. *%" I must... ™
"I'mustn't. .. =+ and o0n.

Mysdf asa presenter or trainer?
Maybe you think d yoursdf as unworthy, o inadequate in some
way.

Who redly amin front d an audience?
Are you afraid o revealing 'too much' about yourself?

Who | would beif | weretorevea mored mysdf when| am
presentingor training?

What am | assuming about the kinds d people there arein
theworld?

What labels do you have for certain people ar audiences, that fill
you with dread, or cause you to lose your enthusiasm?

Whatever it is, notice what triggers the fear in you. There may be
one thing, or many. If so, then identify the main fear, the one
which, if youweretoletit go or haveit disappear, would havethe
biggest positive impact on your ability to demonstrate that you
are atruly magnificent presenter and trainer.

When you haveidentified thiskey limiting belief, take the time to
consider it. Acknowledge:

"Thisis just abdief. And there have been good reasonsin the past
for having had this bdief, and it has served me well over the
years.

"Therearefurther learnings| can takefromiit.

"Now that | have fully acknowledged thisbdlief, it istimetolet it
go...

"And | can have other beliefs that will support me, and allow me
to become more of who | am, and be the excdlent trainer ar pre
Senter that | can be.”
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Time Line Therapy®

Time Line Thergpy' was developed by Tad Jamesin the 1980s It
has a basic process which enables people to release any inappro-
priate emotional responses. Essentially fear comes from your
unconscious mind, which is why it doesn't make sense. Your
unconscious mind works on fedlings and intuitions. Time Line
Therapy works directly with your unconsciousmind, though you
will be guiding yoursdf through it with your conscious mind.

As far as the emotion d fear is concerned, you can be afraid d
something only after it has occurred. Before it happened, you
couldn't have predicted how you would respond. Feer is one pos-
sble reaction to what happened. When you anticipate a smilar
event happening again, you project the fear out into the future.
Yau anticipate fear, based on past experience.

Have you ever been in a situation fraught with danger, and
emerged from that predicament feding rdief or gratitudefor safe
deliverance? Immediately afterwards you were OK, totaly bal-
anced. It was only when you later recaled what you had been
through that the fear came. Actudly that is the way fear is sup-
posed to work. It isa completely automatic responsethat kicksin
only after the event has aready happened, so that you know to
get afraid. It isamessageto avoid that situationin the future.

The time line is a useful metaphor for thinking about how you
codetime. It isan imaginary line connectingall the eventsin your
lifein the order they happened. In your mind you can travel any-
wherein time. Yau can remember what you did last weekend, on
your last holiday, unwrapping Christmas presents when you were
achild, the last time you listened to a play on the radio. .. And
you can explore any number o possible futures that you might
wish to enjoy — including thosein which you truly are a magnifi-
cent trainer or presenter... Yau have total flexibility exploring
timein thisway. Mogt people have their memories sorted chrono-
logicaly such that can be represented as a continuousline.

When it comes to 'stage fright', ‘performance anxiety', ‘fear d
public speaking', or whatever, there hasto be afirst event at some

Being Yoursdlf

point on your timeine, after which you learned to be afraid of
presenting in frontd an audience. Otherwise you wouldn't know
to do that. Generdly, people are not born with stage fright. Many
children redly enjoy presenting themselvesin front d an audi-
ence. Only at somelater point do you develop thefear.

Exercise 11: Time Line Therapy® Techniques

By going back to that very first event, the one that made you
afraid afterwards, you can do something about it. Here is the
essenced thetechnique:

@ Think o thefirst sgnificant event, after which you became
afraid. What would that event be?

@ Then ask yoursdlf: "15 minutes before the event started,
where was the fear?" 15 minutes before the event started,
therewasno fear, becauseit couldn't be there.

Figure 9.1 Figure 9.1 shows various
events along the timeline.

15 mintesbdore The Time Line Therapy
Past Co Future process is represented by
the two arrows. Think back

Event aong the time line to that

first significantevent in the past, and then go back just alittle fur-
ther to a time before it al happened. And from that perspective,
the memory will be different. By altering your perspective on any
event in your mind, you will be changing your responsetoit.

Nothing to be Afraid of

Now, the reason you were afraid after that very first event is
because there were certain things you didn't know then, but
which you know now. If you had known them at the time, you
wouldn't have been afraid. Often when you look back at those
past events, you redise, "Actudly my fears were groundless,
there was nothing to be afraid of". For example, after David's ear-
lier-described experience d 'attacking' the imaginary intruder, the
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knowledge that it was redly the central heating cooling down
took away the fear. But the adrenalin was still in the body - those
feelingswere real. David knew there was nothing to be afraid of,
and that in future he would recognise those sounds and know
what they were.

This is true for many incidents in your life, because you now
know far more than you did then. By asking your unconscious
mind to get al the learningsfrom that particular event, you will
find that thefear disappears.

Sometimeswhen you ask your unconscious mind tofind that very
first event where you experienced fear d presenting yourself, you
may not consciously know what it was. But your unconscious
mind will know. So whether or not you know conscioudy what it
was, just ask your unconscious mind to go back 15 minutesbefore
that whole event. And from that place, notice: where is the fear?
15 minutes before the very first time you ever experienced fear,
therewas no fear. From that perspectiveit disappears.

Often when doing Time Line Therapy on yourself you may not
actually be aware d what is happening in the event, but you get
the result. The emotion you are working on disappears. Your
unconscious mind knows what is happening there, but it might
just choose not to let your conscious mind know. And you don't
need to know, aslong asyou get the result.

Harvesting the Learnings

Beforeyou let go d that event, and everything that it triggered in
you afterwards, you need to get the rest d the learning from it.
Once you have done that, your unconscious mind will be willing
to let the fear go. So looking back from the safety o now, to that
time 15 minutes before the event, with the resources and the
understanding you now have, knowing that you survived, then
you can simply go through that event again, consciousy or
unconscioudly learning from it, and continue to grow as a person,
asyou comeforwardintime. .. until you areagainin the present.

Being Yourself

Your memory d that situation will now be different. Remember
that every time you revisit a memory you changeit in some way.
Time Line Therapy techniques allow you to benefit from how
your unconscious mind works. Once you have al d the learning
from the event, the fear disappears. Your unconscious mind will
recode the memory, allowing it to become a positive memory that
you can use to build anew version d your future from that point
on.

This may be a quite novel way d thinking for you. It may seem
smpligtic, possibly too easy. Maybe you have alimiting bdief that
change has to be difficult, requires a great deal d struggle and
teakeages. ..

When you think about changing your experience, you will know
that this process makes some kind d sense, because you have
done something similar many times already. Certain events in
your past you have coded as negative, and othersas more positive
experiences.

@ Yau made those decisions. And you can changethem.

This is true because what you think determineswhat happens in
your model o theworld.

When you use hindsight to illuminate some aspect d your past,
there is no need to hang on to any unnecessary emotional bag-
gage. Yau can let al that go. It is often said that we have 20/20
vision when it comes to hindsight. You can make useful changes
by recoding those memories as learning opportunities, and then
your unconscious mind will revise your experiencein the light of
what you know now.



Chapter Ten
Energy

Working with Energy

In both presenting and training, one mgor difference in the way
we work with groups is the way we use energy. Working with
energy is a powerful way to change what happens within groups,
and becauseyou have greater awareness, you can be moreflexible
in what you do, and have morefun!

Every living creature has an energy field, which variesin intensity
over time, but is always present to some degree. You can measure
it with scientific instruments, and with Kirlian photography you
can show that the state someone s in influences the energy field
around them.

Have you ever met someone, and thought, "This person has a
good energy. It feds great to be in their company”. Or, aterna-
tively, "Hey, what's with this person? | don't fee comfortable
around them'. Maybe you avoided them for no apparent reason,
even though you didn't know them. Have you ever gone into a
room and had the fegling, " Something happened here before |
camein"?It is asthough you have picked up some'bad vibes, or
sensed an 'atmosphere, because people had been arguing or
fighting there. Alternatively you may have entered a room and
sensed afeding d well-being, reief, relaxation, or ‘coming home'.
Immediately your state changed, and you felt uplifted.

These types d experiences are the effects d your energy field
interacting with other people's energy fields, and d the qualities
d the energy that has been created in that place. Whenever a
group comes together it generatesits own 'group energy field'.
Generally speaking most people aren't conscioudy aware d the
energy emanating from others or from a particular physical space.
Y¢d, unconscioudly, you pick it up. One reason your mood or your
state changes is because you are now interacting with other peo-
ple's energy.
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Controlling energy

This chapter is about exploring the energy you havein your own
body, and the energy you put out, which affects other people. Yau
will learn how to control your energy, the energy in the space
around you, and the energy within the group to whom you are
presenting.

So if you are already aware that you can instantly pick up the
energy in aroom, and that when peopleenter an energy field their
mood changes, then what if you could set up the energy in the
room the way you wanted it? What if you could customise the
energy, the kind o feeling in the room, that would be most con-
ducive to what you want to do there? For example, if you're
having a sales presentation, or presenting some new business
ideas, then what if you could set up the energy in the room for a
state d curiogity, interest, or excitement, say, so that as soon as
someone comes in they begin to fed curious, interested, or
excited, even before you start your presentation? For a personal
growth or self-development training, exploring group processes,
you could establish an energy that produces a feding d safety,
transformationand change. Immediately peoplewalk through the
door, their mood begins to adlter: they fed safe, and begin to
change and transform themselves, ssimply because the energy in
the room is in harmony with the results you want to create with
those people. That would that be useful, wouldn't it?

Using energy means you are working on an amost invisibleleve
with the peoplein your particular group. Using all d your train-
ing and presentation skills, you will learn to control the level o
energy at the same time. And you will be able to do it whether or
not the peoplein your group know this conscioudy. They may be
aware at one leve, perhaps just noticing a certain atmospherein
the room, or that the atmosphere has changed.

Looking after your own energy

It is essential to maintain your own level d energy. Once you
know how to use this way d working with energy with others,
you can also use it for yourself. When you have plenty d energy
you can avoid those situations you probably had in the past
where your energy ran low, you started tiring, and thinking:

Erergy

"l don't have enough energy to do any more."
"l would be able to do a better jobif | had moreenergy."

Many people have experienced this. What you are doing doesn't
have to be physically strenuous. It could be dealing with other
people, or anything demanding your attention or keeping you
thinking. If you areatrainer or a presenter it might be:

"I've been presentingall day, and I'm exhausted.”
"I'vebeentrainingfor five hours, and | am now flaggingalittle.”
"It's been one thing after another, and I'm whacked!"*

Other sources o energy

Were going to teach you how to maintain your energy level, so
that when you are presenting in front d an audience, instead o
using up your own energy, you can use the energy that is natu-
rally all around you to keep going al day. Then, a theend o the
day, rather than fedling tired, you'll fed as though you have more
energy than when you started. It means that when you get home
you'll have energy for doing other things, rather than collapsing
inachair, sighing, ""Phew! I'm wiped out".

Energy work exercises

The next threeexercisesprovide direct experienced using energy,
so that you will know more about how to work with the energy
systems in your body. We also want to teach you about focusing
your attention, because where you focus your attention has a dra-
matic effect on both the energy in your body, and your physical
balance.

These exercises demonstrate that where you put your mental
attention actually changes your physical body. They are examples
of the mind-body connection. Wefirmly believethat the mind and
the body are intimately connected, that they act as a system, and
that one way into that system is through what you are paying
attention to.

Do these exercises with a partner to explore how this mind-body connec-
tion works. Read through al the instruction and study the photographs
first, sothat you will beable to safely do the same thing with your partner.
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Controlling energy

This chapter is about exploring the energy you havein your own
body, and the energy you put out, which affectsother people. Yau
will learn how to control your energy, the energy in the space
around you, and the energy within the group to whom you are
presenting.

So if you are already aware that you can instantly pick up the
energy in aroom, and that when people enter an energy field their
mood changes, then what if you could set up the energy in the
room the way you wanted it? What if you could customise the
energy, the kind d fedling in the room, that would be most con-
ducive to what you want to do there? For example, if you're
having a sales presentation, or presenting some new business
ideas, then what if you could set up the energy in the room for a
state d curiogity, interest, or excitement, say, so that as soon as
someone comes in they begin to fed curious, interested, or
excited, even before you start your presentation? For a persona
growth or self-development training, exploring group processes,
you could establish an energy that produces a feding o safety,
transformationand change. Immediately peoplewalk through the
door, their mood begins to ater: they fed safe, and begin to
change and transform themselves, simply because the energy in
the room is in harmony with the results you want to create with
those people. That would that be useful, wouldn't it?

Using energy meansyou are working on an aimost invisibleleve
with the people in your particular group. Using al d your train-
ing and presentation skills, you will learn to control the level o
energy at the same time. And you will be able to do it whether or
not the peoplein your group know this conscioudy. They may be
aware at one leve, perhaps just noticing a certain atmospherein
the room, or that the atmosphere has changed.

Looking after your own energy

It is essential to maintain your own level d energy. Once you
know how to use thisway d working with energy with others,
you can aso useit for yourself. When you have plenty o energy
you can avoid those situations you probably had in the past
whereyour energy ran low, you started tiring, and thinking:

Energy

"'l don't have enough energy to do any more.™
"l would be ableto do abetter job if | had moreenergy.”

Many people have experienced this. What you are doing doesn't
have to be physically strenuous. It could be dealing with other
people, or anything demanding your attention or keeping you
thinking. If you areatrainer or a presenter it might be:

"I've been presentingall day, and I'm exhausted."
"I've been trainingfor fivehours, and | am now flaggingalittle.”
"It's been one thing after another, and I'm whacked!"

Other sourcesd energy

Were going to teach you how to maintain your energy level, so
that when you are presenting in front d an audience, instead o
using up your own energy, you can use the energy that is natu-
rally al around you to keep going al day. Then, at the end d the
day, rather than fedling tired, you'll fee asthough you have more
energy than when you started. It means that when you get home
you'll have energy for doing other things, rather than collapsing
inachair, sighing, " Phew! I'm wiped out™.

Energy work exercises

The next threeexercisesprovidedirect experienced using energy,
so that you will know more about how to work with the energy
systemsin your body. We also want to teach you about focusing
your attention, because where you focusyour attention has adra-
matic effect on both the energy in your body, and your physical
balance.

These exercises demonstrate that where you put your mental
attention actually changes your physical body. They are examples
of the mind-body connection. We firmly believe that the mind and
the body are intimately connected, that they act as a system, and
that one way into that system is through what you are paying
attention to.

Do these exercises with a partner to explore how this mind-body connec-
tion works. Read through all the instruction and study the photographs
first, o that you will beable to safely do the samething with your partner.
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Figure10.1 @ Find out how balanced your partner is by gently pushing on
their shoulder. Push from the front, straight toward them
(Figure 10.1). Yaou will discover that the lightest touch is
enough to push them df balance. They move backwards,
become unstable, start to waobble: or even fall. When they are
totally focused on their right earlobe, they are physically
unbalanced - literally apushover.

energy in your belly area, in the centre  your body, just
below the navel. And now put al d your attention in this
area" They shift their atteniion down intheir body, to this
area below their navel, which, in the martial arts disciplines,
iscalled theenergy centre or power centre. In Ta Ji, it is the dan
tien, in yogait is the hara; many names for this place in the
middle d your body, afew inchesbelow your navel. Check
with them: " Areyou down here?"

@ Do the same test again. Push their shoulder and notice the
difference. In Figure 10.2 we are actualy pushing muchi
harder, and David's partner isstill quite balanced. Although
their shoulder moves back, they are twisting the body more
And as soon as the pressureis released they will swing bedk
again asthough they areon aspring. They arefar more flexi-
blethistime.

Take turns doing this exercise with a partner. Notice what happen:
when you change your focus of energy from your earlobeto your belly or
centre.

Debrief

When people do this, they notice their balance is completely dif -
ferent as aresult d shifting their mental attention down into the:

right earlobe just by thinking about it and by putting all o belly. Now the thing about thisis asfollows.

their attention right insideit. Check that they are completely ) ] )

focused on thar r|ght earlobe by aski ng them: "Are you @ If you conti nua”nyCUS your attention downin your centre
there?" when you are presenting, then not only will you be physi-

callv balanced. butt vor1 will alen he halanced in ather wavs
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Figure10.2

For example, if while you were presenting someone asked you a
difficult question, or you had a heckler in the audience, or some
disruption threw you of baance, then the reason you were
thrown off balance is because your attention shifted away from
your centre, and onto the person asking the difficult question, or
to the distraction, or whatever. As you lost your mental balance,
you aso lost your physica balance. Maybe the reason you
couldn't come up with an answer, or you didn't know how to
handle the heckler, was because you were no longer balanced,
mentally or physically.

Energy

When you notice you are becoming off-balance, smply bring
your attention back down and focusit in your centre. Go back
into the trainer state, rebalance yourself, and check your
breathing, before doing anything else. It's OK to pause, and have
the audience wait for you. Only answer the question, or handle
what is happening in the group when you are balanced and cen-
tred again. This can be a very quick thing to do; we are talking
ab

Ex

This exercise dso aemonstrates that wnat you are doing in your
mind, where you are putting your attention, affectsyour body. You
may do thison your own, but it iseasier to do with a partner.

a Stand behind your parmer and say to them: "Put your left
arm out straight in front d you. Now, keeping your arm out
straight, twist the upper part d your bodv from the waist,
and twist as far around to the right as you can comfortably
go0.” When yevar partner twistsaround, mark the position o
greatest rotation by standing in that place where their arm
stopped moving (Figure10.3).

® INOW tell YOUr parmer: “INow go back to the resting position.
And justinyour mind's eye, | want you to visualise or imag-
ine twisting again. But this time you are imagining twisting
alot further round.” In your imagination you can twist the
whole 360 degrees, and more! There are no physical con-
straints to what vou can imaeine doing in your m.nd_s. eye.
If you have watched cartoons, or movies like The Exorjsf,
you will know many thingsare possible!

W L1008 yULL pPAluIct W IEpEdL tidl wm uelr mind a
coupled times, until they can fully imaginetwistingfar fur-
ther. When they have done that, say: ""Now actually twist
physically. Twist your body, and notice how far your arm
goesthistime."



isenting Magically Energy

™ e Figure 104



Presenting Magically

your body - which indicates that your mind and your body are
inextricablv linked: thev are one svstem. rather than two sevarate

YOU lll'dy walit LU WILIL OLner Ul

directing your attention. For example, what would happen if you
take the learning from Exercise 12, and use it in this exercise?
Puttimg vour attention down in vour centreand then in vour mind
see yoursdlf twisting even further, then with your body you nmay
find you rotate even further. Try thisfor yoursef and notice what
happens.

ercise 14: The Unbending Arm

In thisexerciseit is better if vour partner is about the same physi-
cd sizeand strength asyou. Thisisthe procedure:

@ Stand facing your partner, at arms iength from them, and
put your right arm on your partner's left shoulder. If vou
are right handed, use your right arm; if you are left-hancdled
use your left arm. Rest the back o your wrist on their shoul-
der, with your elbow downward, so that it can bend under
pressure.

@ Haveyour fingersclenchedin afist.

@ Your partner claspsboth hands over your elbow joint.

@ Wnen you are ready, they use their physical strengtn to pull
down,-bending your arm. As they do this, you resist
using your physical strength to keep your arm straig
(Figurel0.5).

@ Notice how much effort it takes to attempt to Kegp your arm
straight.

When you arein the arm bending role, notice how much pressure
you need to apply in order to bend the other person's arm.

What usually happens when you do thisisthat your arm bends at
the elbow under the applied force, because d the way the levers
in the arm work. When such a force is applied, you cannot hold
your arm straight with musclestrength alone.

Figure10.5

Energy
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Figure 106

Now do this again, but this time imagine that ball d energy in
your centre.

@ This time your hand, resting palm up on their shoulder, is
open, with your fingersstraight out.

@ In your imagination, visualise you are generating energy in
your centre, down in your belly. Imaginethisenergy flowing
up through your body, into your shoulder, along your arm,

Energy

and out through your fingertips. With your hand open and
fingers splayed out, imagine energy streaming from your
fingersand disappearing into the infinite horizon.

@ Yau may want to imagine the energy as white light stream-
ing out d the end d your fingers, going al the way to the
very furthest reachesd the universe.

@ Assoon asyou havethat visualisation running in your mind
strongly and consistently, tell your partner to bend your arm
again. And noticewhat is different thistime (Figure10.6).

Do both parts d this exercise now with your partner, and notice what
happensasa result d shifting your attention.

The first time your arm bends under pressure. The second time,
even though the other person tries hard, they fail to bend your
arm. Your arm stays straight not because you have suddenly built
some more muscles, or the other person is getting tired. It stays
straight asaresult d visualising theflow d energy. You al'so have
a very different physiology, with no strain or stress — which is
very different from using your physical strength.

When you are the person applying the pressure, the first time
your partner is probably straining and using a lot o effort. The
harder they resist, the more their face shows the effort they are
making. The second time, you notice that their face and the rest o
their body is much camer and relaxed, amost as though thereis
no need for any effort or strain at all.

Again, you might like to experiment with what else would help
you to do this. For example, you may find you have greater stabil-
ity by having your energy connect you strongly to the ground.
Imagine that you are sending down roots into the centre o the
Earth and connectingwith all that energy.

if in the first part d this exercise, you found that as you were
reacting against your partner pulling down on their arm, it was as
though your body started rising up, or you were being lifted of
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the ground, then counteract that by moving your attention down
to your feet, as though you are planting yoursdlf in the earth. By
grounding the force being applied to you, it loses its impact on
your body. Your arm will stay rigid, and you will remain in place.
Thisisvery different from resisting someone else's force by using
your physical strength alone.

Some people, when they do this exercise, get concerned that they
might be depleting their energy resources. If thisis true d you,
just imagine energy coming from outside d your physical body,
for example, from deep within the earth, from the sun, or from the
sky and beyond.

Othersfear that their energy might be dissipated and lost, so they
don't fully visuaiseit leaving their fingers - or at any rate going
very far, and certainly not to the infinite horizon. However, by
inhibiting the flow you may get the feeling that thereis a restric-
tion or blockage and the arm isfilling up, or getting congested.

Building up energy
Perhapsyou are wondering:

@ How can| ensurel haveenough energy?

@ How can | build up greater energy resources?

@ How can | access other sources of energy, so that I'm not
usingup al & my own?

if s0, you need to know how to build up greater reserves o
energy, and how to draw energy from elsewhere.

We often do longer trainings: seven days, or 16 days, and often
run them consecutively, so we may be on stage for up to 36 days
with only acoupled days df in the middle. Every day we might
be training from 10 ocock in the morning till 8 ocdock in the
evening. People sometimes ask: "Where do you get al your
energy? I'm just sitting in the audience, yet | am feding
exhausted. And you're up there with loadsd energy, still deliver-
ing the stuff."

Energy

Being on stage 200 days a year requiresalot d energy, so we need
to make sure we have sufficient reserves to do that. Using the
techniques here ensuresthat by 8 o'clock in the evening, you will
actually have extraenergy at theend o the day. Our students who
have learned these techniques tell us that they also have more
energy at theend d the day. Even at the end o 36 days training,
we always have more energy than we had at the beginning. That
meanswe can enjoy the rest d our life. It isimportant that people
enjoy other activitiesapart from their career or job.

Having more energy means you will have a richer life and gain
more pleasure from it. This is more than just having increased
energy to do presentations and trainings. You can have more
energy whenever you want it, any time, whatever you do. Even if
you are working with clients on a one-to-one basis, which many
therapists and practitionersfind tiring, you can learn how to cre-
ate reserves d energy. We each have a busy therapy practice,
d ten seeing clients, without a break, for in excess d ten hours a
day. Again, we fedl energised at the end d it, by using these par-
tidular energy techniques.

serything is energy

y where does energy come from?Actudly, everythingin the uni-
rrse isenergy: we are made d energy; we are alive with energy.
1 living creatures have a biological energy, which some people
A1 the life force. We often refer to thinking as using our mental
rergy. S0 how do you tap into thisenergy so that you can useit?

Widl, you have aready been tapping into it inside yourself by
focusing your attention. When you focused your attention and
started directing theflow d energy through your arm, it had a pro-
found effect on your physical body. You were using energy that isa
resource inside you. When you become aware d the amount of
energy withinyou, you canfocusit in a particular direction, with a
specific intention, and you giveit specific qualities.
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Hunaand energy

Yau increase the energy in your body through something that we
dl do al the time, but were never taught how to do properly -
breathing.

In Huna, the ancient teachingsd the Hawaiian people, we learn
that they were very concerned with energy and their personal
energy levels. Their basic bdief was that if someone was unwell,
either mentally or physicaly, it was because they didn't have
enough energy. By giving them enough energy again, they would
get well. And one way to get enough energy was through breath-
ing - but breathingin a particular way.

Yau also get energy through what you eat. We know this, but we
often do not heed the evidence d our own eating behaviour. Our
culture thrives on producing diets for healthy eating, and so on,
and there is a wide range d diets available. As a result we al
know some general nutritional principlesd what it means to eat
hedlthily, although we hardly ever consider the effect o eating on
our energy level.

Someone once asked: ""Has there ever been a Hawaiian Huna diet
book?' We said, "We don't think a Huna diet book would sdll
very well. And we doubt whether you would get a publisher”.
Because the ancient Hawaiian guidelineson diet would be:

@ If you eat it and you have less energy afterwards, then don't
eat it any more.

@ If you eat it and you have more energy afterwards, then eat
mored it.

It doesn't really make for interesting reading. But it does make a
lot d sense.

What if we were to consider that an important part d eating
healthily was based on how we fedl after eating in terms o our
energy level. Think d the things you eet, which, after you have
eaten them, make you fed drowsy, or even fall adeep. And there
are other foods, which after you have eaten them, make you fed
more awake, more alert, and have more energy. O course, if you
never fed like this, then maybe you need to check your diet!

Energy

The Hawaiianswould also say:

@ If you have a particular behaviour, or you do some particu-
lar action, and at the end d it you have less energy, then
stop doing it.

@ If you have a particular behaviour or do a particular action,
and it resultsin having moreenergy, then do mored it.

if you want to ensure that you are building up your energy, if you
always want to keep your energy levels high, and have more
energy dl the time, then check your breathing, your eating, and
your behaviour. Then you will always have more energy than you
will ever need.

We started exploring breathing as Step 4, Pranayam, d the trainer
state. Increasing your energy comes from breathingin a particular
way. Yau are going to do some breathing in which theratio o the
outbreath to the inbreathistwo to one. In other words, you take at
least twice as long to breathe out as to breathein. The Hawaiians
called thiskind o breathing the Ha bregth. By breathing this way,
and especially by breathing from the diaphragm, which is at the
bottom d your ribcage, you will increasethe amount o energy in
your body. With diaphragmatic breathing, your stomach goes in
and out - which is one way to check that you are breathing from
there. To check your own breathing, put your hand on your stom-
ach, below theribs, and breathe so asto moveyour hand.

Exercise 15: Ha breathing

Let's do some Ha breaths. This will be easier if you are standing
up, with your feet firmly on the floor. So take your shoes off, and
plant your feet so that they are about shoulder width apart and
you are balanced with your weight equally distributed on each leg.

Thisishow you do Habreathing:

Breathein deeply through the nose.
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When you breathe in this way, your stomach should come out.
Yau can put your hand there to provide feedback. As you breathe
in, your lungsfill, your diaphragm moves down, and your stom-
ach comesout.

Asyou breatheout your diaphragm goes back up again, and your
stomach goesin.

So take another deep breath in through the nose.

Exhae, out through the mouth: ha-ah. .. Actually make that long
ha-ah sound.

And again, breathein. .. and out: Ha-ah. ..
and again, breathein. .. and out: Ha-ah. ..
and again, breathein. .. and out: Ha-ah. ..

Just by breathing this way a few times, your energy increases.
People often report certain shifts inside, such as fegling lighter,
morerelaxed, more grounded, moreat home.

Whenever the practitionersd Hawaiian Huna, the Kahuna, were
going to do anything together - and they were well-known for
achieving tremendous feats d healing, both physiologically and
psychologicaly - the first thing they would do would be to
breathe together like that, sometimesfor aslong as six hours con-
tinuoudly. Yau can imagine how much energy they would have
from doing that!

Yau do not need to do thisfor the full Sx hours in order to have
plenty o energy to take you through the day. You will get the ben-
efits by doing thisfor only a few minutes. A good time would be
20 minutesor for however long iscomfortablefor you.

When doing Ha breathing on a training, we will be linking the breathing
with some Hawaiian visualisation techniques. We will also be having
people moving their energy around, focusing it, putting it in certain
places, and adding selected qualitiesinto the energy around you.

Energy

Personal charisma

One manifestation d Ha breathing is an increase in personal
charisma. Yau may have thought that charisma was something
people either have or they don't. So what do we mean by
charisma? Yau may have encountered certain people who set you
thinking: "There's something about that person. They have an
‘aurd around them, a lot d personal magnetism."” That is
charisma. As soon as you are near them, you are aware d their
presencein an almost tangible way. When they enter aroom it is
amost as though their presence gets there a few seconds before
their body. Haveyou ever met anyonelikethat?

Yau can actually increase your own personal charisma through
breathing. It is a learnable skill. What you may call a person's
presence, their magnetism, their aura, or their personal charisma,
comesfrom having mored the kind d energy we have been talk-
ing about. By increasing the amount o energy you have in your
body, and by moving it out from your body into the space around
you, you will increaseyour own personal magnetism.

Yau have probably experienced thisenergy flowing out from peo-
ple. Have you experienced the sensation that someone is staring
at you from behind? Maybe you had the fedling their eyes were
boring into you. Perhaps you felt compelled to turn around and
look for the source d that sensation. You turned around and you
looked straight at them, asif you already knew where they were.
So how did you know who was looking at you? What let you
know that they werelooking at you?

As soon as you start paying someone a lot d attention, your
energy follows that attention, and the person whom you are
focusing on unconscioudly picks it up. They have the feeling
someone is looking at them, and they turn round. Their uncon-
scious mind already knows where the source d that attention is,
so they look straight at you. Thisisasimilar processto projecting
your energy, increasing your charisma or personal magnetism.
The differenceis you have more energy available, and you are
putting your attention into more d the space around you, and
now thereismorefor other peopleto become aware of.
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Exercise 16: Energy Breathing

To do this breathing exercise, and explore putting out energy, you
need to be standing up. You are al so going to be doing some phys-
ical mc.._........ with the breathing, in order to _.__..._ the
energy around, so find a space where you can move easly. It
would be even better doing this out o doors. Wherever you are,
we suggest you have open space in front o you, so that you can
look into the distance.

As you do this, you can be standing in front d the group so tha
they are able to watch you in their peripheral vision. Here you
need to study the movements from the accompanying photo
graphs beforehand (Figures10.7-1 0.8).

Figure10.7

Figure 10.8

Energy
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during our study d Huna. Since then we found that it has
many parallelsto tai chi aswell asto Yoga

@ Looking straight ahead, extend both arms forward, with
your pamsforward, and lean forward (Figure10.7). Breathe
in fully through your nose, and at the same time pull the
energy towards you. Imagine pulling energy in with both
hands, by grasping lightly, and then bringing your fistsin
toward your chest. As you do this, your weight naturally
shiftsto the rear leg. Imagine the energy coming inside you
and filling your chest.

@ Then breathe out through your mouth, and as you do that,
just imagine the energy filling your body, and then expand-
ing into the space around you. At the same time, push out
using your hands, pam forward, expanding your energy
field in front o you. You will naturally shift your weight
onto your forward leg (Figure10.8). At theend d the cyde,
rotate your wrists and close your fingers, ready to start
again.

® Repeat this whole inbreath and outbreath cycle severd
times, to familiarise yoursdlf with the pattern. With every
breath you take in you are drawing energy into your chest,
storing the energy within your body; and with every breath
out you are extending your energy field around you, push-
ing your hands forward as you lean dightly forward.

OK. Take abrief rest. In a moment we suggest you do this breath-
ing cyclefor about 20 minutes (or aslong asis comfortablefor you
at this time). To remain comfortable, fee free to change your leg
positionsand have a different foot in front whenever you need to.
And when you are ready again, stand in this posture, and start the
breathing cyclein order to increaseyour energy.

Do the Ha breathing exercise now for betweenfive and 20 minutes.

Debrief

Yau are going to fed rather different at the end d doing this
breathing exercise. Do this breathing every day if possible, or
whenever you need to build your energy. You don't need to do it

Energy

¢ 20 minutes every time. Just five minutes in the morning and
e minutes at night would give you far more energy than you
rrently have. It seemsto wake you up in the morning, and relax
u to go to deep at night.

hen preparing for a presentation, we suggest you do thisfor at
ast ten minutes. You can do it just before you go down to the
ining room. Or, if you're driving from another place to the
lining, you can do it when you first get up in the morning. Ten
inutes d breathing is good before doing a presentation. And
en, when you have that amount d energy, you will notice that
erything goes completely effortlessly asthe energy isflowing.

you are not used to breathinglike this, then at first you may fedl
e results d the energy building up in your body. If you start
eling dizzy, it means you are building up too much energy in
yur head. Then all you need to do is move the energy down in
yur body into your belly, to your centrearea.

you are unused to physical exerciseslike this, holding the mus-
es in that position for that amount d time may start your legs
brating. Or you experience your joints aching, and so on. But if

any point you fed a little dizzy, or your legs are aching, or
hatever, just stand in your centred position, doing nothing. Then
» soon as you are fedling balanced again, resume the breathing
ith the body movements. The more you do this, the easier it
2ts.

le suggest you start doing thisstanding up so that you are learn-
ig the whole body breathing pattern. Onceyou are used to doing
standing up, it is perfectly OK to vary your position. Yau can
ren do the breathing sitting down, and you most likely will beif
>u are meditating. When you are sitting down make sure you
ave both your feet flat on the floor and your spine upright. We
refer to do it standing up with the physical movements when
oing presentationsbecauseit's important to get the energy mov-
1ig around. The physical movement helps get the energy flowing.

ou can aso put desirable qualitiesinto the energy you are send-
1g out. So think about the qualities you would like to havein the
sace around you. You may have anything you like, such as
uriosity, safety, fun or joy. These would be good for training or
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presenting. All you have to do is to imagine putting that quality
into the energy you are sending out.

With every breath out, push that energy into the room. You may
find thiseasier if you give the energy a colour and a sound. And
then just push it out so that everybody in the room who comes
into touch with that energy beginsto feel curious, or safe, or have
afedingd funor joy.

Harnessing the energy in agroup
The next exerciseis about the energy in a group. So just to remind
youd oned the concepts:

@ Enagyfdlows attention.

Wherever your attention goes, your energy flows. As you put
your attention on something or someone, your energy moves to
that place, or to that person.

In that experience where someone is looking at you from behind,
and you turn around and they are staring at you, then you know
they are paying attention to you. This means that the way people
in agroup know you are paying attention to them, is because they
conscioudly or unconsciously sense your energy. Your energy is
flowing toward them because you have your attention on them.
Therefore one d the quickest ways d connecting with a group d
any sizeisto set up that energy flow, becauseit will enable you to
quickly get aconnectionwith them.

Exercise 17: Connecting with the Energy d the Group

Get with your group, and have Figure10.9
them sitting in an arc in front o

you, as in Fgure 109. Yau are

standing in position x.

Thisiswhat you do:

@ Firstd all gointo the trainer state.

Energy

@ In your mind's eye, imagine your energy, and push that
energy out so that it goes beyond the farthest person. Put
your energy right out behind the group, and around behind
you. Be in peripheral vision to include everyone in the
group, so that your attention is on everyone, and your
energy isflowingto everyoneat the sametime.

@ Now imagine pulling that energy field in just a little bit.
Imagine putting out a ring d energy behind the whole
group, and then tighteningit just afraction.

@ For peoplein the group, as soon as you fed the connection
with, or the energy from, the person up in front, then please
put your hand up, (asyou did in the rapport exercise ear-
lier). And if you fedl the energy disappear, put your hand
back down again.

@ Aspresenter, your outcomeisto haveal the hands up at the
same time. And you are going to achieve that through con-
necting with your audiencein terms d energy. And notice
how this differs from when you did it before in the rapport
exercise.

Again, for thisexercise, you are just going to be standing still, cen-
red, in front d your group, thinking and directing your energy.
3 course you can move your head, your face, and you can move
your eyes too. That's all. So relax, and be naturally standing in a
salanced position. Thereis no need to be walking around.

This isthelast exercise whereyou haveto stand still and be silent.
The reason for thisisthat we want you to know that you can pick
up the whole group while just standing still.

Do this exerdse now, and find out how this worksfor you.

When yau have dore it, teke a moment to condder: What did you learn,
whet did you disocover, whet questionsdb you have, about that exercise?
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Debrief

People are often surprised that this works, because they find that
they get amost al o the group the first time. Sometimes they
stand thereand they do it and all the hands go up, and they think
to themselves, ""Hang on a minute, that can't be right!" But it is.
Using this technique makes it easy. However, you must be in
peripheral vision.

Sometimesall you need to dois take your time, go into the trainer
state, and allow yoursdlf to smile. Having a real warm, easy smile
will beagood move. The quality d your energy will change when
you smile, because you have changed your state. And thinking is
not necessary. Remember the slogan: " Stop thinking: cometo your
senses.” As the number d things to do increases, you won't have
time to think. Yau are just going to have to go into it. So you are
just going to have to leave any fears or nervousness behind and
get on with it. Stop thinking; just doit - thenit will work.

Doing thisaround a table

This method will still work around a table, because the energy
will still be flowing to whereyour attention goes. Soif you aresit-
ting around atable, you need to put your attention on everyone at
the table. You might have to be in peripheral vision, because some
d them may be on either side d you. But as soon as you pull in
your awarenessall theway around, you will get the same effect.

Asan exampled the other extreme, we have used this particular
processwith agroup d five or six hundred people, and we got a
very quick connection with 99% d the people in the room, cer-
tainly within five minutes. And obviously you need peripheral
vision because you can't even see the faces d the people at the
back, so you haveto just rall it out, asit were, asfar as the back o
the auditorium. So if you remember that your energy flowswhere
your attention goes, then no matter what layout you have, it will
work.

The other thing about your energy flowing to where your atten-
tion goes, is that the person you are paying attention to doesn't
even have to be in the room. So if you have had one d those
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nstances when you think d someone and then the phone rings,
ind it is the same person, that explains how it works. Spaceis not
i problem as far as that is concerned, because in energy terms,
ocationdoesn't exigt.

'his works on the telephoneas well. If you imagine you are actu-
illy with the person to whom you are speaking, paying attention
o them, they will probably sense your presence, and fed that you
irealmost in the room with them. When you are on the phone, see
he person, and put your awarenessin the room with them. Even
f you have never seen them before, guesswhat they ook like, and
magine talking face-to-face with them. You will certainly get
nore d their attentionand find it easier to build rapport.

Adapt and modify this technique for your particular context. It
~ill work with any audience, d whatever size, in any environ-
nent, and over any distance, so that you will be connecting with
rour audience and they will be experiencing this connection
~ith you. That givesyou a basisfor getting your message across
0 them. Unless and until you build that connection, you may
»e wasting your time, at least with some d the people in the
wudience.



Chapter Eleven

The Five Senses and
Your Language

Getting your Message across

\lthough there will be some people who just want to be at your
raining or presentation because they respect you as a presenter —
hey know they are going to learn something useful and be enter-
ained at the same time - the main reason people turn up is
recause they areinterested in the content d your message - they
vant to hear what you have to say. Therefore the words you say
wre important. And you need to make sure that the words are
vorking for you in getting your points across. Otherwise your

nessage may get lost.

Exercise 18: Incident — Point — Benefit

Irom how on you will be using words in the exercises. To start
~ith you will be telling one d the short stories you have been
sathering throughout your life. Thekind d story you need hereis
1 very brief anecdote that lastsfor lessthan a minute.

n order to produce the greatest benefit to the audience, you must
structure the content d what you plan to say. Theincident - point
- benefit exerciseis one way d providing structure; it will assist
you in keeping to the point, and getting your message across
dearly, so that people know what's in it for them. But before you
start to say anything, you still need to be in the trainer state, con-
rect with your group, establish rapport, and so on. This time, if
you wish, you can move your body, although you may choose to
find out what it islikeif you stand still.
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Thisiswhat you do:

@ Stand in front of your group and tell them about a particular
incident. Give them an account or tell them a story o some-
thing that happened to you, or you have heard about, or that
you have made up. It can be anything at al, but there has to
be some point you are wanting to get acrossto them - which
iswhy you are bothering to tell them about it.

@ Tdl them the point that you want them to get: "And the
point d thisis..."

@ And findly, tell them the benefit for them in getting the
point. " And the benefitfor youis... " It isimportant that it
isthe benefitfor them, rather than the benefitfor you.

@ You have just one minute to do all o this: tell them about an
incident, make your point, and give them the benefitd them
getting the point.

Thinking in this way focuses your mind. When first presenting, it
would be easy to ramble on for haf an hour, without getting any
points across at al. So if you can do thisin one minute, thenin 30
minutes you can get across 30 incidents, with their points and the
benefits for the audience. You are getting your message across,
point by point. And they know it is worth hearing, because you
aretelling them all the benefits.

Theincident you talk about can be anything at all. It doesn't have
to be true. It may or may not be related to anything you normally
talk about when you are training or presenting. Thisis more about
the processthan the content.

Do this exercse now, taking turns to tell one incident — point — benefit
each.

Debrief

That last exerciseis much easier if you are consciously doing the
incident — point - benefit, and unconsciously doing all the rest o
it. Because the most you can hold in your conscious mind is
between five and nine things. You already have to think about:
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outcome, posture, the trainer state, energy, rapport, peripheral
vision, and tonality . . .

In the 1950s the psychologist George A Miller did some research
on human information processing. He discovered that on average
the maximum amount o ‘information’ that people can deal with
isabout 7 £ 2 bits d information. That is to say, they can con-
sciously hold between five and nine things in their mind at one
time. After they have reached their limit or ‘channel capacity’,
they gointo astate d confusionor overwhelm, and cannot handle
any more information without making mistakes.

What we do is to group or chunk information as we learn it.
Remember learning to drive a car. At first our channel capacity
was being stretched to the limit because there are more than a
dozen things to pay attention to. But gradually, we chunk related
smaller parts d the experienceinto larger units such as'changing
gear', 'signalling our intentions, and so on. Then we chunk even
more, so that we know how to park, negotiate all types d turns,
join freeways. Over time we developed huge chunks such as
'driving to work'. As skills become more unconscious, we can
concentrate on larger chunks. The same processis truein learning
any physical and mental skill, such as dancing: first learning how
to place and moveyour feet, then joining sequencesd steps, until
you know the whole dance.

Most people are overloaded when they are doing an important
training or a key presentation. Therefore you need to have all the
techniquesin place first, so that you can do them automatically.
Thisisthe point d doing these exercises. Yau are installing a pat-
tern d behaviour that will work for you, aslong as you just do it.
When you start thinking about everything, things start not going
perfectly.Itisjust your consciousmind that is overloaded. So focus
your conscious mind on your outcome, the purpose d the exercise,
and just allow your unconsciousmind to do everything else.



Presenting Magically

Different Ways of Processing Infomation

The next step for you is to discover your own preferred style for
processing information. And you will also learn about other peo-
ple's styles, which may be the same, or quite different from yours.

Oneimportant understanding to comeout d NLPishow it is pos-
sible to have different ways d thinking, and different ways d
doing things. We each have unique modelsd theworld, and NLP
offers a large number o useful distinctionsat a very basic, con-
tent-freelevel. For example, some people prefer to see things, and
others prefer to touch, whatever these things are. Before we
become aware d the huge variability d human experience, we
may think that peopleare pretty much all the same. But the more
welearnd thesedistinctions, the more we realise how fundamen-
taly different people redly are. And then we may begin to
wonder how it is possiblethat we communicateat al!

Representational Systems

In Chapter Two, we said that at any moment there are only six
thingsyou could be doing inside your head: seeing pictures, hear-
ing sounds, having fedings, taking to yourself, smelling or
tasting. The ones we are interested in here are the first four: pic-
tures, sounds, feelings and sdf talk. These are the most dominant
representational systemsin our culture.

We can al do al four, but generally people use one representa
tional (rep) system more than the others. The one we find easiest
to useiscdled our preferred representational system. Some people
prefer thinking in pictures, some in sounds, somein feelings, and
othersin words - in self-talk or logical analysis. We like to receive
information presented to us in the particular form that matches
our preferred rep system. In any group, thereislikely to be a mix-
ture d all four preferences. They are probably not evenly
distributed, but eachis present to some degree.
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sual preferred system

hen communicating to these people on a one-to-onebasis, then
ie visual language, show them pictures, videos, brochures illus-
ated with photographs or diagrams, and tell them how things
ok fromyour point o view. 'Paint pictures with your words:

"How do you see this? Can you picture this scenario? What do
you envision? Kegp an eye on this, get the whole picture, and
then just give me the highlights.™

‘sual words

iee look hazy observe flash
riew picture misty image show
rison focus glimpse glowing sparkle
olourful scan gaze brilliant highlight
yutlook perspective glitter vivid bright
nsight dawn illuminating shine transparent
eflect murky go blank scene opague
vatch appear envision lacklustre mirror
show reveal crystal clear dim snap shot
uditoy preferred system

aese people notice how things sound. They like listening to peo-
le talking to them, telling them stories, either live, or on
idiotapes. They are attuned to voice tonality, which may be
wsic to thelr ears, or sound hollow, or even tongue-in-cheek.
hey listen out for others speaking their language. Make sure
>ur communication sounds good to them: play them music, or
agles, use a rich voice tonality, and talk to them using words to
o with sounds:

"How does this sound to you? Does it strike a chord? Are you
tuned into these themes?Sound these peopleout. Find out if they
areon your wavelength."

uditory words

hear say speak shrill loud

listen click talk cacophony whisper
sound resonate amplify noise discordant
tone rhythm screech quiet cadence
accent harmony dialogue melody symphony
musical tunein raucous buzz tell

cal clash ring shout echo

tune out bedll ears chime announce babble
jingle mellifluous discord mute Fiff
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Kinesthetic prefared sysem

These people have more d a feeling for things, use a hands-on
approach, so they can grasp the essentials while sifting through a
mass d information. They are fascinated and challenged with
how things fit together, by organising the stuff someone has
dumped on them. No need to handle them with kid gloves: make
contact by physically touching them, and use language that
touches onfeelingwords, you won't get the brush off:

"Do you have afed for this? Does it grab you? Put your feelers
out. Dig down. Get hold o the essence. And give me your
impression, so that | can get ahandleonit.”

Kinestheticwords
feel touch smooth solid rough
grab pressure gritty tight uptight
pull handle pushy soft move
grasp texture sting tough thrust
rub heavy contact sharp tickle
sticky firm itchy bounce mime
get hold of slip through concrete stumble impression
get to grips simy wobble hit dig
warm catch snag dump impact

Auditory-digita prefered system

These individuals will be talking to themselves about the logic,
sense, rationdity, d the information being provided. They want
factual data with validating numbers and statistics. They consider
the theoretical implications through logica analysis, and struc-
tured arguments. They make inferences, and project trends based
on extrapolating the data under consideration. When communi-
cating with the typical auditory-digital person, use non-sensoy
words, words that are'neutral’ with regard to any particular sen-
sory system:

"Will you find out, and let me know what you think about this?
Go and explore this area, and consider the implicationsd what
you discover, and provide me with a report that will increase my
understanding. "
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Auditoy-digital (neutra) words

basic specific understand idea learning
procedure interesting integrated interactive modular
tendency obvious incremental balanced virtual
knowledge random enhanced variable value-added
model specia systematic ecological applications
theory typical optimal boundary flexibility
principle usual compatible reciprocal concept
meaning excellent paradigm transitional framework
know think contingency experience logical

[f you are communicating with any d these types on a one-to-one

and you know or pick up what their preferred representa-
tiona system is, you, by using the appropriate kind d sensory
wordswill build rapport with them, and thus increase the proba-
bility d getting your message across. In NLP these sensory words
are known as predicates Some predicates will fall into more than
one category, such as light, soft, dear; and others are multifunc-
tional, such as grong, fine, pattern. People have different ways o
coding sensory information, so they may not agree with you
which category certain words arein. In that case, respect the other
person's model d the world!

Matching Representational Systemsin Groups

When training we recommend that you do your best to respect the
four representational styles o learning, but thereis no way you
can possibly know anyone's particular preference. One way is to
use 'neutral’ words because they alow people to make sense of
things in any way they like. For example, you can 'discover’
things with your eyes, your ears, your hands, and with your
senses d smell and taste. Because you are interpreting any non-
sensory words in your preferred system - this respects your
mode of the world, and still maintains rapport with you, even
though our understanding d 'discover' may be totally different.

The other way isto use dl representational systemsso that every-
one in the audience will get their preferred system some of the
time. And it will aso help them to increase their flexibility in
using their non-preferred systems. Yau are also helping them to
match other peopl€'s preferences.
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if you were to highlight only the visual system, then, on the face
d it, it would look as though you were using mainly visual
words. As an illustration: you would focus on your habitual
systern when you were under the spotlight in a stressful situation.
Do you get the picture? People with a visual preference may
indeed be seeing what we mean. But if you have a different pref-
erence you may be groping in the dark, because we are not on
your wavelength, or we're making no sense at all. In a group, you
will then lose those people who prefer to fed, or hear, or think
conceptually.

if you use only one system while presenting or training, that
would work fine, but only for about a fraction d the audience.
What about the others?

@ The auditory people would hear the message as sounding
out d harmony. It doesn't chimewith them.

® The kinesthetics can't quite grasp the thread, and fed that
they are banging their heads against the wall, wondering
how to demolishthese communi cation blocks.

@ And the auditory-digital people are analysing the content,
ignoring the touchy-fedy stuff, so they can concentrate on
the basic parametersand logicd the thesis.

Increase your flexibility in communication by using words from
every rep system. Then no matter what preference each personin
the group hasfor learning and processing, they will be getting the
informationin theformat that they want.

Does that make sense? Do you see what we mean?Doesit sound
likeit isagood idea? Are you getting the hang d this?Or to sum-
marise the essentiad elements d the foregoing theoretica
explication, have you acquired a conceptual understanding o the
pertinent factorsthat areinvolved in an appreciationd thismode
d thinking?

Balancing styles
One d these representational systems will be easiest for you. But
you should practice those representational systems that are not
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Y or comfortable. This way you will find that you can balance
ar presentationand hit all the systems.

ercise 19: Representational Systems

e next set d exercises is designed to give you practice and
rease your flexibility in using thelanguaged all systems.

thisexercisein a group d five. It would make a good party
me, because it is great fun to play. And this is playing, even

there is a serious intent. So take it lightly, and enjoy,
-ause peoplelearn much better when they are playful. Laughter
1 good indicator!

u may find it useful to have the word lists for each d the rep
stems in front d you, as prompts for words in your non-pre-
red systems.

isiswhat you doin your group d five:

@ One person starts telling a story. Any story. Just make it up:
"Onceuponatime. .. " Tdl two sentencesd the story using
visual words.

@ After two sentences, the story passesto the next person, and
they continue the story for two more sentencesusing auditoy
words.

@ Thenext person adds two sentences using kinesthetic words.

@ Thefourth person usesauditory-digital words.

® And then back to visual wordsfor thefifth person.

@ Keep going around until everyone has told two lines d the
story in each d the rep systems. Everyone has four turnsin
al.

@ Noticehow easy itisfor you in each category.

) this exercisewith your group now.
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Debrief

People usualy find it is much easier using their preferred system,
and they appreciatethe word lists. Thelists provide agood way d
increasing your awarenessd the language and your flexibility in
using the different senses. Also, doing something outside d your
familiar patterns d behaviour may seem uncomfortable, strange
or atificial until you get used toit. Forcing you to use wordsfrom
only one category pushes you to an extreme. When you then let
that go again you will naturally drop back to using them al, with-
out thinkingabout it. And it getseasier with practice.

Exercise 20: Incident — Point — Benefit and Rep Systems

Do this next exercise in your group. You are going to get up in
front d your group, go into the trainer state, get connected, get
rapport with your group, and then present your one minute inci-
dent — point —benefit four times, in each rep system.

Thisiswhat to do:

@ Present your incident - point — benefit, predominantly in the
visual rep system.

@ Then present it again, predominantly using auditory.

® Then again, using kinesthetic.

@ And findly, in auditory-digital.

@ Notice what happens when you do that, both in yoursdlf
and in your group.

® And notice whether it makes it easier for you to do certain
rep systemsif you changeyour physiology or the thingsthat
you are doing inside yourself.

How to dothis
Use the same story as before (or a new one that you can tell in
four different ways, or even four different stories). This story will
have some kind o representation in each system, even though
you may not be aware d thisyet. When you have your sory, do
thefollowing:
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@ Concentrate on how you are representing this story to your-
«f ontheinside.
@ Noticewhichd thefour rep systemsyou are using.

Now you are going to change the bias, so that you bring up one
system to the maximum. Before you start talking, take a moment
to rehearseyour story.

® Think d it in picturesin your mind. Then illustrate what
you can see to your audiencein visual terms.

® Think d it intermsd how it soundsin your mind's ear, as
you listen to al the noisesbeing created in it. Then describe
how it sounds to your audience using auditory words.

@ Think d itintermsd the feelings: both the sensory experi-
ence d theincident - any bodily fedlings, touch, movement,
temperature, and so on. Include your emotional responses to
what is happening - the meaning you give to your internal
sensations as a result d the sensory experience. Then use
kinesthetic words to communicate these feelings across to
your audience.

@ Think d your incident - point — benefit in termsd the logic
d the gtory, and the supporting factual, statistical or numeri-
cd evidence, the argument, the pros and cons, and so on.
Ddiver thisinformationas if you are presenting a business
or technical report.

Do this exercise now, taking turns to tell your story in four
diferent ways.

Debrief

Each time you tell the same story in a different rep system it takes
on anew slant, and although it is the same basic story it will have
a different effect on your audience. In a presentation or training,
you wouldn't isolate one style; you would be using al systems
combined for greater effect. By having a balanced mixture, you
can accommodateeveryonein the group.

Some topics lend themselves to one representational system over
the others. On the one hand, for example, physical activitiessuch
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as skiing, or mountain climbing, will befar easier to describe visu-
aly or kinesthetically. On the other hand, giving afinancial report
d last year's trading will probably be more challenging in visual,
auditory, and kinesthetic, unless you can get to the experiences
behind the data - what peoplewere actually doing. Auditory-dig-
ital is an abstract level d description in which the sensory
components have largely been filtered out. All you have to do is
recover them, and then tell it likeit is.

In general, auditory-digital is very easy to bring into businesspre-
sentations or theoretical explanations. That's what those people
want: "Give me the facts and figures. Give me the logic and
rationality behind what we are doing.” Then they will be satisfied.
However, using thiskind d abstract language will induce trance,
and peoplewill drift of ...

Rep system practice
Here are some ways to practise using your non-preferred systems:

(All) Chooseone system to work with for the day. By concentrat-
ing on visua language, for example, you start noticing any visual
words other people are using. Remember the filters we have for
our experience: if you set up afilter for noticing visual predicates,
then you will start noticing them. And you will be thinking visu-
dly, and also using visual predicates.

Choose a different filter each day. Next time you could filter for
everything in the auditory system, and so on. And you can bring
in Olfactory (smell)and Gustatory (taste) aswell.

(v) Sit for awhile, indoors or outdoors, and use your visua
sense to look around and count the number d different colours
you see. Then start making finer discriminationsby noticing the
different shades and tints.

(A) St down somewhere and count how many different
sounds you can hear. If you are indoors, you may become aware
d the sounds d voices, people moving about, equipment operat-
ing: computers, radios or music systems, clocks.
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Then put your attention outdoors, and listen to the wind, the traf-
fic, people passing by. As you simply count them, the more
sounds you become aware of.

Organisational and cultural preferences

Our persona impression d organisational and cultural preferences,
based on direct experienced different types d companies, is that
there are definite variationsin rep system preferences.For example,
in computer companies or finance companies, we often find that
9%5% o the people have a preferred systemn o digital, and very few
people using direct sensory systems. This seems to have some face
validity, althoughwe havenoway d provingit statistically.

Now we don't know which way it works. whether having a pref-
erence for digital is why they chose that particular career, or
whether doing that career shifted the balance. But if you are pre-
senting or training in different organisational cultures they are
likely to be skewed toward one particular system. Therefore you
need to be flexible enough to work with all the representational
systems.

The Communication Categories Model

Sometimes you want to communicate with a person on a one-to-
one basis, and in order to match them, you need to know what
their rep system preferenceis. O course, you could talk in neutral
language, or all systems, but it would be useful to know what that
particular individual prefers.

Suppose someonein the group asks you a question, and you want
to give them an answer which matches their preference, so that
they will understand it, and get the most value from it. Now,
apart from giving them a test, you need to have some other ways
of finding out what their preferred rep system is. Sometimesit is
appropriate in a training situation to give people tests, but in a
business presentation, or even in everyday life, it is unlikely that
you could get away withit.
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There is a distinct physiology that goes with each rep system,
which means there are other ways o finding out other people's
preferences. Their preferred system actualy affects the way they
move, as well as the way they speak. It is adso indicated by their
body type, their posture and movements, the way that they
breathe, the sound d their voice, and so on. So by becoming
aware d their behaviour, noticing their physiology, and taking
various other factorsinto account, you will assessan individual's
preference. It also means that if you adopt the appropriate physi-
ology yourself, you will find it easier to use that rep system.

Non-verbal communication comprises: our behaviour, the way we
stand, the way we move, the gestures we use, our facia expres-
sions, our voice tonality. All these will be communicating
something to your audience. They arelisted in thefollowing table.

Thistableconsistsd generalisations, so there are probably excep-
tions to them; they are useful in that they seem to hold true in
more than 50% o cases. Solet's put someflesh on these bones.

Thevisual representational system

These people tend to have a straight posture, very upright, and
very erect. They stand tall with their shoulders back, and their
head up. Their body type will either tend to be very thin, very
bony, and very angular - the extremewould be the marathon run-
ner: long limbs, long bones, very thin, a very angular body type -
or they will be the opposited that and be obese.

They tend to move quickly, with tight, jerky, abrupt movements,
and their eyes may be flicking from object to object. It isasif their
eyes are leading them around and their body istrying to catch up
with what they arefocusing on.

Their breathingis shallow and high up in their chest. Because they
are breathing high up, their voice will aso originate high in their
body, from their throat, upper chest, or evenin their head. Try this
for yourself. Imagine the origind your voiceisin your head, and
notice its qualities when you speak. The pitch goes up, becomes
clearer and alittlelouder.

The Five Sensesand Your Language

Pattern Visual Kinesthetic Auditory Auditory-
digital
Predicates See, look, vision, Fed, grasp, Hear, listen, loud, Statistically
which bright, focus, touch, firm, ringsabell, speaking,
presuppose  perspective, warm, cool, soundslike, know,
arep system scan, colourful  getahandleon, harmonious, reasonable,
get hold of playing our tune logical,
understand
Posture Straight, upright, Curved, bowed, 'Telephone Armsfolded,
head and head and posture, head erect, head up,
shouldersup shouldersdown tilted tooneside onehand onchir
Body 'type Either thin or Soft, full, Inconsistent Soft, full; rigid
and obesg; tight, rounded; loose,  body; between tension in neck
movements  jerky flowing looseandtight and shoulders

and jaw

Breathing Highupin Lowinthe Full range, Restricted,
the chest abdomen fromhighin tight
right in the chesttolow in
diaphragm abdomen

vdlicetonality, High, clear,fast Low,ary,dow  Melodic, rhythmic, Monotone,
speed and and loud, coming and soft, coming variable, from clipped,
volume fromthroatarea fromabdomen  throat toabdomen consistent

Eyeelevation Aboveothers Below others Level, moving '‘Gazes over

inrelationto looking up lookingdown  fromsidetoside, others heads,
otlhers acrossthetop  quiteoftento often diverted appearsdetached
their right down or away and dissociated
tolisten

ey tend to speak more quickly because they see pictures in
2ir head, and a picture paints a thousand words, but as they
ven’t got that much breath to describeit, they speak quickly to
t everythingout.

People accessing visually tend to look up. They are seeing pictures
inside their head — remembering visually, or creating new pictures
in their mind's eye. Thiselevation d the eyes may be happening
momentarily, often out d awareness.
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The kinesthetic representational system

Kinesthetic people tend to have a curved or bowed body, with
their head and shoulders more down. There are two main typesd
body build: they either have a soft, full, or rounded physiology; or
they have a very athletic build, the bodybuilder type, if they are
into externa kinesthetic, as in sports. They tend to have sort o
looseness to their movements, and be quite flowing in the way
that they move.

They breathe down in their belly - diaphragmatic breathing — and
you will see some movement around the abdomen. Their voice
tends to come from down there too, so it has a lower pitch. They
have more breath to work with, so their voice often has an airy
quality. They tend to speak more dowly, because fedings have
more momentum and don't move as quickly as pictures. Someone
accessing kinesthetically will look down to their right, and
describe how they fed by speaking more dowly, using fewer
words, and taking moretime.

Theauditoy preferred system

Auditory people tend to have a more variable posture, more in-
between. They may tend to tilt their head to one side, in the
so-called telephone posture, as if they are holding a telephone to
their ear. When you are speaking to auditory people, rather than
look at you directly, they may turn their good ear to you, so that
they can hear you clearly.

There is no generaisation in body type, and they will tend to be
quite varied. Their breathing ranges from high up in their shoul-
ders, to down in their belly, which meansthat their voice tonality
also tends to vary considerably. The sound o their voice is quite
important to them, and they will have arich manner d speaking.
When high auditory people speak to you it isamost like they are
singing you asong. They arevery melodic, and very rhythmical.

Intermsd accessing information, with peoplewho are processing
auditorily their eyes will be moving from side to side, looking to
wheretheir earsare.
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Theauditoy-digital preferred system

Auditory-digital peoplecommonly havetheir armsfolded in front
d them, which tends to go with having an erect spine. In the orig-
inal body language studies, the notion d someone having their
armsfolded meant that they were blocking you out, and not inter-
ested. However, the auditory-digital person tends to sit therewith
their arms folded when they are interested. So when you
encounter someonefolding their armsyou need to check out what
isgoing on for them. Initsdf that clueis unreliable. So you must
use other evidenceto find out if they are interested in your ideas
and what you haveto say.

Another typical physiology for auditory-digital is having onearm
crossed infront d the chest, with the other arm bent and the hand
onthechin-avariationd the Great Thinker pose. We will return
to this posture later when we consider Satir categoriesin Chapter
Thirteen.

Their bodiestend to be softer and fuller, but thereis often alot o
rigidity in the shoulder and neck area. So they might be experi-
encing some strain and stress around that particular area d their
body. They often have their jav clenched, and if you look at the
area below their ears you will see their jav muscles moving as
they grind their teeth, or talk to themselvesinside their head.

Their breathing tends to be quite restricted because d thistension
in the neck. Just try thisyourself for amoment:

@ Tenseup your shoulders, and then breathe.
What effect doesit have on your breathing?

Your breathing is restricted, because there is nowhere to expand
becaused the muscletensionin the chest and shoulder area.

For them, voice tonality isirrelevant. The voiceis just a means of
communication. All they are interested in is getting the facts
across to you: a data dump d pure information. The voice will

tend to have an even tonality - even a monotone.

When auditory-digital peopleare accessing memoriesand conver-
sations, then, for all right-handed, and most |eft-handed people,
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they will be looking down to their left. Sometimeswhen you are
talking to an auditory-digital person, it will appear they have bro-
ken eye-contact with you, and are gazing through you, or over
your head, and concentrating on something in the middle dis-
tance. Thisistheir way d takingin what you are saying. So even
though you may think, "This person isn't with me"*, they are.
They are inside, processing the information you are giving them,
and their eyes are simply 'disengaged’, gazing at nothing in
particular.

These are some genera clues to noticing someone's preferred rep-
resentational system, and to the way someoneis processingat any
particular moment. Noticing these will allow you to have an edu-
cated guess as to what someones preferred representational
systemiswhen you first meet them.

So if you are finding there is one particular representational sys-
tem that isn't easy for you to communicate in, then adopt the
appropriate physiology. If visual is achallenge, then you will find
it easier if you are upright and looking up. It is very difficult
thinking visually while looking at the floor. But if you have a
more erect posture, with your shoulders back, eyes up, and you
are seeing picturesin your mind, then you will find it very easy to
work with visual language, because that isthe way it is coded into

your physiology.

And now notice your state, how you are in yoursdf now, given that the
last few peges of information have been pretty much auditory-digital
information.

The Charisma Pattern

In the early days d NLP, researchers studied various presenters
and speakers who were acknowledged as being highly charis-
matic. In particular: John F Kennedy and Martin Luther King.
From this research emerged a common strategy that became
known as the charisma pattern.

Charismatic speakers begin in kinesthetic: they start by speaking
dowly in alow-pitched voice. There may be long pauses, amost
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hesitationsin what they are saying. Sometimesthey might be say-
ing nothing at all to start with.

The general pattern is moving from kinesthetic through auditory
tovisual. And if you look at any d thefilmsd any d those peo-
ple, like Martin Luther King, or J/K, and if you pick out some
other presenter, and you think to yourself, "Yes that person is
someonewhom | would take as having charismawhen they arein
front d an audience”, you will find that they do something like
this:

Figurell .1

So why would they be using this pattern? Think about the whole
range d different preferred representational systemsin the audi-
ence. If you want to get rapport with them all, you need to make
sure you accommodateevery preference.

If you started out in high visual, speaking very quickly, in a high-
pitched voice, you would immediately get rapport with the visual
people in the audience. However, you could blow rapport with
the kinesthetic people, because their natural processing is far
dower. They are working with feelings, and feelings have more
momentum. So you would have a mgjor mismatch.

The best thing to do is to pick up the kinesthetic people in the
audience first, by matching with feelings. Once you have estab-
lished rapport with these people, you then shift into auditory. You
speed up a little, you vary your voice tondlity a little more and
raise the pitch of your voice, so that you are matching the audi-
tory people. The kinesthetic people will come with you, because
once you have rapport with someone, when you have matched
them, you can then lead them somewhere e se, and they willingly
follow. So you lead them from kinesthetic into auditory, so they
begin to processauditorily.

Now you pick up a third section d the audience. Yau match the
auditory stylefor awhile, get rapport with these people, and then
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you lead them all into the visual, by bringing your voice up
higher in your body, speaking faster, using more visual words,
and so on.

If you have done this correctly, you will find that you have
brought al the kinesthetic and auditory people together with the
visual people and everyone in the audience is now processingin
the same way. Since everyone is processing in the same way, the
whole audience is now with you. Everyonein the audience then
thinks the person on stage has charisma, because everyone has
been picked up, right from their preferred system o kinesthetic,
through auditory, all the way to visual. And now everyoneiswith
the presenter.

You can achievethis within the opening minutes d a presentation.
If you watch any d those charismatic presenters in action, you
will notice that by running through this pattern, they very quickly
have everyonein the audience with them. They thereforegenerate
that feelingwhich isone o synergy, d oneness, o being a group
together. So we can add on the feeling that comes at the end o
this sequence:
Figure11.2

Once you have arrived at this point where everyone is together,
you can then go anywhere you want, and they will come with
you. You can take the whole audience on a rollercoaster ride
through their representational systems: seeing things, feeling
things, hearing things. In this way you will be bringing a great
deal d variety into your audience's experienced you as a presen-
ter or trainer.

What this meansis that if you have people who normally process
visualy, and generally aren't in touch with their feelings, then you
can enable them to fedl certain things, which will enrich their
experience. You could say that thisisaway d bringing entertain-
ment to your presentations and trainings. Not necessarily
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entertainment in terms o fun, humour, or interest, but entertain-
ment as far as creating a rich sensory experience for your
audience.

Use this at the beginning d your own presentations. Start by wel-
coming people in kinesthetic, using a lower-pitched voice, maybe
being alittle hesitant in the way you come across, by saying:

"Good morning, how's.. . How is everyone doing?How are you
fedingthismorning?. . . So are you reedy for this?Are you ready
for, e, Presenting Magically?”

Then get slightly higher, faster, and less hesitant:

"WHdl, hearing some d you taking outside while you were having
coffeg, it sounds like you are redly excited about what we have
to tdl you over thesethreedays.”

Moveinto visual, so your voiceis higher:

"And if you take a look at the manud then you will see that in
actud fact we have a great many new things to teach you, o that
you can see how you can become such a magnificent presenter.”

If you start out in kinesthetic right at the beginning d a training,
thevisual people, particularly high visual, may be thinking:

"What on earth is this presenter doing?They're abit fumbly, a bit
dow, heditant. Don't they know what they are doing?*

Fortunately they will quickly change their mind as soon as they
detect they are being matched:

"Oh, no, it's OK. They jugt started out domly. They're K now. |
was a bit worried at firgt, but now | can see they're OK. It's look-

ing good now they're moving at the kind d pece | like to see
thingsat. Greet."

Thisis an effective pattern that you may want to use in your own
presentations. You might want to experiment with it in some of
the exercises, and notice what happens. Anything that increases
your rapport with the group is going to be useful.
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Symmetry and Asymmetry

Anocther thing to think about, whether sitting or standing, is the
notion d symmetry and asymmetry. The human body is more or
less naturally symmetrical. That is, seen from the front or back,
when the body in its resting state, each hdf d it isamirror image
d the other. As soon as we start to move, each hdf d the body
will probably be doing different things.

We usually find that paintings, photographs, and illustrationsare
more pleasing to look at, more interesting to the eye, when the
subject is asymmetrical: dightly to one side, or taken from an
angle. Few portraits are taken straight on, unless they are being
done for a specia effect, or passport photographs. Many people
clam to have their 'best sde; and the sitter will usually be
arranged obliquely to the angle d view. Asymmetric views look
more attractivethan those straight on.

If you are sitting on stage and turn at an angle to the audience,
thenitisfar morevisually interesting. The audience gets an angled
view d the presenter: they seealittlebit o thefront and alittlebit
d the side. That is particularly important when you are sitting
down. You can explore this by watching people on the television.
During the frequent occasionswhen the screen is filled with ‘talk-
ing heads, turn the sound off, and notice the picturein termsd its
composition, and especially the symmetry/asymmetry.

Yau can experiment, in your group, with different ways d sitting
in front d the others, and what this fedls like from the point o
view d the audience. Try various orientations d the chair and
your body on that chair. For example:

@ Notice how having the chair at an angle is different from
having everything square on to the audience. Which one do
you think ismorevisually appealing?

@ Notice how the energy changes, and the body-language
'messages  you are sending with the different postures.

Angular postures, and body-asymmetry have very different
effects on the state d your audience. That is something else to be
awared when you aresitting down.

Chapter Twelve
Using Space

Spatial Anchoring

When you consistently do the same activity in the same place on
the stage or area you are presenting from, then the peoplein the
audience will make a connection between your position and that
activity. For example, if you only tell stories and anecdotes when
you are sitting down, that will mean that when you sit down, the
audience knowswhat to expect: "' Ah, time for astory."

This is another example of how we generalise our experience.
Because this will be happening whether or not the peoplein the
group are conscioudy aware d it, it means that you can create
appropriate statesin the group, so that they are ready for what is
coming next, without having to tell them. Making a connection
between a position on the stage and what you are doing is called
spatial anchoringin NLP.

When training or presenting you can deliberately set up anchors
with certain statesin the audience. Sitting on a stool givesyou one
more thing you can use as an anchor or trigger for a certain state.
For example, when seeking interaction with the audience, asking
for questions, or comments about what they have discovered dur-
ing an exercise, you can do it from downstage centre (DC). (We
will use the theatre convention for describing these positionsfrom
the presenter's point o view (Figure 12.1). Down centre, for the
audience, is at the front of the stagein the middle.) After awhile,
for that audience, asking questions and making comments will
become associated with standing in that spot. As soon as you
stand there, it means you want some interaction with the audi-
ence. And stand there only when you are talking with people in
the group.
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Figure12.1 When you are ready to give some new
information, just move to the right d
the stage (DR), and give new informa-
tion from only this place. After taking
some questions, if you want to move
onto the next thing, while finishing

AUDIENCE the last answer, just move back to
(UR) and finish giving it from here. At an unconscious level, at
least, that has already brought this interaction phase o the train-
ing to aclose, and you are ready to moveon.

Downstage

Right Centre  Ldt

Using specific partsd the stagefor different aspectsd your train-
ing or presentation is another way d beginning to control the
state d your audience. After a while, just by moving from DC to
UR and sitting down, people pick up their notebooks because
they already know thereis going to be some new information. If
you just move randomly you are missing an opportunity to be
able to instantly trigger expectationsin the audience's mind, such
as. "OK, now it istimeto get some new information. Good."

Anchoring is about establishing expectations regarding the sort o
things that might be happening. When you are planning your
presentationor training:

@ Decide how you are going to use these kinds d stage
anchors.

@ During the actual presentation, at first you may need to dis-
ciplineyoursdlf to be consistent, until it becomeshabitual .

Voiceanchors

Yau can aso use adifferent voicetonality for different partsd the
training. States easily get anchored or associated to certain tones
d voice. And tying this in with your stage position, will
strengthen the association. For example, by speaking hesitantly,
with alower pitch:

Yau can actually... shift the state... d an audience... jus
by... shifting the tonality... d your voice. If you set up
certain. .. associations. .. asfar asstatesare concerned. . . with
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certain... voice tonalities... you will notice... certain
dates. .. shifting. .. inside.

By contrast, by speaking faster and brightly: As soon as you
change your voice tonality the state shifts again, because this is
the voice you should normally usefor giving new information.

Team presenting

Think about how you can use this material if you are presenting
as part d ateam. You need to know the particular skillsthat each
d you possess, so that you can fully utilise them.

@ The first person on stage should be the one who is best at
getting rapport with a group, bringing the group together
and getting themin agood state.

@ In order toinstantly transfer this rapport to the next person,
you need to agree on certain words, a particular physiology,
or aspot on the stage that you can associatewith that partic-
ular state. When the next presenter comes on, they simply
adopt the same physiology, the same voice tonality, stand in
the same spot, and immediately they get the same rapport
from the group without needing to build it up. It is like
handing on the baton in arelay race; you need to be match-
ing at each changeover.

This is what David did with that marketing director with the
rotating hands gesture (Chapter Eight). Such a gesture was not
one David would normally use, but since the marketing director
had already established great rapport with the group, at the start
d his presentation all David had to do was to stand in the same
spot and use the same gesture while matching voice tonality. That
way, David got rapport with the whole group straight away. This
isaspeedy way of building on the existing rapport.

If you are co-presenting with people who don't know a lot about
these techniques, then you need to teach them. We would suggest
you always teach them some basics around rapport, and positive
internal representations, to ensure they are communicating what
you want to get across.
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Until your co-presenters are proficient, take responsibility your-
«f for building rapport with the group. Then as soon as you
know you haveit, you can transfer it to your colleagueby shifting
your physiology so that it is the same as theirs. That would
instantly put this person in rapport with the group, even though
they hadn't done anything themselves.

Now what do you do if the presenter before you has not done
very well, and as a result the audienceis not in a good state? In
this instance, the most important thing is what you don't do. If
you come onstageand take up the same position and posture, the
audience will transfer whatever state they are in onto you, and
you will get that same response. Then you are going to have to
work hard to dig yoursalf out o that. Therefore:

@ Adopt acompletely different posture, stand somewhere else
on the stage, and use different gestures. Then you can start
afresh.

Taking words back

If you are ever on stage, or presenting to a group, and you judge
from the response in the audience that you just said something
that was the wrong thing to say - and you will know that from the
audience's response - and you think, *Oh no! | can't believel said
that! | wish | could take those words back™, with that kind o
experience - and even seasoned presenters have them - you can
'mismatch yourself'. Yau can't actually take the words back, but
thereisaway around it. Hereiswhat to do:

@ Take a step to the side, like you are stepping out o your
body.

@ From this apart position, indicate the place where you were
standing when you said the wrong thing, and say, in amaze-
ment: "' Can you believehe said that? I'd never say anything
likethat. Whew!"

@ Thencarry on, still standing in thisnew position.

The audience will then have the memory that those words came
out d someone sg's mouth, not yours. Those words will proba-
bly not be linked with you at all.

Using Space

[f once you have said the wrong thing, you stay in the same place,
anything more that you do in that position, such as trying to jus-
tify or explain it away, will just be digging yoursdlf in deeper. So
immediatdy, actually step away from it, change your physiology.
Remember the relative importance d different parts o the com-
munication: the words count for less than your physiology. The
message is that you are dissociating from something you do not
want to be attached to, and because you are in rapport, the audi-
encewill do the same.

Dealing with a lectern

Many organisers think that a lectern is a useful adjunct to any
presentation. For many presenters the lectern is something they
grip, white-knuckled, for support, to prevent them from collaps-
ing on thefloor!

With modern technology, you can now have alectern with a head-
up screen, connected to a computer, that will display your script.
Yau can look straight ahead at the glass screen and it seems as
though you are looking at the audience and you know your
words. In fact you are ssimply reading them. Such a device may
seem tempting. But it can also lock you into a rigid performance.
Where ever possible avoid reading df a script. When you have
developed these Presenting Magically skills, such gadgetry merely
getsin your way, and preventsyou from givingd your best.

Whenever you encounter any kind o lectern, if possible, ignoreit.
At least the reason for not standing behind a lectern is that it has
become an anchor for all those presenters before you, and has a
wealth d accumulated associations, mostly undesirable. Just by
picking up the lectern and moving it to one side, you break the
pattern o associations. If it won't move, do your presentation
fromin front o it.

Alectern createsa physical barrier between you and the audience.
Yau want to be able to move around and use the whole stage.
Although energy operates regardless d any physical barriers -
you can still send energy out there, and be awared the energy in
the room - the energy sending/receiving processis hindered by
thisvisual block betweenyou and the audience.
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You must find out about any such constraintswhen you are nego-
tiating your contract for the presentation, and deal with these
matters ahead o time. For example, if the lectern or your position
is fixed because d microphones or television cameras, then you
will need to clarify how you will be wired up, and how much
movement you can make. Organisers havesaid to us:

"I'm sorry, but with the sound system that we have got, you
are going to have to be behind the lectern.”
""Either you get us mikes, or well shout.™

That produces results! We prefer a radio mike because it alows
you to roam fredly, without tripping over wires.

Be especidly wary if there will be other people sitting on stage
whileyou are presenting. In our culture, where we read from left
to right, there is a natural tendency for the eyes to be scanning
across the stagefrom left to right. Generally speaking, in theatrical
terms, stageright (DR)is aweak position if thereare other people
on stage, because all eyes will be scanning across and looking at
everyone other than you. If they are seated further back, they will
very easly be upstaging you. Just making small movements will
be distracting. Therefore it is better to stand stage left (DL), or, if
you must, arrange for the lectern to be there, as thiswill give you
astronger, more powerful positionand you will have mored the
audience's attention.

Changing theaudiences gate

If thereisnoway d getting around any constraints, then dramati-
cdly shift the audience's state, and get them re-anchored to you.
So if you follow a presenter who has created a rather down state
in the audience, a dightly risky strategy would be to say some-
thing like, "Wadl, | don't know about you, but | think it istime to
do something different!" It would probably get a welcome
response. But be careful what you say. It is neither a good idea,
nor ethical, to pour scorn on other presenters, especidly if you
ever want to present there again.

To change the audience's state you could crack a joke, get them
laughing - at your expense, rather than at someone else - and

Usng See

thus get the laughter associated to you. That will immediately
change the energy level. Or you could introduce a physiological
change in the audience. Anthony (Tony) Robbins, a very famous
motivational speaker, does this at the beginning d many o his
presentations.He will say:

"Yau have all been sitting here for quite some time. And |
know it is quite warm in the room. So let's al just stand up
for asecond.”

He gets the whol e group standing up. Then hewill say:
"So everyone stretch over toyour left. .. "
and hewill get the audiencedoing these stretchingexercises.

Standing up means you change your physiology and thus your
state. But what else has he done? He has established rapport,
because he got everyone in the audience doing the same thing as
he is. He has aso taken control d the group, by saying, "OK,
everyone stand up". He stands there and does nothing until
everyone stands up. He has given a series & commands, Do
this*, and they have done it. So Tony has control d the group, he
has rapport with the group, and he has aso shifted their state.
Now he can present. And he does thisbefore he begins presenting
every single time, whether he is starting a training, or coming on
as the second speaker.

Owning thestage

When you are doing any kind d presentation, it isimportant that
you have a sensed ‘owning the stage'. Whether you are the first
or the tenth presenter on, when you get therein front d the audi-
ence, you have to own the stage. Yau have to convey to them:
"Thisismy place. | am at home here. | ownit." It helpsownership
to have made sure you have the stage set up exactly the way you
want it. So when you walk on stage, physically pick up alectern,
put it over on the side, walk back to the centre, and then start off,
you have conveyed unconsciously to everyonein the group, "'l am
in control. | am going to create the space that | want, in order to be
who | want to be. If | am behind a lectern, I'm not going to bein
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the state | want to bein™. You might say: "OK. Do you want me to
speak here or not?' Having it the way you want it is important,
becausewhen you have that, you can then own the space.

Before the audience arrives at your presentation take the time to
get comfortably familiar with the stage, and the surroundings, so
that you can be'at home' there. 'Wdk the boards. notice where
everythingis, both on stage and in the auditorium. Sit in the audi-
torium, stand at the back, so you know what the audience will
see. Notice any 'dead’ spots, and find where the most powerful
spot on the stage is. Even before you start, stand where you are
going to be presenting on the stage, and fill al the space with your
energy, d the appropriate quality. Expand your energy field to
fill theentirespace, sothat itispart d you.

Tad recdls, "Our mgor learning in this came from a training we
do in Hawaii. We start with an ancient Hawaiian hula ceremony,
and some d the hula dance performersare just four or five years
old, and many d them are in competition. There was one little
girl, about five, who was technicaly perfect at the hula, but she
had been getting only second or third place in the international
hula contests. So | spoke to her hula teacher and said, There is
only one thing she needs to do. And then she will win every sin-
gle competition she enters. Sheis technically brilliant, but the only
thing she isn't doing yet isowning the stage. Sheisthere, doing it
perfectly, but the spaceisn't hers.""

The next time we saw this girl dance, about three months later,
she came on and owned the stage. As she walked on her whole
presence gave out the message, " Thisis my stage. You are going
to watch me. | deserveall d your attention™. And she got it. Yau
could sense the energy shift in the audienceinstantly. Since then
she won her hula competition and a number o others as well -
because she now ownsthestage.

Using flipcharts

Many presenters use a flipchart for writing up significant points.
In our trainings, we have the flipchart stage right, which meansit
is on the audience's left, and usually dightly raised up for them.
Hereisthe reason for that: For most peoplein the audience, looking
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up and to their left will put them into visual remembered mode.
Thisisanother generalisation.

Try thiswith a partner. Say to the other person:

@ "'See again the house where you lived when you were a
child."

@ "'Secagain your favouritetoy.”

@ ""See again your schoolroom." And so on.

Yau are instructing them to access particular memories. As you
give thisinstruction watch what they do with their eyes. It hap-
pens quite quickly, so you need to be observing while you give
the instruction. Use the words, "See again. .. " because you are
giving a command. If you say, "Can you see... ?" they may be
going into internal dialogue as they discuss the possibility with
themselves!

Although peopl€e's eyesare moving all the time, when they access
visual memories they will commonly briefly look up and to the
left. (Someleft-handed people have this reversed.) This phenome-
non has been systematically explored only since the beginning o
NLP.

Therefore rather than having the flipchart up centre, we put it
over on the audience's left (UR),and having peoplelooking up at
it, asit ison a raised stage. The same thing applies using a com-
puter based system, such as Microsoft PowerPoint™. Position the
screen in accordance with the preferred system o accessing visual
remembered for most people. As we are matching how their brains
have coded the processd accessing visual memories, it will help
them in remembering the pictures, diagrams, or words that we
put on the flipchart. We put all the flipchart pages around the
room for the remainder d the training, so that the information
written on them will stay in the audience's peripheral vision to be
continually absorbed. These flipcharts become anchors, so that
just catching sight of them from time to time assists people in
remembering all the material we have been talking about. For
example, glimpsing the brief summary overleaf (Figure 12.2)
brings back the information about the charisma pattern. So if you
are thinking, "What did David say about the charisma pattern?*
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by looking at the diagram, you would probably find that it allows
you to accessall the details.

Figure12.2

K—=A—-V

Using OHPs

If you are using the overhead projector (OHP),isit better to reveal
the information all at once, or to cover part d it, and reveal it
stage by stage? - We no longer use OHPs at al. We use Power
Point", which means you can put the bullet points up separately,
oneat atime. If you must use OHPs, put only one point per dlide.

The important thing about using flipcharts or OHP dlidesiis that
you put on theflipchart or slide only what you want the audience
to remember. For example, the charisma pattern structure in
Figure12.2, is about as much aswe would ever put on aslideor a
flipchart. No more than that, because what ison the dlideis just a
visual trigger or reminder for theinformation, rather than convey-
ing the information itself. if you want the audience to have vast
quantitiesd factsand figures, give them printed handouts.

Dealing with ephemeral information

There will be timeswhen you are drawing out or collecting infor-
mation which you need to havein front d you before you decide
what to do with it. Now, you might not necessarily want the audi-
ence to remember theinformation.You are just using it in order to
move on to the next stage. Suppose, for example, a problem has
arisen for the group. As they tell you about the current problem
situation, write the details on the flipchart. Then tear df this
‘problem sheet' and put it up on the wall. Next, start working on
possible solutions, and write these on anew flipchart. Thisiswhat
you want them to remember. The problem is now associated with
the sheet on the wall, and the solutions are associated with the
flipchart. Then, you can reach over and take the problem sheet off
thewall, and throw it in the trash bin. Metaphorically you are say-
ing: "We have handled the problem. Let's focus on the solution.™

Using Space

Remember that everything you do communicates something.
Everything. Even if your audience is not consciousy aware o
what you are communicating — you are still communicating to
them. They will beawared thefact that you have just wadded up
the problem and put it in the trash, and that will have some key
associationsfor them, at somelevel d awareness.



Chapter Thirteen
Non-Verbal Communication

Have you ever encountered presenterswith extremely distracting
styles? They pace up and down, exhibit nervous tics, jingle coins
in their pocket, use weird gestures. Maybe they have an unusual
way d speaking that is hard to understand, or drivesyou crazy. If
S0, you were probably not paying attention to the content o what
they were saying, and you ended up with a confused or garbled
version d their talk. If your tonality or body language does not
support the content d your presentation, then your message is
unlikely to be heard.

Non-Verbal Patterns of Communication

When first presenting and training, people often wonder what to
do with their hands. Hands seemed to have a life d their own,
and were distracting to us, as well as the audience. Do we put
them in our pockets; hold them rigidly down by our sides; hide
them behind our backs, clutching a board marker; or do we clasp
them modestly in front in the'figleaf' posture?

We found the answers by studying the Satir category patterns.
Thesefive non-verbal patterns d communication are specific pos-
tures and gestures that involve your entire body, including your
hands. Each has an accompanying voice tonality. These distinc-
tions come from Virginia Satir - one d the models d excellence
studied by the originatorsd NLP. Shewas afamily therapist who
developed an effective ways d working with whole families
together. She described four dysfunctional ways in which people
communicated. Thefifthone, the Leveler, wasadded later.

Each category seems to have cultural associations, so adopting
one particular physiology will trigger not only a certain state
within you, it will also createa certain state within your audience.
They are international; they work across cultures. We know this
because we train people, including NLP trainers, from all over the
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world. Sincelearning these Satir categories, they report that using
the categoriesworksvery successfully in their own countries.

Here is a brief summary d these non-verbal communication
patterns.

Non-verbal patterns of communication
Leveler  Symmetrical physiology: upright, moving hands,
palmsdown, in adownward movement and spreading
"Thisistheway itis", "Thisistrue."

Placater =~ Symmetrical open physiology, palmsup, movingin an
upward direction
"Helpme*, "'I'm open”, "'l want to pleaseyou.”

Blamer  Asymmetrical:leaningforward, and pointing the finger
"It's your fault”, "*It's down to you."

Computer Asymmetrical: hand on chin or armsfolded, 'thinker'
pose, academiclecturer stance
"I'm the authority", "*I'm reasonable, logical and
sensble”, "Here are the the facts.™

Distracter Asymmetrical physiology: angular, digointed and
incongruent
"l don't know", "*It's not my fault."

In the following examples we will indicate which role we are adopting
with a bracketed label, such as (Leveler) or (Distracter).You will have to
imagine the accompanying posture, gestures, hearing the tonality shifts
as we change roles, sometimes very quickly within one sentence.

Leveler

We have already briefly covered Leveler in Chapter Seven. It is
that balanced posture you were adopting while exploring the
trainer state. Your weight isevenly balanced, your hands are palm
down and flat, and symmetrically moving from mid-chest down-
wards and outwards. With Leveler your voice has a falling
tondlity, and you are slowing down as you do the movement.

Non-Verbal Communication

Generally Leveer assertsauthority and calms people down, so it
is very good for bringing things down to earth. When people see
that movement and hear that tondlity it is as though they are get-
ting the message: "'Let me give you the facts. Believe me. Thisis
how thingsare around here.”

When using Leveder, pause at theend d the statement.
(Leveler) "Solet metel youthe pointd this." (Pause).

That opens up the space. They know thereis somethingimportant
about to come. They know they are going to get some factua
information, about the way things are. So you pause . . . (speaking
slowly and deeply):

(Leveler) "This is the point. (Pause) Using this physiology in
your presentation will transform your stage presence. (Pause).
Totdly."

Usingafalling tonality and pauses makesa big difference.

Placater

Placater has palms upward, in an open gesture, with the hands
moving upward, often with adight bow d the head (Figure13.1).
Compare this gesture with Leveler: notice the shift that happens
when the palms are up. Notice the difference in your state with
this posture. Placater suggests openness, vulnerability. Placater
agreeswith everything, talksin an ingratiating way, and is always
trying to please. They generally have very little self-esteem, and
they livetheir livesthrough approval from others:

"I'm listening. And | agree.”
"I'm sorry. I'm only trying to pleaseyou."

Inthefull verson d Placater you would actually go down on one
knee, in a supplicating gesture, with both hands up, one higher
than the other, asking:

"Please help me. | want to do the right thing. | want to please
you, so tell me what | must do, so that you will be OK."
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Blamer is accusing someone. L hey lean forwara, witn arm raisea,
pointing a finger & blame (Figure 13.2). They are inquisitorial,
although they are not interested in getting answers. Blamer comes
from a position d superiority and is more interested in throwing
his/her weight around, making others wrong:
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that they are at fault in any way. Remember that you are directing
energy with your finger, so take care, and soften it dightly, and
point above the heads d the group. Rather than use one finger,
use two fingers together, or your fingers shaped like a beak, as
thisislessconfrontational.

Blamer brings lire to tne presenration by raising me energy. Use
Blamer vhysioloev to vush the point home, to literallv vunch the

key POINtsd your message:

"There are three points | want you to get. The first pointis.. .,
thesscondis. .. "

You are addine emnphasis. indicatine what matters. while teline
1ir audience that it concernsthem.

e effective, but somewhat unusual use d Blamer isto use i
power an individual. (Pointing at the individual),"You can

Coi

no feelings showing. Computer has one arm across the chest, and
the other hand on-the chin in a thinking posture (Figure 133).
Computer's voice is monotonous, their words are likely to be
abstract. One version o thiswould be the auditory-digital person.
For example:

exhibiting a modicum o rationality. So | have presumptuously
taken it upon mysdf to represent al that islogicd, rational and
reasonable.”

"It would appear reasonable that if one were to adopt certain
physiologies, then the concomitant would be that it would
engender certain resnonses within an ___._ . .. Because statisti-
cdly, these physiological positions would logically tend to
suggest certain characteristicsd the presenter.”

Lhe Lomputer is the pedagogue, tne college proressor, me aispas-
sionate scientist - cool, cam, and collected!

Figure13.3

NonVeatd Communicaion
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Fgurel3.4

1

Digracter is total asymmerry, with a very angular spine ana uwe
arms at different angles and at different heights (Figure13.4). You
could think o your body as going of in several different direc-
tions at once. In fact, any asymmetrical posture is distracting.
With it goes a fluctuating voice, which is distracting becauseit is
unpredictable: high then low; fast then dow. Sometimes it is
breathy, charming, wheedling, a'little girl' voiced no substance-
the scatterbrain, bimbo, or babe; with men, the 'little boy lost' or
the wimp. At other times the voice is deep, and sincere, or even

jokey. It is often just words for words sake - meaning is irrele-
vnnt You never anite KNOW where vou are: nothing the Distracter

Non-Verbal Communication

Remember the exerciseswhere you were moving your energy cen-
tre around your body. To do Distracter, you need to have your
centre constantly on the move, and actually going outside d your

physical body at times, such as orbiting around your head. This
Wi
ba

Th

on

tottaly deflected by Distracter — the accusations just bounce off So
if a heckler startswith:

(B hyou asfar as thisisconcerned,"

an

1 mean, what do vou want me to do about it?

amer’s energy.

re by goinginto the Distracter posture, opening your eyeswide,
d saying:

(LJzstracter)'Wdl, 1 don't know . ..~
or "Oh, redly?"

1e rest of the group will amost alwavslauah at that, which will
:ep themon your s
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Exercise 21: Satir Categories
Inyour group, try out each d these Satir categoriesfor yourself:

@ Adopt the posture, add the gestures, and say some d the
typical sentences using the relevant tonaity. Notice the
changeinyour state asyou do it.

@ Have someone e se do each category in front o you, so that
you become familiar with being on the receiving end, hear-
ing that voicetonality and seeing that physiology.

Now, do this experimenting in only your group, rather than the
people you spend most d your life with. Husbands, wives,
boyfriends and girlfriends, work colleagues, and so on, are not the
appropriate people for you to check out responses to these Satir
categories because there could be other things going on, other
anchorsalready set up with particular postures.

Do this exercise now.
Putting themtogether . . .

(Computer)Does that begin to make comprehensible how you
might possibly utilise specific postures to achieve certain out-
comes within a group? By implementing them in combination, the
underlying rational considerationsbecome apparent.

(Blamer) And | will tell every single one d you now, when you
use these Setir categories, asthey arecalled in NLP. ..

(Leveler) ...itwill totally transform your presentation.

(Placater) Now, help me out here. Do your best in the exercises,
becausel really want you to succeed at it, you know. | redly do.

(Blamer) Andif you don't get the result that you want, it's up to
you to just doit again, becauseyou already know . . .

(Leveler) ...thereisnosuchthingasfailure- only feedback.

Non-Verbal Communication

ee how they fit together?
Leveler) It givesyou somethingto do with your hands.

Computer) And instantly enables you to control the state o the
wdience, moment by moment, just by engaging in a few arche-
ypal postures, during the ongoing presentationsituation.

Distracter) And it's f un too. Hey. Bit d alaugh. Great!
Placater) Sopleasegiveit atry. I'm sureyoull likeit. Redly.

'ractise using them dl, relating them to what you are doing in a
»articular presentation. In the exercises, you will probably find
hat you have a preference for one d these physiologies, and
herefore tend to use it most d the time. So if Placater is your
avourite, you will tend to present with that posture all the time,
vhich may be indicating some sort d openness but also hinting
hat you are insecure and need assurance. If you are using
’lacater all thetimein abusiness or a sales presentation, it proba-
ly won't be giving you enough power in your message. It would
»e better to say:

Leveler) "Let metell youwhat we candofor your business.”

Nith Leveler you are bringing the energy down and smoothing it
ut. Thisis very different from the jagged energy d Distracter,
vhich isall over the place:

Distracter)"Wdl, I'm just abit. .. You know. What did you say?"
“ompare thiswith:

Leveler) "We can do thisfor your business. | think that if you
iire US as a training company then we can improve your profits.
Jonestly. Many d our clientshave said that they can't believethe
mount d benefit they gained from our doing a training for
hem."
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Distracter ismilesaway:

(Distracter)"Redly?"

Placater pleads:

(Placater) "So what do you think?Do you want to hire us?*
Blamer does not beat about the bush:

(Blamer) Do you want thisor not?"

Theseareall very different. They al affect the energy, and they dl
will be appropriate in particular circumstances.

Sitting down

You canadapt all d the categoriesso that they work when you are
sitting down. Remember that when you are seated the energy
drops, and thereisatendency for thingsto get alittle heavy, more
serious. Sitting down, by itsdlf, israther like leveling: it bringsthe
energy down. Therefore when you are seated use Distracter to
counterbalance the leveling effect, and raise the energy up, and
use Blamer to keep the energy out. Use the gestures at head
height. Your voice will take on a higher pitch, and will be coming
from higher in your chest. It is sometimes easier to keep the
energy moving, by using your arms more, and doing Distracter
horizontally, with your hands more or less level, but at varying
distances from your body, your arms bent in different ways,
remaining wide-eyed. This sitting-down variation d Distracter
will raise the energy, makeit lighter and morefun.

Although you can adapt the Satir categoriesfor sitting down, in a
sales presentation it is far more effective to stay standing up,
because you need to have more control d your energy. Standing
up also makesthese non-verbal partsd the communication easier
to use.

Make sure that what you are doing is appropriate for the context.
If, for example, you are confirming an appointment with a com-
pany to do a training day, then using Distracter is going to come

Non-Verbal Communication

ross as incongruous. So use Leveler there, because you are deal -
ig with the factsand getting them clear.

xercise 22: Using Satir Categories

1 this exercise you can combine the five Satir categories with
our incident - point —benefit stories. Thisiswhat you do:

@ Go into the trainer state, connect with your group, and so
on.

@ Do your incident - point - benefit story again. By this time
you should know your stories so well that you can concen-
trate on the Satir categories. As you do your incident - point
- benefit, spend at least 30 seconds, and preferably the full
minute, in each one d the Satir categories. For example, do
the whole incident — point - benefit in Leveler, and notice
what happens.

@ Then do the whole thing in Placater, in Computer, in
Blamer, and finally in Distracter.

@ Notice what happens in your own state, as you go into the
different physiologies.

@ When you arein the audience, notice the different states that
you go into when you hear these stories in the different
ways.

@ Alternatively, you may choose to do your one minute inci-
dent — point - benefit with the first hdf in Leveler, and the
second hdf o itin, say, Placater.

@ Findly, do your incident - point —benefit using all five cate-
goriesasyou tel it. Just trust yoursalf to use the appropriate
Satir category for the emphasis that you want to make at
that particular point. Play with this to find out what
happens.

@ Notice which particular Satir category works best with the
incident — point - benefit. Notice also how it brings your
whole presentation to life and enables you to convey the
message more fully, because you are bringingin the physiol -
ogy aswdll.

Jo this exercise now in your group before reading on.
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Debrief

People will be picking up meaning from this non-verbal communi-
cationall the time, and may even be getting morefrom it than from
the story itsdlf. The body language you use is a redly important
part o your telling o the story. Now that you are using this 55%
segment d your communicationto enhance the 7% verbal content,
you will find you are communicating far more effectively. Using
the Satir categorieswill completely transform your presentation.

When you were the presenter in the exercise, did you notice how
your state changed as you went into each category? As soon as
you go into Leveler, your energy shifts, and your state changes.
When you are in rapport with a group, going into Leveler will
change the audience's state as well. Then, maintaining rapport,
you canlead them into different states.

You will soon discover which particular Satir category you habitu-
aly tend to use. It is the one you do most easily. So don't work on
that one; work on the others. If Digtracter is your preferred mode,
then concentrate on doing Leveler, which is its opposite. Yau can
stretch yourself and do your next presentation all in Levder. In
that way it really becomesingrainedin your neurology.

Wamen in the busness environment

Thereisone particular thing with women and Leveler. We are still
unfortunately in the situation where many businessenvironments
are very male-oriented. So as a businesswoman going in to do a
presentation, you may well find that the audience is predomi-
nantly male. Many men in the businessenvironment till have to
deal with traditional stereotypesas far as women in business are
concerned. Putting those stereotypesin terms of the Satir cate-
gories, women are seen as either Distractersor Placaters.

Thisis how you turn the whole thing around. As a woman going
into a predominantly male business environment, start your pres-
entationin Leveler:
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(Levde) "OK, now let me tell you what we can do for your
business."

When women do that, you get an immediateshift in the men pres-
ent: "Whoal Hang on a minute!" It has upset their expectations.
Asawoman doing Leveler you have completely blown the stereo-
types and generalisations that many men have around how
women behave, and they can no longer fit them on you. Now you
are starting from a clean sheet - whichisvery powerful. So, if you
are a woman presenter in a businessenvironment - it is different
in other contexts- and you have a predominantly male audience,
use alot d Leveer, asit will completely transform the response
you get.

Tdking in quotes
Yau can use Blamer in quotes, which means that you actually say
thewords, but they are attributed to someone€d se. For example:

This personsaid to me (Blamer),"You had better take responsi-
bility for using these things, because if you don't use them,
you won't get the results’. Now | wouldn't actually say any-
thing like that. But this person did. And they may have a
point.

When you embed the message in another one, you completely dis-
sociate the listeners away from yoursdf, but the words have still
gone in. And while you have punched them in with Blamer, it is
not actually you that is doing the blaming, and you are not blam-
ing anyonein particular. However, the effect is there.

Inflexion patterns

Now let's look at that 35% sector d the pie chart - the tonality of
how you say things, the inflexion patterns in the sentences you
use, and, in particular, the three structures that separate communi-
cationsinto statements, commands, and questions.

With Distracter, peopletend to go up at the end d a sentence. In
the following examplesthisrisinginflexionat theend d a phrase
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or sentence will beindicated by using italics. Then every sentence
sounds like a question. So for example:

(Distracter) ™1 am not really sure about what | am saying. And
because| am uncertain, you can't realy blame mefor anything that
| am doing, because it is not my fault. Because | am not realy
reponsble I'm just thetrainer here, you know."

If, at theend d each phrase, you have arising inflexion on the last
word you say, that will definitely have an effect on your audience.

Voice intonation patterns

Thesevoiceinflexion patterns can be represented graphically asin
Figure 13.5. EachW representsaword or phrasein a sentence, and
the lines indicate the inflexion pattern: level, rising or falling. If
thelinesare dl horizontal, you are making a statement. If theline
goes up at theend, you havea question; and if it goesdown, itisa
command.

Figure13.5

. __— W  =Question

W W W = Satement

W

W

~ W =Command

Quegtions

On the top lined Figure 135, if your voice tonality in a sentence
is, "Word, word, word", it will sound like a question. Its tonality
unconsciously communicates, | am asking you a question” . (Rises
in tonality areindicated by italic text.)

There are peoplewho go up at theend d every sentence. Although
you are actually making a statement, it sounds as though you are
asking a question, or you are not really sure about what you are

saying.

Non-Verbal Communication

tatements

-your voice tonality stays level throughout the whole sentence,
1en that suggeststo the unconsciousmind that you are making a
-atement. The middleline representsthe tonality which indicates
statement:

"Hereisastatement. And itisonthelevd."

ommands

“your voice tonality goesdown at theend 0 a sentence, ason the
ottom line, that is unconsciously taken as a command. (Falls in
mality areindicated by bold text.)

""Make thissentencea command. Thisiswhat you do."
ven if you ask someone a question, but you go down in voice
nality at theend o the question, the unconscious mind will take

asacommand.

""So do you want to hire our company?"
"Do you want to register for the training?"

\

ou have asked a question, but unconscioudly it is taken as a
ommand.

‘onfirming the appointment

or example, one d our students was the general manager d a
ompany that supplied drinks to vending machines. He had a
’lesales team making appointments for his salespeople to visit
ther companies. The salespersonwould turn up at the appointed
me, demonstrate their products, and hopefully get the contract.
Eowever, what he found was that only 54% d these appoint-
1ents actually took place. Roughly hdf the time the salesperson
rould arrive at a particular client's site and find that their repre-
entativewas either busy, or away doing somethingelse. Thiswas
rasting the salespeople's time.

0 the manager sat in with his telesales team to observe exactly
ow they were making appointments. He had aready taught
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them the basicsd rapport building. But one d the key things he
noticed was that when the telesales person was confirming the
appointment, they were using the questioning tonality. They
would say:

(Quedtion) "Let me just check. So you have agreed to see our sales
person. So our sdegperson will be there on Wedneday, at four-

thirty.”

They were restating what had been agreed; the actual content o
the statement is OK. But they were using afinal rising inflexion -
the questioning tonality — which led the listener to think it was
either a question, or in doubt. So he taught his telephone sales
people to use the command tonality when they were confirming
the appointment. So now they would say:

(Command)"'You have agreed to see our representative on
Wednesday. At 4.30 pm. Isthat OK?"

This is different. The manager noticed an immediate change.
Having taught his telesales team about rapport, and which inflex-
ion pattern to use when confirming an appointment, the number
d appointmentstaking place went up to 92%%, compared with 54%
before, which meant his salespeople were in front d their
prospective clients far more d the time. The totd number o
appointments the salespeople were making stayed roughly the
same, but now nearly all booked appointments took place. Even
though the salespeople's performance stayed constant, they were
now visiting almost twice as many clients, and consequently there
was a proportional increasein business.

Use the command tonality to definewhat you want to happen, for
example, when making an appointment, confirming a contract, or
closing a sale. In presentations and trainings use these different
tonality patternsto get answers- or not. There will be timeswhen
you want peopleto ask you questions, and other timeswhen you
want to move on. There are also times when you want to make it
appear to the audience that they are free to ask questionsif they
want to, but you don't really want them to.

NonVabd Communication

When you want questions, comments or audience participation, this
iswhat you do:

@ Ask aquestionwith aquegioning voice tonality
@ Raise your eyebrows at the end o the question, and keep
them raised until you get a response.

When someone in the audience picks up the questioning tonality,
the raised eyebrows, they get a sense d expectation. Keep your
eyebrows raised until someone says something. They will very
likely want to obligeyou, so you won't havetowait long.

Sometimes you might not want any questions because d time
constraints, or it is just before an exercise and you want the group
to get on with it and have the experience, rather than explore all
their what ifs

Other cultures

In several other cultures and language groups, people use differ-
ent patterns. For example, in the speech patterns d Australiaand
Canada there is a tendency to go up at the end d sentences. The
same thing appliesto Dutch, and probably many other languages.
We havedonealot d trainingin Holland, and when we point out
that they are using the questioning tonality when making state-
ments, they tell usthat it does create doubt for them So, generally
speaking these intonation patterns hold true. The Dutch and the
Australianstell usthat the rising inflexion at the end o a sentence
isOK when they arein their own culture. But even when they are
in their own culture, switching to this command tonality gives
them even moreimpact.

If you are wondering about the best way d handling these differ-
ences when working with peoplefrom different cultures, then you
probably don't need to do anything different. For example, in
Holland, when we use embedded commands - which we are
doing throughout our trainings- using the command tonality still
works.
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Having thedigtinctionsin place

The important thing about this- and thisistrue d al d NLP-is
that people are doing these things anyway, and al it takesis for
you to have the appropriate filtersin place so that you can recog-
nise when it is happening. Once you understand the pattern, you
can useit to your advantagein the appropriate context.

When you are discerning what peopleare doing, it is not the case
that they do it once and if you blink you'll missit. People are very
consistent, and their programming meansthey do thingsover and
over again. Be patient, and you will see and hear these repeating
patterns.

Start by modeling those peoplewho are redly good at something.
From what you are learning here, you now know some d the
things worth modeling. For example, you can now recognise,
"They use a lot & Levde™, or, "They are using command
tonality", and so on. Once you have some fundamental distinc-
tionsin place, you will easily notice what othersare doing.

So if there are particular presenters d whom you think: "Wow,
that person is a really good presenter/trainer",then get them on
video, or at least some audiotapes d them doing their stuff, take
what you are learning in this book, and model what they are
doing.

At theend d theday, asfar asall d thismaterial isconcerned, the
most important considerationis not whether somethingis true or
not. It doesn't matter whether somethingis true. What mattersis:

@ Doesit work?
@ Doesthisgive metheresultsl want?

If you are ever in doubt about what to do, then remember the atti-
tudesd curiosity and wanton experimentation.Yau now have the
ability to try out different ways d being with other people, and
the sensory acuity to notice what is working. If you start wonder-
ing, "What is the best thing to do here?* then get curious, do them
al, and find out which way d doing things delivers the best
results.

Chapter Fourteen

ThedMAT System

Hereés a system that formats your presentation and makes it
understandabl e to the broadest percentaged the popul ation.

The AMAT System comes from a study d learning styles by
Bernice McCarthy. She noticed that when she was teaching chil-
dren in school, they learned in different ways. In particular, they
learned by asking specific questions. She put the children into
four basic categories, according to their particular mindset, as
follows.

@ Some children wanted reasons. They were habitually asking
the question Why?.
"Why arewe doing this?Why doesthishappen. .. ?"

@ Others wanted facts. They would be asking for information,
the Wha?.
"Tdl me about that. How many different sorts are there?
What are they caled? Where do they come from? What do
they do?"

@ Otherswould be very pragmatic. They wanted to do things,
tofind out how thingsworked:
"How do | do this?How does thiswork?"

@ The remainder wanted to explorefuture consequences. They
were moreinterested in the Whet if?:
"What would happen if | did this? What would happen if |
didn't do this?What wouldn't happen if | did this?"

In the 1970s, Bernice McCarthy realised that most d the material
the childrenwere being given at schooal fitted into just oned those
questions: the What? - facts, information, data. Think about your
own schooling for a moment. Most formal teaching was present-
ing you information about things, about people, about the world.
Formal education concentrates on the Wha? category. Thisworks
finefor the children who have that particular learning style. But it
doesn't work so well for the childrenin the other three categories.
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Thefirst plan Bernice McCarthy had was to discover the learning
style for each child when they entered school, and then have four
streams, so that each child would be taught in their preferred
style.

@ The why children would be given lots o reasons and
explanations.

® The what children would be given lots d data and
information.

@ The how children would have practical hands-on experience,
doing things.

® And thewhat ifchildren would have mored aself-discovery
learning style, with group discussions.

It was originally thought that this would be the most effective
way d teaching children. However, through further research it
was realised that thisway o teaching would actually reduce chil-
dren's flexibility,and that it would be far better to structure the
education system so that it answered all four questionsfor al the
children. That way, every student would have their preferred
learning style, which would work really well for them, and they
would also be exposed to the other styles, so that they would be
increasingtheir learning flexibility.

As adults we maintain our preferred learning style, so we will
find one particular style is the most comfortable for our way d
working.

The 4AMAT system
Learning style Peroentagel

Discussion

Teaching 22% l
How? Coaching 18% |
What if? Salf-discovery 2% |

The 4MAT System

The percentages d people in the general population in the US
falling into each category are shown in the table above. They are
roughly evenly divided.

However, in any selected group, such as managers, sales people,
accountants, scientists, sports people, and so on, there will usually
be a bias toward one particular category d learning style. Some
cultures have different biases. For example, if you are training or
presenting to a German audience, you will find that they will
want to accumulate a huge mass d data, and they won't fed
happy until they haveit.

If you say these percentages out loud to your audience, then the
oneswho write them down are morelikely to be in the what cate-
gory. They want the details, the facts, figures, and information. So
when you say: "Thisiswhat you need to know. . . "' out come the
pens, and they start writing everything down.

"Why?" people

The Why? group learn best by discussing the reasons why. They
want to know why something is worth doing: "Why would we
need to know this stuff? Why bother to use it?* They like to
explorethe reasonsfor taking action before actually doing so.

"What?” people

The What? group learn best when you give them the information
either orally or on the printed page. In presentationsand trainings
the what people are happiest when there is so much information,
and they are frantically making notes, but they can't write fast
enough to keep up! Their criterion d agood trainingis. "Plenty d
handouts!" and masses o facts, figures, and statistics. The value
of the trainingliesin the thicknessd the manual.

In any particular training or a presentation you will have people
in all four categories. If you start a presentation by giving every-
one alot d What? you find that the Why? people won't actually
assimilate the information, because they haven't a reason for
doing so. If you don't give them a reason, they may quietly sit
there for the whole presentation, or even the whole training,
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waiting for a good reason. They need to be motivated by a why
beforethey will get into the what.

"How?" people

The How? people learn best by doing. They aren't too bothered
about the theory, or the reasons. "Let me at it. I'll soon have this
down." They want to be trying things out, getting the fed - the
hands-on approach. For example, when these peoplefirst get their
hands on a computer, they spend no time reading the manuals.
They just start clicking on anything to see what happens. As a
trainer, you have a coaching role. Get them to do something, give
them feedback on what they did, and then coach them on what
they could be doing better.

In our NLP trainings, the how? preference is satisfied by doing
exercises. So when you are training, first give some reasons why
they would want to do the exercise; then give them the necessary
information about what to do. And then have them run the exer-
Cise, so that they can try it out for themselves.

"What if?" people

The What if? peoplelearn best through self-discovery. When they
go of to do atraining exercise, and you then observe them doing
it, it may bear no resemblance to what you asked them to do.
They may have changed bitsd the exercise around or they may
be doing something completely different, because they go into the
exercisethinking:

"l wonder what would happen if we just leave that step out?"

"It would beinteresting to see what happens if we did thisthe
other way."

"What would happen if we put thisextrastep in, or if we com-
bined thiswith that other exercise?"

In general these people will be considering the consequences o
making changes to the structure d the exercise, the consequences
d doing it in another context, and any possible repercussions on
themselvesthrough not sticking to the guidelines. It isalmost asif
they are testing the boundaries: finding out wherethey are, where

The AMAT System

they could go and what is possible. The what if way d thinkingis
exemplifiedin the following:

"What are the opportunities around what | am learning here,
that nobody hasever thought d before?*

And in amore global context:

"Who can | sdll it to?I'm not interested in doing it myself. All |
am interested in are the opportunities, and who would want
tobuy it.”

Reated systems

The AMAT system is nothing new. The original work from Bernice
McCarthy was in the 1970s. It also relates to Jung's psychological
types, and reappearsin Kolb's learning styles, and in the work d
Honey and Mumford. Briefly they connect up asfollows:

AIMAT Kolb Honey and Jung
Mumf ord

Why? Abstract Reflector Introvert

What?  Concrete Activist Extrovert
experience

How? Active Pragmatist Feder
experimentation

What if? Reflective Theorist Thinker
observation

Because these fundamental distinctions run throughout the
human experience, they will have often been reinvented in differ-
ent guises. But bringing it down to the four smple, basic
questions is immediately more user-friendly, becoming instantly
available to you. So this is about applying an existing way o
thinkingtoanew area.
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All four categories

In any presentation or training you need to ensure that you give
the information in a way that is suitable for al four learning
styles. And you need to do thisin a particular order.

1. Start with the whys, because until you give reasons, the why
peoplewon't listen to the rest o the information. In a train-
ing, they won't be motivated to do the exercises, and they
certainly won't contemplate the what ifs. It is as though they
are 'on hold' until they have good reasons for engaging.
Thereforeawaysgive the whysfirst.

2 Then give some what information. Obviously people need
detailsbefore doing an exercise, or thinking about how they
might use something.

3. Third, do the how. In atraining, thisisan exercise; in a pres-
entation it might be talking them through how they could
implement this information back in their own environment
or workplace.

4. Lagt, you need to look at the consequences: What would
happen if you did this? What would happen if you didn't?
What is likely to happen if you deviate from the plan? And
so on.

In trainingsyou can takecared the what if section by what you do
after an exercise. When the group is seated again, just ask:

"What did you learn, what did you discover, what questions
doyou have?'

This satisfies the what if people. When you ask this composite
question, you will often notice that certain people in the group
have something to say, because this is how the what if people are
ableto satisfy themselves.

The structured thistraining

We actually do one other piece before these four. We set a frame,
by telling the group what is coming, so that they have a labdl, a
box to put the whole thing in. We cdl this the'little what'. So the
wholestructureis:

The 4AMAT Sygtem

This is what's coming, the overall frame; thisis why you would
want to use it; thisiswhat it is; thisis how you use it; and these
are the consequencesif you do.

What this meansin our way d teaching is that for every mgor
sectiond atraining, and for thisbook aswell:

@ The first thing to do is to provide a little what. For example,
"Now we are going to explorethe AMAT System.”

@ And then: "Thisis why you would want to know this," and
give somereasonsfor knowing about it.

@ Then, the information - the knowledge, the data, the facts.
"Thisiswhereit comesfrom. Thisiswhat it is, these are the
essential distinctions. Here are some other thingsit isrelated
to. Thesearethe key points.”

@ Then, we set up an exercise, and we ask you todoit.

if you areatrainer, you will notice that in any group thereare cer-
tain peoplewho are redlly itching to do a practical exerciseso they
can become familiar with the information by using it. Whereas
other peoplewill besaying, "'l don't really need to do the exercise.
| know what thisis now", because they have the information, and
that issufficient.

® And when we come back from an exercise, we ask if there
are any comments, any questions, any observations.

In every training you are taking people through this cycle many
times. Doing this means that you are aso having them experience
al four ways d learning - which everyone has anyway - so that
every personin the group, no matter what their preferred learning
styleis, has been satisfied.

Sles presentations
Think about using thisif you do sales presentations, or selling on
aone-to-onebasis.

@ Start your sales presentation with: " This is what we can do
for you." Thatisyour little what that putsaframeround it.
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@ "Thisis why you would want to know what we can do for
you."

@ "This is wha we can actualy do for you. Here are the
details."

@ "Thisishow it will work for you. Thisishow you can utilise
it in your businessright now to get results.”

@ ""And these are the consequencesif you do, and the conse-
quencesif you don't."”

® Thenyouclose

That ishow you can usethe AMAT system asamodel for selling.

Exercise 23: Preliminaries and Preparation for Your
Final Presentation

In Chapter 18, the last chapter in thisbook, you will find Exercise
27, the final exercise. In it, you will be asked to give a ten-minute
presentation that includes everything you have been learning in
this book. For that presentation you will need about five minutes
worth d content. In the exercisesyou have been doing so far, con-
tent has been irrelevant because you have been learning the
process. Findly, you will be putting some content in. This may be
ashort piece o the kind d material you have been using in any
previous presentationsor trainings, or something you want to use
in the future. It could be a segment o alarger presentation, or a
short stand-alonepieced somethingyou arefamiliar with.

@ Choose a topic that you might wish to present in the future,
and select a segment that will take you about five minutesto
talk about.

If you will be doing business presentations then perhaps you
want to choose atopic that you would normally be presentingin a
business context. Or if you are in education or teaching, it could
be a part d a class that you want to take. You must have some
content in order to engagein the process, so choose a topic that is
important to you.

The 4AMAT System

When you do your final presentationwhat mattersis how you put
it across, and how you put yoursdf across. So we suggest that you
pick something with which you are very familiar and totally com-
fortable, even something you know by heart, so that you can
concentrate on the processd putting it across, rather than having
to think about content.

The four questions

When you have something you want to talk about, you need to do
some preparation ahead d time. Think about the answers to the
following four questions about the content d your presentation.
Essentially thefour questionsare: Why?, What?, How?,and Whet if?

Think about the four questionsfrom the point d view d someone
in your audience.

Why would | want to know about this?

Why would | want to hear about this particular topic you are talk-
ing about? What's in it for me? Why is it important for me to
know about this?What benefitis therefor mein getting the infor-
mation you are going to tell me?

In a specific context, or a particular environment, you may know
why someone would want to know this particular information.
Otherwise you are going to have to mind-read or guess the
answer.

Whet isthisall about?

What is the information?What are the facts? What are the essen-
tia detailsthat | need to be aware of? What do | need to know
about this so that | can understand, and make sense d what you
are talking about?

How will it work for me?

How can | useit?What is the processfor my using this?How am |
actually going to do it? How can | use thisright now? How can |
use thisinformationyou are giving me in a practical sense? How
do | implement theseideas?
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What if I do useit?

What would happen as a result of my doing what you are saying?
What might be the repercussionsfor me if | use thisinformation
you are giving me? What are the consequencesd using it, what
are the consequencesd not using it? What are the future possibili-
tiesd continuingto useit?

Now the reason why you would want to think d the answers to
those questionsis because within any audience peoplewill be ask-
ing these questions. What you will find is that some people have a
preferencefor one particular question. In the audience as a whole
you will have those who are continually asking the question
Why? Those people who want facts and informationand are con-
tinually asking the question What? Others will be sitting there
wondering, ""How am | going to use this?How does thiswork for
me?' And the remainder are considering: ""What are the conse-
quences ... ? What would happen if | did use this stuff? What
becomes possible from using the material that we haven't yet
realised?"

By structuring your presentationto answer all four questions, you
will be ableto satisfy everyonein the group.

Thisis the difference betweenwhy? and what if?

@ Why is the hook you use to get people to stay and listen to
what you want to say right now. Give them a reason why
your presentation is worth listening to. Relate this to why
the person is at your presentation in the first place. If they
are not motivated to stay, they will go somewheredse, even
if itisinsidetheir own head.

@ What if is about the future consequences, other possibilities,
that come from knowing what you have told them. Once
they have the information, they can start to speculate, and
wonder about the future possibilities, and explore the rami-
ficationsd taking action.

Asan example: The reason you need to know thisisbecauseyou are
ensuring that you will have everyonein the room with you for the
whol e presentation. In the past you may have had the experience o

The4MAT Sygtem

doing an entire presentation, giving people lots d information,
and then someonein the audiencesaid, ""Why are we doing this?"
Now it would be useful for you to avoid situations like that,
wouldn't it?That isthe why.

People assimilate information in different ways. Basicaly there
are four different learning styles, and people will be asking these
four questions, whether they are conscioudy aware d it or not.
Every person will have a particular preference for one o these
questions. That iswhat thisisall about.

Think about how you can use this structure in your presentations
so that you answer those questions before they are asked.
Consider how the peoplein your audience can use this informa-
tion, and how it may be implemented in their particular context.
What would be thebest way d presenting the informationso that
when they haveit, they will be ableto useit for themselves?

Findly, the what if: You may be thinking, "What if | started struc-
turing my presentations this way; what would be the
consequencesd doing this?* One would be that every person in
the room has been given the informationin their most preferred
format, which will enable them to learn more eesily, and to assimi-
late the information they want from what you are saying. It will
aso avoid any future situations where people might say, “"Well,
you have given me al this information. How am | going to use
it?" or, "Why would | want all thisinformation?*because you will
have aready given them the answers.

AMAT preparation

So think about your five minutesd content. Teke what you want
to talk about, and structureit in thisway, ready for when you do
your final presentationexercise.

Far thefinal presentation you will nead thefollowing

® Your dories. five metaphors. Find five short stories, each
about one minute in length. The five stories may be some o
the incident - point — benefitsyou have already been using.
Thisis perfectly OK, because they are anecdotes, stories, or
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metaphors. So you may have already come up with five and
not realised it.

@ Your content: the five minutes d material you have aready
started thinking about, which you will have structured in
thisformat.

@ And as a bonus, you will find that there is a particular Satir
category that goes with each segment d this AMAT struc-
ture, which you canadd in.

Givinga presentation at short notice
If you ever arein asituation where sormeone saysto you:

"l am really pleased you're here. We have all theseimportant peo-
ple here from head office, and they are very interested in that
research you have been doing. Will you come and give us a ten
minute presentation on what you have been doing?"

Instead o thinking, "Help! | haven't done any preparation. | don't
know what | am going to say!"" you just need to consider:

"How do | structure a presentation d this information using the
AMAT system so that it is effectiveand appropriate for everyone
inthegroup?"

Thisishow you do it

@ Yau stand up, go into the trainer state, and so on, and start
by givingabrief overview o what istocome. You say: " This
iswhat | have been researching. Thisis theinformationl am
goingto giveyou."

@ Put in the whys "Now here is the reason why you would
want to know about this. Let metell you why thisresearchis
so important.”

@ Go on to the what. You say: ""So let me give you the informa-
tion on this. These are the facts and figures on the findings
that came out o our research work. Here are the essential
points..."

@ Tdl them how they can implement this information: "By
using thisinformation, thisis how, within the company, we
could get these particul ar results.™

The AVIAT Sydem

@ And finish by exploring the what ifs "'Let's think about some
d the future consequences d applying this information. If
we were to start using this knowledge in the company right
now, this is likely to happen. Let's explore some possible
benefits for our business, that we are not currently getting,
but which we could be getting in the future. And let's aso
consider some d the consequences d what will happen if
wedon't useit right now."

Yau have now put together a presentation that will match the
learning style d everyonein the group, and you have nicely struc-
tured all d your information. It does not matter whether you have
five minutes, 20 minutes, an hour or 20 days. Ingtantly, you can go
in and deliver somethingthat will work.



Chapter Fifteen
States for the Audience

Eliciting States

As a presenter, you will alwaysbe diciting states within an audi-
ence. At every moment they are going to be in some particular
physiological and emotional state, and this will affect how they
are paying attention to you, how they are learning, and so on. But
are they in the states you want them to be? As the presenter or
trainer you want your audienceto be in the ideal state for receiv-
ing and processing the information you are offering them. It is
your job to make sure that they are in the most appropriate state,
your responsibility to know how to do this.

The people in the audience are not there as neutral information
collectors. Once you haverapport with the audience, you can then
lead them through a whole seriesd different states. Unless your
styled presenting means that you want your audiencein a state
d total passivity and boredom the whole time, you will want to
maintain their interest throughout your training or presentation
by providing variety and richness in the states they are in: low,
quiet, meditative, thoughtful states, or high, energetic, excited
states; states o curiosity, great motivation, and so on. Working
with states means you will be fully engaging your audience's
interest as you take them on a rollercoaster ride through a range
of emotional fedlings.

Setting the frame

Imaginewhat it would be like if, at the beginning d a sales pres-
entation, you could dlicit a state o curiosity in your audience, so
that they would be really curious about what you had to offer.
Supposeyou could dicitin them astate d decisivenessat the very
moment you are closing the deal . . . By having them feeling deci-
sive, they are more likely to be able to choose easily, one way or
another, whether to buy what you are offering.
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By eliciting a state d curiosity at the beginning o atraining, you
will have the peoplein the group curious about what you have to
say. They will be enthusiastic to know about everything you are
teaching them, and motivated to find out more about it.
Consequently you will have their attention the whole time. That
would beworth having, wouldn't it?

The ability to dlicit states within an audience will take you from
just being agood provider o information, to being an entertaining
and captivating presenter. We strongly believe that if you are
going to stand up in front o an audience, you had better be enter-
taining. Because if you aren't, why would people choose to be
there? Why bother attending a live training when they could get
the information from reading a book or listening to a tape? An
audience wants to be entertained, and part d the entertainment
comesfrom the states you are elicitingwithin them.

Using metaphorsin training

Several years ago David was being trained to be a business coach.
Thirteen trainees were sitting round a table with the trainer, who
knew the power d telling stories and anecdotes, and was coach-
ing people using metaphors. The trainer said "I want each d you
to come up with a metaphor that you could usein atraining. And
we will go thisway around the group™. That definitely elicited a
state within David: "Help! I'm no good at telling stories. | don't
even know any stories”. Fortunately David was in 13th position,
so he thought, "OK, this gives me plenty d timeto rack my brains
for astory".

The first person told a great metaphor. Then the second person
told an even better story. Asthiscarried on round the table, every
story and metaphor was surprising - it was so good - and David
wondered how he could match thislevel d quality.

Now we don't know about you, but often when people are telling
metaphors or stories, it's possible to drift of into your own little
world; your attention goes inside, and you start dreaming.
Various thoughts come drifting through your consciousness, your
mind scrolls through past memories, and it is as though the train-
ing room and all the people telling their metaphors, disappear.
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Here's an examplefrom one o our trainings o Tad's use d state
elicitationwith a metaphor:

'The Sword in the Stone'

This particular radio play was about Merlin and Arthur. Tad has
always been fascinated by Merlin and King Arthur, wizards, and
al things magical. So he thought, "Ah. I'll listen to this for a
while". We don't know if you have ever listened to plays on the
radio, but what happens is that you enter into the world o the
story, and even though there are no pictures as there are with tele-
vision, you start making up your own pictures. So there he isin
the world d King Arthur and Merlin, listening to the story, the
play on theradio.

Arthur had been studying with Merlin for several years, learning
how to do various magical things, and now the time had come for
him to go out on hisown and do his job, which essentially was to
save the country. Therewasatask he had to do. Inthe middled a
very large rock, a sword was stuck. You may know the name o
the sword. It was called Excalibur. And the sword was deep in the
stone.

Merlin said to Arthur:

"I have taught you many things. Even though you may be think-
ing you cant do them dl, it's now time for you to prove to
yoursdf that you can. Yau have to teke the sivord from the stone,
go out, and achieve many magicd things."

But Arthur was not so sure. He was standing there looking at the
sword in the stone, feeling rather hesitant, thinking about what he
had to do. He knew the task he had to do was crucial, but he was
hesitant about whether he could actually do it. Have you ever had
that feeling o hesitation, knowing that what you have to do is so
important that you are holding yoursdlf back somehow, you are
reluctant to start?

Now Merlin had learned quite a lot about the way people man-
aged to achieve certain things, and as he watched.Arthur, he was
wondering, "What can | do to assist young Arthur in accomplish-
ing what hewantsto do?* He said to the hesitating Arthur:
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"Wel, Arthur, how do you want to be instead?l mean, what do
you want to be like as far as this task | have given you is
concerned?"

Arthur answered:

"l just want to take that sword from the stone. | want to hold it in
my hands. Because then | will know absolutely that | can do any-
thing | want to do. Anything."

Have you ever had, even for a moment, that feeling: "'l can do
anything | want; | know everything | need to know; and | can just
go ahead and do it?" Or can you imagine feeling that you knew
you could do anything you wanted? That is what Arthur wanted
tofee like.

Arthur was hesitating again, so Merlin said:

"When you hesitate, what isit that stops your hesitating? Because
something must stop your hesitating, otherwiseyou wouldn't be
here. So when you hesitated before, what was it that got you out
d the hesitation?'

Arthur pondered on this:

"Wadl, the thing is| just get so frustrated with mysdlf. Because |
know | can do it. | have seen other peopledo it. So | start trying
todoit, and | put dl my energy into trying to make it happen.
But | just get so frustrated with mysdlf, because what | an doing
isnt working."

Have you ever been that frustrated with yourself about some-
thing? | mean really frustrated? Can you imagine the sort of
frustration that Arthur was feeling at that moment? He was so
frustrated it was asif he were going to explode!

Merlin, being in the trainer state, of course, feeling nice and calm
and relaxed, simply acknowledged thisfeedback from Arthur, and
said:
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"Wadl, then what happens Arthur? Youre frustrated. But what
happens next? Obvioudy you don't stay frustrated dl the time.
Yau must comeout d it, into another fedling or another sate.”

Arthur thought about this:

"Wadl, it's as though after awhileit reachessuch a point that there
is nothing | can do. | am so overloaded with frustration that |
can't hold on any more, and | havetolet god dl that. And when
| do, things begin to flow again. | get some ideas and things
begin to take df again. It dawnsupon methat | am starting to get
it

Have you ever had an experience like that, where you have been
holding on, keeping everything in, and it has built up so much
that you are totally blocked, not going anywhere? And suddenly
it isasthough you have gone over the threshold, and you think, I
give up!™ and you let everything go. And then you have a sense of
things naturally flowing again, because you are no longer in the
way. D'you know that kind of feeling? It's a feeling of knowing
things are moving, you're not fully there yet, but you're on the

way.
Merlinsaid to Arthur:

"When you know what result you want, what do you do between
having thefirst dawningd theidea, and actualy doing the thing
you want to do?"

A wry smilecame onto Arthur's face:

"Widl, once | havelet go d trying to do things, it just happens. |
fed part d the process, at one with things, rather than trying to
force anything against its will. And then things just naturally

happen.”

Arthur was just going over in his mind what he actually did,
because he had not thought o it in this way before. He knew he
wasvery hesitant at first, because he knew that what he had to do
was really important. So then he tried doing lots o things, but the
more hetried, the less he actually achieved, and he got frustrated.
Really frustrating himself, almost about to burst! But then he took



Presenting Magically

a deep breath, and let everything go. His entire physiology
changed: he released the tension, got out d his own way, and then
suddenly everything changed, and he was thinking, "Now it's
happening. | am simply guiding the energy to where it wants to

go .

And as soon as he got this piece about going with the flow o
things, he knew what to do. As he stayed in this easy, relaxed
state, he reached out for the sword, took it in both hands - and he
did it out o the stone as though he were releasing it from a scab-
bard. And now he stood therewith the sword in his hands.

And if anybody were to look at Arthur at that particular moment,
they would know that here was a person who knew he could do
absolutely anything.

As he tells this story, Tad is moving around the stage and linking
certain states with different locations. Essentially heisestablishing
associ ations between four spots along the front d the stage, with
each d Arthur's four states:

@ Hesitation
@ Frustration
@ Lettinggo
@ Redlisation.

Now, the conclusion:

‘The Sword no longer in the Stone

So, Arthur stood there, holding Excalibur in his hands, realising
that he really could do anything he wanted to do. Then he had
another realisation. Previoudy, hed thought that the only way he
could go out and do anything was if he had Excalibur in his
hands. But as soon as he held it in his hands, he realised it had
nothing to do with Excalibur at all. Because all d the power that
he thought was in Excalibur was actually inside himself. And for
al that Excalibur was, it was just a tool. And really the place
where al the power came from was inside him. Inside Arthur. So
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he realised that he could always do whatever he wanted to do. He
could always achieve whatever he wanted to achieve, no matter
whether he had the tools, or the techniques; it was all in here
inside him anyway.

Eliciting Satesin an Audience

Let's look at four ways d eliciting states within one person, or in
an audience. Asalways, for these to work, you must establish rap-
port before doing anything else.

1.Gointo thedesired state yourself

When you are in rapport with someone, they will start
matching your state. If, for example, you go into a state o
motivation, then they are naturally going to follow you, and
become motivated themselves. Thisis what rapport is really
about. Once you have made the connection with them, by
matching them, they will maintain the connectionand match
you - for aslong as they are comfortable.

You have to be able to demonstrate the state you want, to
‘walk your talk'. You can't fakeit, becauseif you are not in
the state yourself, they won't be in it either. For example,
suppose you want to motivate a group. You are in rapport
with them, you're sitting down, and you casually say to
them:

"I don't know. Do you want to do this, or not?What dyou think?
Or shdl we do it tomorrow?1 suppose we could do that. | meen,
can you remember a time when you thought you were kind o
motivatedNouldnt it be greet to get motivated right now?Yesh
Sl wedoit...?

Thislaid-back styleis not going to work. You have to gointo
a motivated state yourself if you want to get them moti-
vated. It only happens when you yourself are fired up. And
you then say enthusiastically:
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"Remamber a timewhen you were totaly motivated, like you were
redly going for it. A time when you just couldnt hdp yoursdf,
you jugt hed todoit.”

When you get into the state, they will follow you into the
state themselves. You may have seen this with motivational
speakers. Now you know why they are doing that.

Ask the audience to remember a time in the past when they
werein the desired state.

Ask people to remember an occasion in the past when they
were in that desired state. Because as soon as they do
remember such a time they will get the feglings that go
along with the memory o what happened. Just activating
the memory will put them back in that particul ar state again.
Do thisnow:

Think d atimein the past when you felt redlly excited. And
when you have an example d that, just run that memory in
your mind, seeit againin your mind's eye, and be aware d
thefedings. .. When you do this, you will get excited again
to some extent.

Ask them to imagine a time in the future when they will be
in the desired state.

Yau can aso have peopleimagineatimein the future when
they would be in the desired state. Yau may have to help by
painting for them a mental pictured what it would be like.
However, remembering a past experience is aways pre-
ferred, becauseit will have more'redlity’ and thereforemore
impact.

There may be times when you need to go into the future,
though. We were once talking about motivation with a
group d peoplein a particular company, and said to them:

"Remember atimein the past when you were really moti-
vated, really fired up, totally going for it."

"No. Nowecan't."

"Come on, there must have been some time in the past
when you weretotally motivated.”
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"Obvioudly you don't work here."

We realised, "Whoops! Were not going to get paid for this
unlesswe resolve thisone." Soinstead we had them imagine
atimein thefuture when they would be motivated:

"Wadl, can you imaginebeing motivated? Think d atime
in thefuture when you areredly goingfor it.”
""Oh, yeah. We can definitely do that.™

Then we had something to work with, because they could
imagine a time in the future having the desired state. But
given the choice, a past memory is always preferable to a
future one, because a remembered experience produces a
stronger state.

4. Tel thema story or metaphor

All stories and metaphorsevoke states, which iswhy people
like hearing stories, why they go to the cinemato see action
movies, horror movies, comedies, or romances. It is why
when you were a kid you liked reading storybooks, or hav-
ing stories read to you, because a story evokes thoughts in
your mind, and these thoughts dlicit states in your body.
Every story you tel to your audience will dicit a particular
state within each personin the audience.

Universal Experiences

So how do you know that the state you dlicit in the audience will
be the one that you want? People€'s responses vary widdy,
because no two people have had exactly the same experience. So
what do you do?

You have the highest probability o eliciting the state you want
within an audience, or within one person, by using the phrase,
"Remember atime when ... " and telling them about some uni-
versd expaience A ‘universal' experience is one that you can
reasonably guarantee at least 80% o the peoplein the room will
have experienced at some time. One exampled a universal expe-
rience is the story about sneaking in and peeking at your
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Christmas presents when you were a kid. Most kids have done
that. And everybody has been a kid - that's guaranteed. So the
chances are they will have had the experience d getting curious
about their presents, finding them, and investigatingthem. Just by
mentioningit they will remember their own experience, and their
curiosity will come back.

Other examplesd universal experiencesare:

@ beinginagroup d people;

@ being alone;

@ beinglondly;

@ goingon ajourney;

@ arrivinginanew place;

@ beingill and being looked after;
@ beingsurprised;

@ having towait for something;
@ |osing somethingimportant;

@ finding somethingvaluable;

@ having aargument or afight;

@ regretting doing something;

@ being confused;

@ learning somethingsignificant;
@ having an amazing coincidence; and so on.

Everyone has had these experiences at some time in their lives,
and probably many times. And there are many universal cultural
experiences we frequently encounter, such as eating in restau-
rants, or driving carsin towns, and stopping at traffic lights. And
how about thisone:

Yau are standing in line at the bank during your lunch break, and
you have only five minutes before you have to be back for an
important meeting. You wanted to join the fastest moving line, so
you picked one with only two peoplein front d you. You look at
your watch, and think, "I've another three minutes. | should still
be ableto doit”. Then the personin front d you getstheir turn at
the teller, and you suddenly redlise they are a shop owner. And
they have a huge bundle d cheques, and alarge bag d cash that
hasto be counted. ..
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That isafairly common experience. Similarly:

Yau are waiting in the checkout line in the supermarket, and the
personinfront o you has bought somethingwithout a pricelabel,
and a store assistant has to walk to the appropriate aide at the
other end d the shop ... And you are screaming inside: ""Come
on, comeon! | can't wait al day!"

Thesearethekindsd statethat will drive peopleto do something.

Exercise24: Universal Experiences

It isworth having astock o storiesor metaphors about these uni-
versal experiences - appropriate to the kind o training or
presenting you are doing - so that you can create various statesin
your audience by telling them. Thereforeit is good idea to collect
storiesthat you can tell as and when the need arises. Yaou already
know some d the ones we use, and you can adapt them as you
wish. In the next exercise you will be gathering some more uni-
versal experiencesto expand your repertoire.

Thisiswhat you do:

@ Get with your practice group and brainstorm universal
experiences. Yau are going for quantity. Brainstorming
means that you come up with as many examples as possible
within the time, but there is no evaluation or discussion
about them. That comeslater.

@ Focuson: what are some experienceswhich you can guaran-
tee that at least 8090% o people, in a particular audience,
will have had at some time. For example, if you usually
present to a business audience, what are some universal
busi ness experiences?Or for educators, what are some uni-
versal experiencesthat are part o teaching and education?

@ Yau need to be ableto be certain that at least 80% o the peo-
ple in the group will have a similar response to these
universal experiences. There may well be experienceswhich
are positive for you, but the rest d the peoplein the group



Presenting Magically

will be thinking, "Oh, no! That's theworst thing | could ever
imagine”.

® Then, for each item on your list d universal experiences,
predict the state it will dicit within your audience. If you
were to tel your audience about that particular experience,
what statewould it dicit?

@ Asyou go through this process, you may find that you want
to make some changes, or do some editing to your list. That
isOK.

Tade about 20 minutes to b this exardse with your group now. G
oourse, you can dways add more expariences o your lis whenever you
think d them.

Debrief

We live in a society that is hooked on stories. And this is more
than just bedtime stories for children, the novels we read, or the
soaps we watch on television. We are dl employing metaphors
and stories al the time. When we get together with our friendswe
tell stories: accountsd recent holidays, problemswith the car, or
what happened at the game. Go to the cinema, turn on the televi-
son: itisal stories. Newspapersand news bulletins actually deal
in news gories Our media and entertainment industries are huge,
and constantly feed our need for more and more stories. We
would even go so far as to say that stories are essentid in our
lives. They are certainly a very powerful way d learning. And
even though we may think o scientific knowledge in terms d
facts, when we look more closdy it is al framed in terms o
storiess The Origin d Spedes The Dodde Hdix, The Blind
Watdmeke, A Brid Higory d Timg and so on: storiesd evolution,
genetic engineering, physics and space exploration, medica
research, the destruction d the ozone layer, and so on. We learn
about and understand these things through stories and metaphors
at variouslevelsd sophistication.

Therefore teling relevant storiesisan essentia part d your presen-
tations and trainings. And you have the whole range of human
experienceto draw on. If somethingis meaningful and memorable,
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then it probably contains some learning points, which you can
bring out, depending upon the spin you giveit. You need to know
what you want to achieve by telling the story. Then you can
change theemphasisyou put on it, or the frameyou put around it,
0 that it will work for the audience in front d you. Tdling
metaphorsand storieswill dicit certain statesin the audience. Yau
may use the same story to dicit awhole seriesd dtates, just from
the way you tdl it. Yau have aready experienced this by telling
your stories in the different sensory systems. Yau may have
realised that thisismuch easier than you first thought.

By telling a sequence d stories, then, depending how you
sequence them, you can lead people through a series d different
states during your presentation or training. This is what good
stand-up comediansdo in their acts.

Predicting the Response

When you want to use these universal storiesin a presentation,
consider carefully:

@ Can| accurately predict that the mgjority d the peoplein the
group are going to have asmilar response?

It isnot alwayseasy to predict the state dicited by certain univer-
sal experiences. For example, the birth o the child has a range of
associated emotions: some possibly quite traumatic, while others
delightful and joyous. So you need to set the scene by referring to
agpecific agpect d the experience that is relevant. And you will o
course be accessing that state yoursdlf, so that the audience will
pick it up.

Birthday parties are usually times for great fun and excitement,
and dso o curiosity beforehand. There may even be frustration
fromwaiting and wondering what is going to happen at the party:
Will you get presents you will like? Who is going to be there?
What might they do to surprise you?S0 you need to be quite spe-
cificon which aspect d theevent will dicit the state you want.
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If you tell astory that you think isrealy good, but then notice that
somed the audienceare frowning, shaking their heads, somehow
expressing, ""No way!" or whatever, then thisis feedback for you.
Yau are getting some responses, but are they the responses you
want? Yau may need to do something else to shift their state. If
you are not getting what you intended, change the story in some
way so that it produces a different response. Or tell a different
story. And remember, if something flops, you now know what to
do. Step out d that 'story telling space’ on the stage and dissociate
yoursdf from what has just happened. You could say something
like, "Do you believe that story?" and then move on to something
you know will changethe group's state to one you want.

Dont think that al the states you dlicit have to be 'nicé ones. For
example, frustration is a useful state to dicit in an audience every
now and again. If you want the audienceto befired up, ready to go
and do an exercise, then afrustration story will be very motivating.

Chapter Sixteen
Embedded Metaphors

Embedded metaphorstell the audience: Yau don't haveit all yet.

To maintain the audience's interest and attention so they remain
open to learning new things, you must let them know that they
don't have al the information yet: there is more to come, things
are till open. They have some pieces, but they don't know every-
thing thereis to know on that particular topic - yet. And you will
continue to have their attention until they think they have the
final piece.

We cdl this process d setting things up such that the audience
knows, either conscioudly or unconscioudly, that they don't haveit
all yet, opening loops. Thinking you know everything there is to
know about somethingis really not a useful place to be becauseit
preventsyou from learning more. Opening |oops prevents prema-
ture closure.

One way that we use to keep the audience open and anticipating
more, so that they are taking in everything you have to say, and
wanting to know more, is by telling stories — but in a specia way,
which we cal embedded metaphors or nested loops. We recom-
mend that you incorporate these into your own trainings and
presentations.

Figure 16.1

Nested loops

Yau start telling a story, a metaphor, or
an anecdote, but you don't complete it
before starting another story. And then
you tell only part of a second story
before moving onto a third, and so on.
This is known as opening nested loops.
Yau only close the loops much later, by
finishing each d the stories in reverse
order (Figurel6.1).
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Thisiswhat you do:

@ Start telling one d your stories, and about 75-95% d the
way through you break off, so there is no resolution, punch-
line, or conclusion.

@ You immediately lead into another story. And again you tell
only part d it before breaking of to start a third story. And
you don't finish that story either. Yau leave all three stories
incomplete.

Yau could go on and do stories four and five, but threeis enough
to start with. Threeis the minimum number. The maximum is up
to you - how much time you have, how well you can track the
stories over time. In our longer trainings, we will have far more
than threestories.

The purpose in breaking df these stories before they are com-
pleted is that people then know they haven't got the end d the
dory, they don't have a sense d completion, or even know the
point d the story. They know thereis more to come. Thiswill cre-
atestatesd anticipation, attention, curiosity and wanting to know
more - which are useful states to dicit for your presentationsor
trainings.

Nesting storieslike thisis not something peculiar to our trainings
and presentations. We all do this occasondly. When you are
telling your friends about the eventsin your life: what happened
at work, when you were away on holiday, or whatever, quite often
you tel part d a story and get distracted, or something will
remind you d another incident, and you start following that
track. And then you reach some point in that story, and get
diverted again, and your story branches. As you start following
this new line d thought, your friends may say: "Hang on a
minute, what happened to. .. ?* Haveyou ever had that happen?

The course d many a conversation twists and branches, as each
participant steers the topic o conversation where they want it to
go. When one person comes to an event that triggers memoriesdf
in someone dse, they come in with their story, which then
remindsyou d something, and you take over and tell them about
your incident, which then remindsthem d . . . People are naturally
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familiar with nested loops in their everyday conversations and
creating that kind d "' seria incompleteness”.

Here's an exampled how todothis:

From a presentation at the annual convention of the American Board of
Hypnotherapy by Tad James
Februay 13,1994: Irvine, California.

When your clients come to see you, they come with a presenting
problem, they kind d have an idea d what the problem is, but
they're not redly sure they have an unconscious mind.
Sometimes, our main job is to get them in touch with THEIR
UNCONSCIOUS. A lot d timesit's simply for them to discover
that very deep part o themselves, an unconscious mind. Not the
conscious mind. Because if they could have done what they were
doing with their conscious mind aready, they would have. . . you
see. See, they already would have taken the time if they could,
already would have discovered what they needed to discover, but
they weren't ableto do that, right away. Y& when they cometo us,
one d the thingsthat well need to do then, is assist them in get-
ting in touch with that unconscious part d them, ther
UNCONSCIOUSMIND.

So oned the mgor piecesd Ericksonian hypnosisis that you do
have an UNCONSCIOUS MIND. Is anyone here aware d that
(laughter) Good . .. Good . . . OK. And one d the key principles o
Ericksonian hypnosis is, and d course in the old days, in the
authoritarian approach to hypnosis, d course the hypnotist used
tosay ... "Uncrossyour legs, put your hands on your knees, take
a deep breath (breathe in) and go deeply adeep.” O course, we
don't have to say that anymore. Knowing ERICKSONIAN HYP-
NOSS, what weve discovered is, knowing, ambiguity in any
sense will assist usin communicating with the unconscious mind.
Ambiguity in any sense will assist us in communicating more
directly with the unconsciousmind.
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control needs. As time went on however, he realised
that he could simply utilise naturally occurring things
that were going to happen. For example: In just a
moment you'll blink (laughter), and if you blink,
THAT'S RIGHT, just after | sy, "go ahead and blink™
THAT'S RIGHT, then YOUR UNCONSCIOUS.

Now it took Erickson a long time to develop this. Think
about thisfor just a minute. He wasin practice doing hypno-
sisevery single day, from about 1920 until his death in 1980.
And during that period d time d 60 years, he would see

upwards d 14 patients a day, sometimes seven days a week.
Now, the way | seeit, if you did that, you'd get pretty good
at hypnosis too. Youd figure out what to do after a while,
and what Erickson said was, he said, "It took me along time
to learn this'. He said, "But once | learned it, my hypnosis
became a lot better”, and "'l was much more easily able to
facilitate trance in my clients'. And | realised that most d
what needs to happen in hypnosisis utilisation. We need to
discover and utilise already occurring phenomena that the
client brings to the hypnotic sesson. And so he said,
"Whereas during the early days, | was very fond d telling
the client what to do, and | would redly sy, 'Go into a
trance'™’, hesaid, 'l don't say that anymore”. He said, in fact,
"One d the things | did in the process d learning how to
communicate with the UNCONSCIOUS MIND weas"*, he
said, "that |, intheearly days, is, that | actually sat down at a
typewriter and typed out 30 type-written pages d notes.
Imagine that. Single-spaced, narrow margins, wide type on
the page, type-written pages, d al the ways | could figure
out how to GO INTO A TRANCE, easly. And”, he said,
"with experiencel was ableto reduce that as| continued my
practiceto 25 pages, and then 20, and then 15, and then ten,
and then nine, eight, pages, and then seven, then six, then
five, and then, um, um, (laughter) three, and then two, and
then one, and then", he said, "'l could reduceit to one para-
graph, and then one sentence, and then™, he said, "'l realised
| didn't need to use words at al. And what | could do is
really by utilising the naturally occurring statesin a client, |
could begin to assist the client to GO DEEFLY INTO A
TRANCE".

| Open Sub-Loop#la |

Now this was an interesting learning for him. He
started out more authoritarian than most. In fact some
people who analyse Erickson say he had pretty high

| Open Sub-Loop#1b |

By the way, some people ask me, "Tad, why do
you use the word unconsciousinstead d subcon-
scious, or, as some people in the northwest say,
other-than-conscious?' Pardon me, The reason
why | say, YOUR UNCONSCIOUS mind, isfirst
d dll, that's what Ericksonsaid, and | know d no
better way to look at a client and say, ""You know,
YOUR UNCONSCIOUSmind" (laughter).

Open Sub-Loop#lc |

So, one d the things that's really impor-
tant, and, by the way, those d you taking
notes, have you ever noticed how your pen
sometimes. . . In fact, | remember one time
when | wasin collegeand I'd sort d been,
you know how it is in college ... you
play ...and oned thosedaysin class, and
| was writing along taking notes, and | had
this profound dissociation where my hand
looked like someone dses hand, you
know, and, wow, that's really bizarre...
‘cause that doesn't evenlook like my hand.
I'm sureit wasn't TRANCE. But it probably
was becausel was TIRED AND S_EEPY.

CloseSub-Loop #lc

And so | was writing along, you know, and my
pen at one point began writing without me. Did
you ever do that, and then you know you try to
stay awake, and your eydlids get ... Have you
ever been tired like that, and you say, "'I'm really
going to stay awake, then YOUR EYELIDS GET
REALLY, REALLY HEAVY, And youre just
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sitting there writing, and al d a sudden the
deep spindles come and... you go...
WAHHNA..."

CloseSub-Loop #lb

... and you don't want the professor to think you're
sleeping. .. in hisclass. So, you try, and you REALLY
try, in vain to stay awake. And you're writingand all d
a sudden you're ... did you ever notice how some-
times youre ... did you ever fdl adeep when you're
writing, and the characters just sort d dribble of into
nothing, and then kinda down the page? Anyway, here
| am in class, trying to stay awake, and I'm writing
alonglikethat, that's right, and . . . that's right. . .

CloseSub-Loop#la
Yau know, YOUR UNCONSCIOUS. . . mind (laughter).

And so what's redly important as we begin to discuss
Ericksonian hypnosisis that ability to look at people. | said
thisin the class| taught a couple d daysago, | said, "Oned
the things I'm going to suggest as we do thiskind o thera-
peutic intervention for a client, is that you actually look at
the person across from you, and because in order to
utilise. .. for example, and you'd say to a client, 'And you
may not have noticed thisasyou sat here, but your breathing
has slowed down, your respiration has become more shal-
low, for some d you, you've begun to attain that sort o
waxy flexibility that's known as the beginning stagesd arm
catalepsy ... "not yet, but certainly notice that alot o times
you can begin to see certain changes occur in not only your-
«df but aso the client, as you do". And so the notion d
utilisation depends upon paying attention to certain things.

And if | could giveyou a gift, it would be a gift d curiosity.
O course, agift d curiosity is alwaysmy favouritething for
hypnotherapists.”

Now, Freud didn't care about this. In fact Freud had learned
hypnosis but he had fase teeth that didn't fit very well ...
bless hisheart . . . so he wasn't ableto do hypnosisaswell as
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some d the other folks in town. So he created the talking
therapy, where he put the client behind him, where the client
could not see him, and | suspect, where he aso would not
have to look at the client. Too much. But in hypnosis, when
you're in hypnosis, then I'm going to suggest that you look at
your client. And the thingsyou can see.

And what will facilitate thisis a profound curiosity. |
don't know if you remember when you were akid, but
when | was a kid, my dad used to hide the Christmas
presents in the closet in his bedroom. And | always
wanted to know what they were. Didn't you? So, I'd
wait ... | grew up in Syracuse where there's lots o
snow, fortunately, so they would go outside and shovel
the driveway, and I'd run over to the bedroom, over to
my Dad's closet, and I'd pull up achair, then I'd look
and see how they were doing ... Then I'd run back
and reach way up and grab the big present. And
what's the first thing you'd do? Shake it. '‘Cause you
want to know what's inside. Then you'd look at the
outer wrapper. And you could tell alot d thingsfrom
outer wrappers, couldn't you?Yau could. Like, wasthe
box heavy, was the paper thin?Which storedid it come
from? After a while you'd begin to notice that certain
wrappers had certain different characteristics, that you
could see things. And, if you redlly got daring, and if
you felt you had alot d time, from timeto time, you'd
occasionaly peel the paper back carefully, hoping not
to rip the wrapping. Yau did, | know you did...
Hoping not to rip the wrapping paper and then you'd
look inside. If | could give you a gift, it would be that
kind d curiosity, that kind o curiosity about what in
the world is going on over there, as you look at the
client.

So, pay attention to your client, as you see what's
going on across from you. And if the client begins to
exhibit behaviour which lookslike. .. THAT'SRIGHT,
trance, then the first thing you can say is THAT'S
RIGHT ... Or anything like that that acknowledgesthe
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behaviour. Now from the point d view d behavioural
conditioning, every timewe say THAT'SRIGHT, when
the client does something that we're asking the client
to do, such as... GO VERY DEEFLY INSIDE, dl the
while HEARING THE SOUND OF MY VOICE, then f
we sy, THAT'S RIGHT, when they do, what they'll
experienceis a very profound alteration in conscious-
ness. A very profound shift. So utilisation d naturally
occurring statesis very important.

Now one d the thingsthat's useful when doing thisis
aso utilisation d everything that's going on around
you. It's really important to do that. As you're sitting
here, d coursefrom timeto time asyou listen carefully
to what I'm saying, you may hear the sounds d other
voices, perhaps the voice behind you, and some from
outside, you may hear the rattling d paper, as your
neighbour changes her page, or you may just hear the
rustling or maybe your own breathing. As you listen
carefully to what | am saying. And all d that. Now
what I'm doing is I'm utilising things you've already
heard, then I'm linking that to a suggestion. AND ALL
OF THAT CAN MAKE YOU HE. VERY...
RELAXED NOW... AND COMFORTABLE. AND
VERY VERY COMFORTABLE ... THAT'S RIGHT...
JUST GO DEERLY ... THATS RIGHT... VERY
GOOD... AND REALLY BE COMFORTABLE...
GOOD. .. So utilizingwhat's happening in your client
isamgor part d Ericksonian hypnosis. Remembering
that it's not just your conscious mind, that you want to
be talking to, it's YOUR UNCONSCIOUS. And the
other reason why | use the term UNCONSCIOUS
MIND is because YOUR UNCONSCIOUS DOESNT
MIND. So, utilisation, extremely important. Infact.

Erickson tells this wonderful story, In fact, | think it's
written up in a book, My Voice will Go With You, by
Jeffery Rosen, which | think is one o the courses. F
you haven't read it, | think you really ought to.

And, Erickson told a story about one d his stu-
dents who was very interested in learning about
hypnosis. .. And realy wanted to learn how to,
and so what he would do, Erickson told his stu-
dent ... well cadl him John as an example....
what Erickson would do is he would redlly tell
Johnto pay very close attention, very close atten-
tion to the people around him. John was in
college and so one day the professor came to
John and said, ""John, how will you do on the
test?' And Johnsaid, 'l shall do very well profes-
sor, because you only have 10 questions, and
they are ... " John proceeded to name the 10
questions. Now the professor was shocked,
because he thought that Johnwas an honourable
man, and he said to John, " John, you've obvi-
oudly gone into my desk, because not only do
you know the 10 questions, but you knew them
in order. We are going to the dean. So he took
John to the dean and the dean said: ' John, have
you been cheating?' And John said, "No |
haven't and | can prove it. Please send someone
to my room to get my notebook™. So, they sent
someone to John's room to get his notebook, and
brought it back and opened it up. John had taken
very, very good notes. And next to some things
hed put one* and next to some thingshed put
2*,and next to some thingsheld put 3*,and next
to some... d the things John had put 4, and
next to some thingshe'd put 5, and next to some
6, but only next to some things did John put 7*,
and they weren't numbered. 1.2.34.5. No, No.
The first one was 6, the second was 3, and the
third one was 4, and the 4th one was 2, and so
on. And John said, "You know, you can tell alot
by paying attention to what a professor is saying,
becausethey dl have their own ideas about what
they like and what they don't like", and he said,
"So dl | did was pay attention, and listen carefully
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to his tone d voice, and look at him ..." Yau
know, Erickson thought that Johnnwas oned his
best students. Now in fact, he was alwaystelling
students to pay attention to things they normally
did not pay attention to. Always telling students
to pay attention to things they didn't pay atten-
tion to.

For example, as you think about it, d course
there's lots d things going on simultaneously in
your awareness. That's right. Simultaneoudly,
you might be hearing the sound o my voice, and
seeing the things in the room, but all the while
certain sensationsgoing oninside, and not just o
increasing comfort and relaxation, but other
things inside. That's right...Very good...
Where you know that you're awarenessis turn-
ing within, but al the while paying close
attention to my voice, and that's not just
metaphorical by the way. That's useful to say
from time to time when you talk to your client.
And so Erickson would ask peopleto pay atten-
tion to things that they hadn't. .. Good job ...
otherwise they paid attention to whether they
were awake, or not. And, paying close attention
to those thingsthat one doesn't always pay atten-
tion toinside, like sensationsfor example.

Infact, there's afunny story.

One time a husband and wife came to
Erickson. The husband had a wooden leg,
but he had phantom leg pain. Yau know,
pain in the leg where there was no leg.
Imagine that. Leg pain in the leg where
there was no leg. Did you ever think of
that? The guy was having leg painsin the
leg where therewas no leg. Like, for exam-
ple, if you didn't have a foot, and then
you'd fed something in the foot. He was
paying attention to things like that. And
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there was no foot there. And his wife was
complaining d tinnitus. That's ringing in
the ears, you know. And one d the things
hesaid to each d them, he said, "'Pay atten-
tion to what's going on". He said, "But if
you can have phantom leg pain in the leg
where there is no leg, then you can have
good fedlings there too, simply by tuning
your awareness dightly, you can begin to
fedl thingsthat aren't immediately obvious.
That's right. Very good. And d course to
his wife, who had the ringing in the ears,
he knew she was a piano player, so he
asked her to play adifferent tune. Inside.

Now, one d my d course favourite
stories, and you'll probably hear me
do thisfrom time to time, is that one
day Erickson was walking down the
street in the town wherehelived, and
he heard from over there somewhere,
a noise. And he said, | think there's
somethingto learn here. So helooked
in the direction d the noise, and he
saw a building and a large sign on
top the building that said, 'So-and-so
Boiler Factory'. So he went across the
street, and looked at the sign, and as
he went inside, he could fed the tug
d the door in his hand as he stepped
over the threshold, and then he went
inside. And when he got inside, he
said, the noise was so tremendous.
And he could see the workers, and
they wereall purposefully going back
and forth inside this boiler factory,
but he couldnt hear them. | don't
know if you know this but in those
days, they used to make big boilers.
Like imagine a boiler the size d this
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room. Can you? A boiler the size d
thisroom, with sheetsd stedl, maybe
an inch or two thick, and rivetsaong
the top, and maybe there would be
onerivet every two feet, or two rivets
every 18 inches, or maybethreerivets
every foot, along the top, and then
riveting the ends, sealing in the ends,
so that, if you could imagine us being
in a boiler like that, those were the
kind d boilers they were making in
this boiler factory. And so, Erickson
when he got inside, he said, " There's
got to be something to learn here,
because those people are communi-
cating inside, and | cant hear them,
but they could hear each other, but he
couldn't hear them inside". That's
right. And so, he said, "l've got to
learn something about this*. So he
stopped one d the workers and he
said, "Can you get me the boss. A
the boss to come outside so | can
speak to the boss'. The first worker
he asked didn't know what to do, so
he asked another worker, ""Can you
get me the boss? Can you ask the
boss to come outside so we can have
adiscusson?’ The boss came outside
and Erickson said, "I'd like to deep
herefor the evening. .. I'm astudent
and I'm learning how to communi-
cate inside the boiler factory”. And
then Erickson said. "So, I'd like to
deep here for the evening™. Now in
those days, | guess it was dl right,
‘cause the boss said OK. So Erickson
went home and got his pillow and his
blanket, and he went back into the
boiler factory, and he said he went
across the steps and pulled the door
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open and once again, all d a sudden,
there was all this noise inside. Each
time he went inside, he could hear dl
thisnoise. .. the workers going back
and forth, the sheets d steel moving
on the conveyors, and therivetsrivet-
ing. He said, "For the life d me, |
amost couldn't hear mysdf think".
He said, "But | managed to find a
place out d theway. So | laid out my
pillow and my blanket, and, since it
was a little coal, | got under the blan-
ket... snuggled up... but even s
the noise inside was in my head...
loud as ever. But round about mid-
night, | managed to take all the noise
and put it outside my head, and then
| fell asleep. Vay good™.

Erickson was always putting himsdf
in situations like that. Situations
where he could learn. That's Right.
Things. About what happens inside
you. Not your conscious mind. Your
unconscious...and readly uncon-
scious...and you don't mind, do
you?

Let metdl you if 1 may, suchan
honoured group as yourselves,
knowing about your uncon-
sciousmind. I'd like to say that
we have a wonderful, wonder-
ful device at our beck and cdll,
and that wonderful device is
your unconscious mind. And
your unconscious. .. mind is a
wonderful, wonderful being.
And see, your uNCONSscious
mind laughs when you laugh.
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Your unconscious mind weeps
when you weep. Your uncon-
sciousmind isin charged your
emotions. And it makes your
body work. What a job. Would
you make your heart beat every
day, 60 times a minute. Would
that be all you would do? But
your unconscious mind does
much more than that. It makes
you breathe, your eyes blink,
That's right. Vay good, and
you don't even have to think
about it. Your digestion works,
and everythingworks. And you
know, your unconscious mind
does dl that for you, and yet
have you thanked it recently?,
Haveyou said, ""Hey, UNCON-
SCIOUS MIND, thank you for
al youdofor me'?
When Milton Erickson awoke the
next morning inside the boiler factory
thefirst thing he heard isthe workers
saying, "What does that kid think he
can learn here, when it has taken us
so long to learn how to communicate
inside?’ But he knew that hed
learned something very valuable. He
knew heéd learned something that
could carry him through his entire
life. He knew becauseif you can com-
municate with your unconscious. ..
your unconscious mind, you can ask
it to do anything. Clear up your
health, have you be happy, be
hedthy. Just communicating with
your UNCONSCIOUSMIND, at least
that's what Erickson thought. | don't
know ... perhaps: what do you
think?

Embedded Metaphors

But the woman who had ringing in her ear,
shesaid, "I'velearned how to play a differ-
ent tune”. The man with phantom leg pain
discovered that redly if he had, realy
changed his feelingsso he could fed some-
thing else now... hed learned how to
tune hisawareness.

And so, the professor said, "John, since you
knew all 10 questionsand the order they werein,
| believe you knew the answers”, and the dean
said, "I'm going to recommend that John gets an
Ain thiscourse." In fact, Erickson said, John got
al As because he knew how to pay attention to
what was going on outside. He really knew how
to look at people, and he knew that that was a
learning he would remember the rest o his life.
And remember it hedid.

| never got caught looking at Christmas presents. |
never did, | redly never did. But they always knew.
And now that you're a parent don't you know?There's
that little telltale sign, d the dightly ripped paper and
you think, "I guess I'd better change my hiding place
next year." - But al the while that curiosity: Hey,
what's going on in here?What's happening inside?

If | could give you a gift today, it would be that won-
derful gift o curiosity. That wondering of, as you look
over at your client. .. what in theworld isgoing on in
there? So as you pay attention to your clients, and
really pay attention, and really begin to pay attention
toyour clients.

And as you go through your degree program and begin to
develop those 30 pages that Erickson developed. But don't
start with 30, start with one... and then two... three...
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and then, um... five... | must have been attending Dr
Krasner's introductory weekends. There's a number missing
here, one, two, three. . . five. OK.

And redlly pay attention to detail d inducing trance, and | can
assureyou amost rewarding experience.

Leaving metaphors unfinished

In al our training programmes, we open loops at the beginning o
day one, and leave it open throughout the training. We close them
at only the very end d thelast day. Thisis true for our three-day,
20-day and modular trainings over three months, by which time
peopl e have probably not remembered what we have opened. But
assoon aswe start closingastory, instantly it isasthough they are
right back where we left them, days or months earlier, as if no
time had passed. The nice thing about closing the stories at the
end d thetrainingisthat it sealsin everything you have covered
in your time together. It packages the experience, and installsthe
informationnicely within each person.

At the end d the training or presentation, what will happen is
that each loop will be closed. Or rather, most d them will be
closed.

Exercise 25: Five Stories or Metaphors

Yau will need to have thisready for the presentationexercisesthat
follow.

® Come up with five short storiesor metaphorsthat you could
usein a presentation. These may be anecdotes or accountsd
events that have happened to you or to someone else. They
can be made-up or real storiesbased on your life experience.
They could be personal, or about work or business.

® Keep your five stories short. They should take no longer
than one minute to tell. You may need to edit your storiesto
keep them simple, to bring out the essentia points.

Embedded Metaphors

All successful presenters and trainers tell stories because stories
are ways d getting messages across that bypass the conscious
mind, and therefore have more effect. Thisis one reason why we
have been using stories, metaphors, and anecdotes throughout the
book. Teling appropriate stories will make your presentation or
training more entertaining, and people are more likely to remem-
ber you favourably aswell.

Get a piece d paper and make a note d whatever storiescome to
mind now. Write down any key words, or a brief description that
will act as a trigger for remembering the story. Make a note o the
point o each story, because there must be some good reason for
recalingit.

Here are some ideas that may help you come up with some
stories.

Think about:
@ What are the storiesyou tell other people?

Most people have stories they have recounted many times. Here
are some examples:

@ Thestoriesyou tell to your friends when you are chattingin
the restaurant, around the barbecue, or just passing the time
d day.

@ The stories that come out when you are with your family —
your parents, or your brothers and sisters - when you get
together again and reminisce about the old days.

@ The storiesthat you use when you first meet strangers and
you start telling them about yourself.

They could be any eventsin your life that stand out in some way
and have some kind d charge for you. These stories may be
about:

@ You childhood - how you learned to do things, or misun-
derstood what adults were doing or talking about.

@ Significant lifeevents, such as starting school or a new job,
when you got married, and so on.
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@ Eventsthat happened on your holidays, when travelling, or
being in foreign places.

@ Crisesthat necessitated calling in specialistsor tradespeople
tofix things.

@ Mestingswith remarkable people.

@ Anythingat al: fact, fiction, or fantasy.

The storiesdon't have to be about your life. You can think d sto-
riesyou have heard, or read in books. If you have young children,
and you read them storiesout loud, then you already have a good
place to start. And if your parents read to you as a child, what
would be some favourite storiesthat come to mind? Add these to
your list asyou remember them.

Collecting Stories

Become a collector o any stories that appeal to you. If you use
thisidea d collecting stories as a filter for your ongoing experi-
ence, you will soon have a repertoired stories ready to put into
your presentationsand trainingsas and when you need. And you
will be able to choose the most appropriate story from your collec-
tion when you are putting together a training or presentation. So
if you were asked to do a business presentation, you could select
the best stories to tell your business audience, which would be
excellent for getting certain points across.

Comedians using logs

A number d UK comedians use loops. For example, Ronnie
Corbett, on The Two Ronnies, would sit in that big chair and tell a
story or a joke, but not finish it, before going onto something else.
And he would maybe do ten or 15 storiesor jokesin aten-minute
sketch. Billy Connolly does it in his stage act. He starts a story,
breaksit off, and keeps coming back to it al the way through his
performance. Eddie | zzard also doesthis.

In the field d literature, the classc story using loops is The
Thousand and One Nights, which is basically storieswithin stories
within stories within stories. . . A modern writer who does thisis
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Garrison Keillor in his Lake Wadbaymn stories. Another prime exam-
ple would be Tom Stoppard's radio play Artist Descending a
Starcase, which consistsd six nested loops, which are successive
flashbacks.In fact, most playsand filmsare constructed in parallel
sequences d short scenes. Usudly, toward the end, the key char-
acters and key storylines come together to resolve the plot. Over
the centuries, little has changed in the structure o storytelling.

if you want to investigate some examples d how the theory d
nested loops works, apart from what we are doing here, take a
look at how other good storytellers do it: charismatic business
presenters such as Tom Peters, or stand-up comedians, or who-
ever. Once you have this filter in place, you will discover how
universal this practiceis. Indeed, if you have ever done any com-
puter programming, you will recognise this as similar to nesting
subroutines.

Exercise 26: Nested Loops

Let's do an exercise using nested loops. In the last exercise, you
put together five stories. For thisexerciseyou need only three sto-
ries. Use your three best ones, knowing that you have two spares
that you can use whenever you need them.

In your practice group, you will be presenting your three stories,
in embedded metaphor form. Thisiswhat you do:

@ Choose your three stories, and decide the order for telling
them. You could choose a sequence that has some kind of
flow, but thisis not essential.

@ For each story, consider: Where would be a good place to
break this story? Find a place about three quarters o the
way through, where you could stop one story and lead into
the next.

@ When you are ready, stand in front o your group, go into
the trainer state, and so on, and begin telling your first story.
And of course, you can use any d the non-verbal gestures,
the Satir categories, that you think appropriate.
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@ Begin story #1,and when you are about three quarters d the
way through, begin story #2. And then, when you are about
three quarters d the way through that one, begin story #3.
The break point is up to you, but you do need to have the
audience engaged in the story before you break it of and
start the next.

@ If you were doing a full presentation or training, at this
point, having left your third story, you would now start on
the content d your presentation. But as thisis the first time,
you won't actually be putting any content in. When you get
to the break point o story #3 just sy, "' Content”, or, "Blah",
or something to indicate that thisis where the main part o
your presentation would come. Or you could walk some-
wheredse on the stage, and then come back.

@ When you have finished the content d your presentation, at
theend d the training or presentation, go back to the nested
stories, and come out d them in reverse order. In this exer-
cise, resume the posture and the state you were in at the
time you broke df story #3. Completestory #3, then story #2,
and end with story #1.

If you really want to challenge yourself, you might want to find
out what states you can dicit by telling each d the stories.
Consider:

@ Which statewould story #1€licit?
@ Whichstatewould story #2 dlicit?
® Whichstatefor story #3?

This is not something you have to do. Do it only if you want to
challenge yoursdlf. In fact, it might be interesting to discover if
you can tell a story without eliciting a state. It would be a chal-
lengeto do thiswithout dicitingstates.

Do this exercise now in your group, and find out what happens for your
audience when you tell your three nested stories.

Embedded Metaphors

Debrief

Although this exercise may seem to present quite a daunting task
when you first think about it, when people actualy do it, they
oftenfind that it isfun to do.

When you get to the point o re-entry into the stories, it isnot nec-
essary to give abrief résumé d where you were when you left off.
You will find that the storiesare most effectiveif you continuethe
story as though there had been no continuity break, asif you had
never stopped. SO you don't explain: "And getting back to the
story that | told you about. .. " or, "You remember when we got
to the point in the story where Arthur was just about to get hold
d Excdlibur... " you jus stand in the same way, in the sameloca-
tion, and simply continue with the next line d the story. When
you start off asif you had never stopped, people go straight back
into the state they were in when you broke df the story earlier.
You might notice a brief moment d confusion: "*Where are we?'
Thenyou will see them remember, " Ah, yes”.

Transitions

Yau can either link the storieswith a smooth transition, or you can
break them quite abruptly, and make it very obvious that you
haven't finished one story before starting another. For business
presentationsuse the smooth transitions, where they move amost
seamlessy one to the other. If you break a story abruptly and start
another one, you will induce trance, because the conscious mind
notices, ""Hang on a minute, we haven't finished that story yet".
The person is trying to put an ending on the story, yet you have
already started another one, and that overloadsthe listener induc-
ing yet a deeper level d trance, which might not be appropriate
for business presentations- it depends what you are doing, and
your intention. However, it could be particularly useful in per-
sonal development training.

Userelevant stories
The stories you use should be relevant to the context you arein,
and to the content you are talking about. If you are using nested
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behaviour. Now from the point d view d behavioural
conditioning, every timewe say THAT'SRIGHT, when
the client does something that we're asking the client
to do, such as... GO VERY DEEFLY INSIDE, dl the
while HEARING THE SOUND OF MY VOICE, then f
we sy, THAT'S RIGHT, when they do, what they'll
experienceis a very profound alteration in conscious-
ness. A very profound shift. So utilisation d naturally
occurring statesis very important.

Now one d the thingsthat's useful when doing thisis
aso utilisation d everything that's going on around
you. It's really important to do that. As you're sitting
here, d coursefrom timeto time asyou listen carefully
to what I'm saying, you may hear the sounds d other
voices, perhaps the voice behind you, and some from
outside, you may hear the rattling d paper, as your
neighbour changes her page, or you may just hear the
rustling or maybe your own breathing. As you listen
carefully to what | am saying. And all d that. Now
what I'm doing is I'm utilising things you've already
heard, then I'm linking that to a suggestion. AND ALL
OF THAT CAN MAKE YOU HE. VERY...
RELAXED NOW... AND COMFORTABLE. AND
VERY VERY COMFORTABLE ... THAT'S RIGHT...
JUST GO DEERLY ... THATS RIGHT... VERY
GOOD... AND REALLY BE COMFORTABLE...
GOOD. .. So utilizingwhat's happening in your client
isamgor part d Ericksonian hypnosis. Remembering
that it's not just your conscious mind, that you want to
be talking to, it's YOUR UNCONSCIOUS. And the
other reason why | use the term UNCONSCIOUS
MIND is because YOUR UNCONSCIOUS DOESNT
MIND. So, utilisation, extremely important. Infact.

Erickson tells this wonderful story, In fact, | think it's
written up in a book, My Voaice will Go With You, by
Jeffery Rosen, which | think is one o the courses. F
you haven't read it, | think you really ought to.

And, Erickson told a story about one d his stu-
dents who was very interested in learning about
hypnosis. .. And realy wanted to learn how to,
and so what he would do, Erickson told his stu-
dent ... well cadl him John as an example ...
what Erickson would do is he would redlly tell
Johnto pay very close attention, very close atten-
tion to the people around him. John was in
college and so one day the professor came to
John and said, ""John, how will you do on the
test?' And Johnsaid, 'l shall do very well profes-
sor, because you only have 10 questions, and
they are ... " John proceeded to name the 10
questions. Now the professor was shocked,
because he thought that Johnwas an honourable
man, and he said to John, " John, you've obvi-
oudsly gone into my desk, because not only do
you know the 10 questions, but you knew them
in order. We are going to the dean. So he took
John to the dean and the dean said: ' John, have
you been cheating?' And John said, "No |
haven't and | can prove it. Please send someone
to my room to get my notebook. So, they sent
someone to John's room to get his notebook, and
brought it back and opened it up. John had taken
very, very good notes. And next to some things
hed put one * and next to some things hed put
2*,and next to some thingshed put 3*,and next
to some... d the things John had put 4, and
next to some thingshe'd put 5, and next to some
6, but only next to some things did John put 7*,
and they weren't numbered. 1.2.34.5. No, No.
The first one was 6, the second was 3, and the
third one was 4, and the 4th one was 2, and so
on. And John said, "You know, you can tell alot
by paying attention to what a professor is saying,
becausethey dl have their own ideas about what
they like and what they don't like", and he said,
"So dl | did was pay attention, and listen carefully
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hear what you have to say, otherwise they will be wondering:
"Why are you telling me all these stories?"

@ Start Metaphor 1. If you are using threeloops, then break off
about three quarters o the way through the first story, and
start Metaphor 2. Same thing: tell most o it, and then move
into Metaphor 3. Thethree storiesare now linked together.

@ Give them the wha, the content d the presentation, what-
ever itisyou want to communicate to your audience.

@ Do the how. You may want to run exercises, or you may
want to tell people how they can use the information you
have given them.

Then you have achoice:

@ Either have your wha If after the how, and then close your
loopsin reverseorder: Metaphor 3, Metaphor 2, Metaphor 1,

@ Or completethe three metaphorsand then have the wha If.

Your goal is to have an ending that leaves the audience in a high
state. The decision about where to put the what if depends on your
loops. If thelast loop isareally strong close, one that would leave
people in a very high state, either o amusement, or with alot to
think about, such as, "Wow. That's a completely different take on
that. I've never thought o that before", then put the wha f in
after the how, and closeon Metaphor 1.

If your Metaphor loops aren't designed to achieve that high state,
because you have other reasonsfor the loops, then close the loops
and do afinal summation:

"OK. If you wereto learn and apply al o the thingswe have been
talking about, thesewould be the consequencesif you were to do
that . . . And these would be the consequencesd not doing it.”

We use this structurefor every presentation, o whatever length. If
the training has modules, or a number d different ssgments to it,
then we set a frame for the whole training with the introductory

Your Presentation

what. Then we do the why and the loops for the whole training.
This all happens at the beginning of the first day. We will subse-
quently do a AMAT for each segment d the training. And finaly,
when al the segments are done, we close the loops.

Leaving loops open

However, in most trainings neither o uswill close every loop. We
deliberately leave one or two loops open. The reason for this is
that in teaching people NLP, we do not know where the bound-
aries are. As long as we have been teaching NLP, we have
discovered that there is always more to learn. We are indebted to
our students who have taught us so much that is so valuable over
the years. In many disciplines, achieving mastery means that in a
senseyou start again with a'beginner's mind'.

As master trainers, we redlised how little we really knew about
NLP, and it occurred to us that one d the biggest disserviceswe
could ever do for someone would be to say, "You now know
everything there is to know about this subject.” Because we don't
know everything: we don't know what the limits are, or even if
there are limits. if people started thinking, "1 know everything
thereisto know about that™ then, essentially, we would have dis-
empowered them. So by leaving the odd loop open, we |leave
someopennessin the sensethat thereisalways moreto learn.



Chapter Eighteen
Putting I t All Together

Now it's timeto put it all together.

Exercise 27: TheFinal Presentation

This is when you put everything together for yourself. You have
prepared some material for the content o your presentation. This
may be anything you like. It could be something to do with your
business, your career, or some part o the material that you nor-
mally present, that you want to restructure into this 4AMAT
system, or whatever.

Thisistheexercise:

@ Yau are going to give the ten-minute presentationin front o
your practicegroup. And you are going to structureit in the
format outlinedin Figure17.1.

@ Start with the overall frame, thelittlewhat .

@ Then do the why: "This is what | am going to talk to you
about. Thisiswhy you want tolisten."

@ Do your loops, just as you did in the last exercise. You can
use the sameloops, or different loopsif you wish.

@ Givethecontentd your presentation.

o If you areatrainer, and you are taking a segment d atrain-
ing, don't get your group doing an exercise. If that is
something you would normally do, just say, "Hereiswherel
do the exercise, and this is the exercise | do". Pause. "Hi.
Wecome back. So what did you learn, what did you dis-
cover ... ?" Skip theactual exercise.

@ If you are doing a business presentation, then you would
probably want to tell them: "This is how you would use
what | am talking about in your organisation or environ-
ment.” Normally you wouldn't have an exercise in a

business presentation, so you give them the how, verbally:
"Thisishow you would use this."
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@ Then put in the what #f, if that is the most appropriate place.
Or put it in after closing your loops.
@ Closeyour loopsin thereverseorder, asin thelast exercise.

The only new thing here is the content. if you were wondering
when you were going to put some content into your presenta-
tions, thisisthe time.

Having done all the previousexercises, thisis just one more thing
to add to what you can aready do. As thereis no way you can
conscioudy track everything you have to do, you will have to let
go and trust your unconscious mind. When you do that, it will al
happen; you will be in control, responding to your audience, and
taking them where you want to go.

Take ten minutes for your presentation - and please discipline
yourself to keep to the ten minutes. The only thing to think about
conscioudy is the outline. If you aso do al the Satir categories
unconscioudly that isfine. if you use al the representational sys-
tems - visua, auditory, kinesthetic, auditory-digital — just go
ahead and do that unconscioudy. By now you will automatically
be building rapport with the group, going into the trainer state,
and all that. Just alow your unconscious mind to naturally do it
for you anyway. And have some fun dliciting certain statesin the
audience- also unconscioudly.

Do thisfinal exercise now with your group. Take ten minutes each.

Debrief

So what did you learn, what did you discover, what questionsdo
you have about putting everything together?

Many d the people doing this exercise during our trainings are
surprised at how much they manageto integrateinto their presen-
tations. When wefirst did these exercisesourselves, one thing we
became aware o - and you may have noticed this - is how much
the other people improve over the training. When we thought
about this we redlised that the only way to notice that someone

1
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else has improved is because you have made a similar level o
improvement yourself, otherwiseyou wouldn't recogniseit. So if
you thought, " That person has really come on along way. They've
really transformed their whole presentation style through doing
this', then take that as a sign that you have also progressed
greatly in the coursed thistraining.

Because we are always changing, it is not easy to evaluate where
we are. It is possible to make comparisons with ourselves at an
earlier time, but it is much easier to notice how someone else has
changed and improved. Yau can notice that only in others, when
you yourself have improved. Do you notice the improvementsin
the peoplein your practicegroup? That's a good indicator.

UsethisMaterial

There is an important point about all the material you have
learned in this book. We know these things work, becausewe are
using them all the time. And they definitely work with any group.
They will also work for you, but only if you use them. And the
more you use them, the more they will become your own. Yau
will know this has happened when you are doing a presentation,
and you notice you are using these things unconscioudly. They
have become part & what you do, which means you will be pre-
senting magicaly.

So take what you have been learning in this book, and do it for
rea. Tes it out. Yau may want to start with some d the pieces,
and then build up as you have more confidence. But the vital step
isto go out there and do it, with the attitude: "'I'm going to take a
risk with it. And | am going to havefun!™

No matter what you do, no matter who you are, you have a very
important messageto put across to the peopleyou are training or
presenting to. When you are presenting magicaly, you will be get-
ting your message across to al those people you are with,
enabling them to transform as much as you have during the
coursein thisbook. Thisiswhat we think thisis really about: you
have expanded your own reality so that more things are now pos-
sible, and withinit you are moreflexiblein what you can do.



Appendix A
How to Do This On Your Own

Working On Your Own

if you are interested in developing these skills, but you don't
know anyone else around you who would aso like to benefit
from doing these exercises, then working through them on your
own will work to an extent when you do the exercises in your
imagination. However, it will not be enough. You do need to do
things physically, to try out the different postures, and to actually
speak the words, and so on. Mental rehearsal will definitely help,
but the real learning comes from practising and getting feedback
in front d an audience. Reading about the exerciseswill give you
some background information, but you learn more than just intel-
lectually when you get up to do a presentation.

If you are a presenter or trainer, and you arein front d groups o
peopleon aregular basis, then tread carefully, and introduce one,
maybe two things at a time into your regular trainings, so that
you are adding new skills incrementally. For example, you may
want to usethe AMAT system.

If you arearegular trainer and you are doing thisaloneit is better
to have already practised so that:

@ Thistimeisnot thefirst time you are using these techniques
or thismaterial.
Yau know you can do them, and that they work,

e Yu hflve a sense that, "What | usually do in this situation
is...

Your Learning Style

If you have read Chapter Fourteen on the different learning styles,
and you have identified that you have awhat  learning style, it
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may appear to you that it isnot so important for you to have done
the exercises. Yau will have already been exploring alternatives,
and taking each exercise out to the limit & what you can do with
the information you have been given. But to have these
behaviours installed in you, so that they occur autometically
when you are training or presenting, then you do need to have
done them beforehand.

Appendix B

Other Information

We currently run public trainings o Presenting Magically several
times each year. Yau may receive a current schedule by inquiring
at the addresses below.

Contact Addresses:

@ Contact David Shephard at
The Performance Partnership
11 Acton Hill Mews

310 Uxbridge Road

London W3 90N

UK

Telephone: +44 (0)208992 9523

Fax: +44 (0)208993 1406

email: david@performancepartnership.com
web: www. performancepartnership.com

@ Contact Tad Jamesat
Advanced Neuro Dynamics
615 Piikoi Street, Suite 501
Honolulu, HI 96814

USA

Telephone: +1-800-800-MIND (6463)
Fax: +1-808-596-7764

email: info@nlpcom

web: www.nlp.com
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