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SUMMARY OF VOTING ON TECHNICAL PROPOSALS

Voting procedures at this conference followed the current ICKL Constitution, as
amended by postal vote in 1983 —

“On technical matters every member may cast one vote. It takes 3/4 majority of the
Fellows present to carry a motion. If 2/3 majority vote of the Members present
contradicts the votes of the Fellows, the topic must be reconsidered and voted on by the
Fellows only.”

Abstentions were counted in determining the number of Fellows and Members

considered present. Votes of the Fellows are recorded first in each column; votes of the
Members follow in parentheses.

Votes for  Votes Abstentions

against
I.  AGREED AND PASSED
1. One Sided Spreading and Closing 6 (13) 1(0) 1(2)
2. Inverted Pelvis Sign 8 (12) 0(1) 0(0)

[I DISCUSSED BUT NOT FORMALLY
ACTED ON

3. The 8/8 Scale for Contraction and
Folding

The Centre of Gravity Level
Parts of the Torso

Weight Distribution

N o owoa

Spreading and Closing from the Front,
Back, Right and Left Sides and with
Direction Symbols

8. Folding
9. Props
10. Ar Analysis and Classification of Springs
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I. The following items were AGREED TO AND PASSED at the 1997 ICKL conference.
The usages stated may be put into practice in teaching and writing scores and should be
included in new textbooks.

1.

Inverted Pelvis Sign

The indication [8] be used for the pelvis when waist is the fixed end, the hip joints are
the free end.

1.1.

1.2.

1.3.

2.

Members present agreed that @ sign is in general usage, just not officially
passed. The use of the sign can indicate that the direction of a pelvic tilt should be
judged from the waist down, and not from the hip joint, which is the standard
reference.

Hula was mentioned as an example of a dance form which uses inverted pelvis
movements.

The symbol is different from [§] . indicates an augmented body section,
that includes the waist, the fixed end is just above the waist and the free end is the
pelvis. Placing the x on the bottom line, [§] , indicates that the waist is the fixed
end but is not included in the body part.

One Sided Spreading and Closing

One sided spreading and closing be shown by thickening the appropriate end of the
spreading or closing indication e.g. \___# states the right side spreads laterally andE
states closing sagittally from the back.

2.1

22

2.3.

The need to show spreading and closing from one side was seen. An example of
fan notation was given. It may be important to open the fan only from one side.
Ex21.

Thickening the active end is consistent with the current practice of thickening the
active end of horizontal bows showing contact.

Directions of spreading and closing are judged from the body, not space. Lateral
spreading of the hand will always be spreading towards the thumb and little finger
whatever is the spatial orientation of the hand.



I1. The following items were DISCUSSED BUT NOT FORMALLY ACTED ON at the
1997 ICKL conference

3. Spreading and Closing from the Front, Back, Right and Left Sides and its use
with Direction Symbols

3.1. Spreading and closing from the front, back, right and left sides was briefly
mentioned, but not discussed.

3.2.  Much of the discussion centered on the third proposal: use of spreading and
closing signs with direction symbols. This usage seemed less clear to many
present. Ex.3.1 was presented in the paper to mean keep the legs closer together
than standard side low. It was suggested that it could be used when the exact
placement is not important. If exact placement is important, intermediate
direction signs would be used. Some present felt Ex.3.1 gives a mixed message.
The direction symbols say the legs are opening but the presign says the legs are
narrowing.

3.3. Many of the guestions centered on whether this is a motion or destinational
description. Is the spreading and closing judged from where you are or from
normal, i.e. less or more than 45° for low level leg gestures?

3.4. Application in context should be investigated to make the usage clear, whether it
is a destinational or motion description.

3.5. It was questioned by one person present whether for this usage we need both
sagittal and lateral spreading or whether we need one symbol to say spreading
with other symbols to give direction.

3.6. It was pointed out that if we have only one spread/close sign, then there would be
no distinction for lateral or sagittal spreading if there is no following direction
indication e.g. Ex.3.2.

Ex.3.2

Ex.3.1

3.7. Some of the usages were intended for motif, some for structured notation.
Clarity was needed as to which usages were intended for which form.

11
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3.8

4.1.

4.2

43.

4.4.

5.1

2.2

5.3,

The spreading and closing signs with direction symbols could only be used when a
very specific destination is not needed. If a specific destination is needed
intermediate directions would need to be used, Ex.3.3.

less
specific
than
Ly

EX.3.3

The 8/8 Scale for Contraction and Folding

The author introduced the 8/8 scale, which has been used although it is not in
general usage, and which allows for degrees of folding and contracting that we
cannot state with the present set of symbols.

Examples of needs for the 8/8 scale were mentioned E.g. translation of Stepanov
notation and to be able to indicate a 45° angle.

Discussion on the subject indicated that the need for the 1* and 2™ degrees, which
give a little bending (22.5°) and 45° of bending, are most apparent. This need
applies to single joints rather than multijointed parts.

More information on the application of the 8/8 scale to multi-jointed body parts,
such as the torso and whole arm, to distance of sitting and to center of gravity
was requested. Unfortunately, there was not sufficient time for that at this
conference.

The Centre of Gravity Level

The author questioned whether the use of the duration line instead

of a direction symbol with a change of level for the center of
gravity is clear. Ex.5.1. She found problematic that $¢ indicated
distance above the floor; the meaning is different if, for example

the person is hanging from a bar, i.e. the centre of gravity is below Ex
the point of support.

G DR r——

Most present expressed having no trouble with understanding the
usage of Ex.5.1. Ex.5.1 is consistant with similar usages for parts
of the body such as the arms, see Ex.5.2.

This writing method for the CoG has been used by several
notators. It was pointed out that each one evolved it separately.

w = [CrX—



6. Parts of the Torso

6.1.

6.1.1.

6.1.2.

6.2.

6.3.

6.4.

6.5.

6.5.1.

6.5.2.

6.5.3.

6.5.4.

9@3@@@@

Two errata were given for the distributed paper.
In section 3.1 of the paper, line 2: 1957 should be 1959.

Two of the examples below section 3.4 of the paper are mislabeled. The q and the
r are reversed. Therefore the bottom three examples on the right should be
labeled 3p, 3r, 3q (see the correct labeling below).

A chart seemed desirable to introduce the full range of possibilities of parts of the
torso, including moveable parts.

A request for physical demonstrations of the moveable parts was made.

A need for parts of the spine was expressed as well as a request to look at all the
possibilities together. This request has been reflected in the proceedings of
previous conferences.

There was discussion of various ways of placing the pin when using a pin to
indicate the upper, middle or lower part of a surface. In the paper, the
possibilities of putting the pin head completely within the box, Ex.6.1, placing it
on the edge of the box, Ex.6.2 and attaching it to the outside of the box, Ex.6.3,
were given. Another suggestion made at the conference was to break the edge of
the box and place the pin in the break, Ex.6.4.

It was pointed out that if the pin is attached to the outside of the box and any
space is left, it would look like the body part deviating into the stated direction,
Ex.6.5.

Breaking the box might be problematic if the symbol is drawn small.

If the pin is drawn on the box, it often becomes difficult to distinguish between a
high level pin and a low level pin. The white pin starts to look like a black pin
especially when duplicated. Ex.6.6.

Putting the pin inside the box could prove difficult on the computer. In
LabanWriter they are now designing the symbol with the pin attached to the
outside of the box.

o
Ex.6.1 Ex.6.2 Ex.6.3 Ex.6.4 Ex.6.

B @

Ex.6.6

5
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7. Weight Distribution

el

7.2.

7.4.

The use of the center of weight sign on the support bow was intended to be used
to show whether the performer is holding more of his’/her own weight or whether
the outside support - a wall, floor, partner etc.- is holding more of he performer's
weight.

The center of weight sign is placed on the support bow closer to the performer if
the performer has more of the weight, Ex.7.1, and closer to the outside support,
Ex.7.2, if more of the weight is held by or resting on the outside support.

Discussion revealed the symbology suggests varying weight distribution between
the part contacting the supporting surface and the supporting surface. However,
it is not always the part contacting the supporting surface that takes the body
weight when the performer has more of the weight. In Ex.7.3 (taken from the
paper), the hand is contacting the wall, which is supporting a part of the
performers weight. To many, it appeared that the hand had more weight when
the center of weight sign was on the side of the bow closer to the performer,
Ex.7.4. However, if the performer has more of the weight, it is the feet that take
that weight not the hand.

Ex.7.5 was introduced at the conference. The nearness of the center of weight
sign to the hand suggested to some that the hand has more of the weight, which is
the reverse of the intended meaning, when the center of weight sign is near the
hand, the performer has more of his/her own weight on the hips, and when the
center of weight sign is near the floor end of the support bow, more of the weight
is on the hand (more of the weight is over where the hand is supporting on the
floor).

\ }

Ex.7.1 Ex.7.2




7:5.

7.6.

p i 8

7.8.

1.9.

T, 1,

What is needed is a method for showing weight distribution between multiple
supporting’ parts. One suggestion that was made is shown in Ex.7.6. It is
intended to indicate that more weight is on the hips.

Another suggestion is shown in Ex.7.7. The center of gravity is towards the hand.
This suggestion, however, does not indicate the amount of weight that is towards
the hand.

A third suggestion makes use of an addressing bow to give the relationship of the
center of gravity to the balls of the feet. Ex.7.8.

§

o Ex.7.8

’E/_—\
N Ex.7.7

Ex.7.6

There was a request for reading material to see the usage proposed in the paper in
context.

It was questioned whether we are confusing center of gravity with weight. Are
we dealing with where the center of gravity is in relation to the supports? Or
where the weight is in relation to the supports?

The proposal has brought up an important issue of indicating weight distribution
in KIN/LN and made us aware of the issues and complexities. The consensus of
the participants was that discussion should be continued.

8. Folding

8.1.

8.2

8.2.1.

The paper "Folding - An Analysis of Movement" by Ann Hutchinson Guest was
omitted from the papers circulated prior to the conference. It was reproduced
and circulated at the conference to all in attendance. A full copy of the paper is
appended here. See Appendix B.

Two issues were discussed:

The issue addressed in the paper: where does the folding start in relation to the
base joint? For multi-jointed body parts, we all seem to agree that the base of the
part folding retains the established direction. However, there is not agreement on
the implications of this for all body parts. For example, when folding the whole

15






9:1.1.

9.14.

9.1.5.

@__;Q TN &

The "right" amount of detail is important. If too little detail is given the
movement with the property may not be clear. If too much detail is given, the
notation can be hard to read.

. Using only words to label props makes the notation less universal. Notation

symbols are understood by people who speak many different languages. The
exclusive use of language limits the people who can understand the message. The
use of object sketches avoids this difficulty. Sketches must be drawn clearly and
their meaning can be confirmed by words.

. When showing the prop is touching or supporting on the floor, the bow should

not be taken to the performer's support column, but to a separate column outside

. the prop staff, used to indicate the floor. Taking the bow to the performer's

support column indicates the performer is to step on the prop.

Tempo markings are important. Often knowing the tempo of the movement is
vital in manipulating the prop correctly.

It is not clear if our notation system assumes a held prop is carried along with the
limb holding it, as if with an understood body hold, or if the assumption is that the
prop is to retain its spatial direction as the limb moves. Some felt that a prop held
in the hand is an extension of the arm and should be carried along with the arm.
Others said the object's direction should be retained until another instruction is
given for the object. Until this is resolved, using a body hold or space hold for
the prop will ensure that the movement is correctly interpreted.

. The writer must indicate the specific method and direction of the performer's

contact with the property when it is important. Often the performer must hold a
prop in a specific way, or grasp the prop from a specific direction in order for the
movement to work. This information must be given in the notation.

. There should be flexibility in the placement of the property column. Most often it

is to the right of the staff. In some cases, however, it makes sense to place it in
another way. For example, when the dancer is holding a prop in each hand, it
may make sense to put one prop column on each side of the staff, Ex.9.1. In
Ex.9.2, from Paul Taylor's Minikin Fair, notated by Sandra Aberkalns, the prop
functions as a third leg. The prop columns have been placed inside the staff, as
third support and gesture columns. j

L=

B .
iis

N B & 3
.E’E. ér %Zj
oty el ool R
i i Ex.9.2

17
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9.2.

9.3.

94.

9.5.

9.6.

. When notating movement using a prop, it is important to have the notation

checked by someone who does not already know the movement to determine if it
is clear.

. If they are important in making the movement work, the dimensions and weight

of the prop should be stated. Sometimes the dimensions may need to be given in
proportion to the body. For example, the prop in Ex. 9.2 must be the length of
the performer's leg.

A side issue was raised during the prop discussions that should be explored at a
future conference. This was the issue of indicating timing of contacts. Discussion
compared the use of specific timing and the general timing convention (also
referred to as unit timing) when indicating contacts.

The issue of timing was raised while looking at the notation example from Kathi
Naatch, notated by Carl Wolz, reproduced here as Ex.9.3. The timing of the
sticks hitting each other is shown with exact timing, the timing of the stamp is
written using the general timing convention, or unit timing.

thu

AN |

t‘E\"i

4

b o] -

Ex.9.4

Ex.9.3

Some also found it problematic that the sticks are written with exact timing -- the
ends of the bow are on the beat -- and the arms are written following the general
timing convention, or unit timing.

Another example was put on the board, Ex.9.4. The right leg was written with
exact timing because of the touch and the left leg was written with the timing
convention, or unit timing, because there is no touch. It was suggested that both
legs could be written with exact timing.

There was consensus that this is an important issue that should be explored at a
future conference.
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10.8.

The members present preferred the indication of “Half Weight” Spring as it was
written in JF.Ex.12a-b to JF.Ex.12c-d.

R 3
[ 4 H o E
| 4 o 107 o

IR O

JF

LEx. JF.Ex. JF.Ex. JF.Ex. Knust Dict.

12a 12b 12¢ 124 232.b

10.9.

10.10.

10.11.

10.12.

A member found the desired spring indication in JF.Ex.12¢c-d to be in the same
way contradictory as the method of writing échappé in Knust Dict. 232.b with
simultaneous indications of different movement qualities. In case of JF.Ex.12¢c-d
the notation mirrors an inclusion of gesture quality to support and an inclusion of
support quality to gesture at the same time (while in Knust Dict. 232.b a holding
support is indicated with a gesture for the same leg).

On discussing “Contact” Springs (during spring the supporting foot/feet keep
contact with the floor but all the weight of the body is released) a member pointed
out that the indication of sliding springs belonging into this class such as in
JF.Ex.17 is ambiguous because the indication resembles consecutive touches. The
application of action stroke with foot hooks was suggested in this case, such as
shown in Ex.10.3.

Another possible way for classification is by the Vertical Motion of the Center of
Gravity, that is, during the weight releasing part of a spring what direction the
CoG moves in. In a spring, when compared to the starting level, the CoG may go
up and down, just go down (called “Downward” Spring in the paper) or just go
up (called “Upward” Spring in the paper).

While discussing this type of classification the attention was focused on the
symbology of the “Downward” and “Upward” Springs.
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I Ex.10.3

JF.Ex.17



10.13.

10.14.

JF.EX.

10.15.

10.16.

10.17.

10.18.

10.19.

Many members expressed reservations about indicating these classes by place
low/high pins above the center of gravity sign as introduced in the paper in E.g.
JF.Ex.22a or JF.Ex.29. They felt these indications express going beyond (below
or above) the stated level of arrival.

To express the desired movement quality the combination of pins and the
approach sign above CoG was suggested. Ex.10.4 was intended to indicate a
“Downward” Spring and Ex.10.5 an “Upward” Spring.
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Another proposal was an analogy of the indication of “direction of progression”,
where an arrow is placed in a direction symbol indicating only direction, distance
is not specified: Ex.10.6 means “go forward” from where you are. Pins can be
modified to shown direction of progression by adding an arrow as in Ex.10.7 to
indicate a “Downward”, and Ex.10.8 an “Upward” Spring.

One member pointed out that in case of all the referring examples of the paper
(“Downward” and “Upward” Springs, Ex.JF22-30) the direction of progression
of the CoG can be clearly deduced from the levels of the taking off and landing
supports of the spring in question. What should be stated is the movement notion
that the CoG “goes directly” between levels to make the difference from the
understood performance of an “Up-down” Spring.

A proposal for the symbology to express the movement notion “go directly” was
the combination of black or white space hold sign with an arrow above the CoG
symbol such as in Ex.10.9 for “Downward” and Ex.10.10 for “Upward” springs.

One member found this solution problematic because space holds are used for
undeviating curves, modifying spatial movements for limbs. It was pointed out
that here also an undeviating path is wanted. The center of weight does not move
up and down between two consecutive supports but without deviation from one
level to the other.

The members present agreed that these classes of springs can be recognized in
many dance styles therefore finding adequate writing methods will prove useful.
The research should be continued.

21






ICKL 1997

1.5 In Balanchine’s ballet Serenade at one point the arms are contracted in a
staccato manner. How to show four degrees of contraction from normally
straight to 90° bent? In lo this question is easily solved.

g P P P
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Degrees of Folding

1.6 The same device is applied to the folding signs, as illustrated below.

\/ /- N/ N/ VY - WA VA

p 1q I r 1s 1t Tu Tv Tw

1.7 If, starting with the arms sideward, palms facing up,

the position of 1x is to be achieved, it could be written with {
a side high direction symbol for the lower arm, as in ly, or,

if elbow folding were the focus of the movement, then the 1x

45° folding of 1z would be the answer.

1.8 Not everyone needs the 8/8 scale, the 6/6 scale has
indeed served well. BUT - our system is not complete
without it. We must be able to show a 45° contraction, [)9
which has worldwide usage as have also the 22.5°, 67.5°

and so on. The 8/8 scale should be officially adopted into
the Laban system and be included in more advanced textbooks. Ty 12

7
7

s
ZNWK
K
IO

(
(

PROPOSAL: That the 8/8 scale be officially adopted.
2. CENTRE OF GRAVITY LEVEL (No. 8)

21 Ex. 2a has been used by some notators as a shorthand for 2b. It dispenses with the
need to write the place high sign. If the centre of gravity is already in balance, on the vertical
line, then just the change in distance is being indicated. Is it clear? Will the other degrees of
lowering (being closer to the point of support), 2¢, be sufficiently clear?

7 i |
/ | «
2 % b » 9 3. % 5 ete. 24 ﬁ

22 Such usage is comparable to change of distance (contraction) for a limb without change
of direction, 2d. If the centre of gravity has been off balance, then return to the vertical line
would require use of the place high symbol. The usage of 2a seems logical, but one which has
never been generally discussed among colleagues.

DISCUSSION: Ought this usage be officially adopted or be considered a shorthand?
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3. PARTS OF THE TORSO (No. 18)
<M | The signs of 3a and 3b appear in the 282 list as

examples of the 46 parts of the torso, first discussed in 1957,
and agreed upon up to a point in 1967 (the report stated

"deferred"). A chart had subsequently been drafted of all the @» ﬁ‘
possible surfaces and moveable parts. This chart has not been

found. It will not be given in its entirety here, only the main 3a 3b
points presented for general understanding of what these signs

mean.

32 Prior to unification, LN and KIN had separate signs for 0 ©)
the surfaces of a body area. In LN a tick was placed on the

appropriate side of the boxed sign, 3c. In KIN the black or 3c 34

white circle was moved to the appropriate edge of the box, 3d.

33 It was agreed that a surface was not the same as a moveable part. A surface sign is
usually used for contact; it is not the surface which moves but the adjacent muscles and
structure. The term ‘moveable’ refers here to shifting (displacing), expanding, or contracting.
It was decided that a tick mark on a body area sign would represent a surface, as in 3¢, which
represents the front surface of the pelvis, the abdomen. In contrast, the displacement of the
black circle to the appropriate edge of the box represents the moveable part, Thus 3d now
represents the front moveable part of the pelvic area, the abdomen (belly).

3.4 Not all parts of the torso sections are moveable. Exs. 3e-1 show the moveable parts of
the chest, 3e, the front of the chest, the breastbone being a frequently used sign. Ex. 3g is the
right side of the ribs, 3i the back of the rib cage and 3k the left side. The front diagonal parts
are 3f and 31. The back diagonal parts, 3h and 3j are not considered really moveable, the action
usually becomes a shift of the rib cage as a whole.

v & Of
¥ 3m 30 @
k €] [(®g
3n [J o O 03
38 U Gh 3p 3q 3r

3.5 The moveable part at the front of the waist area is shown in 3m while 3n is the lumbar
spine; the other parts are not considered moveable. The pelvis is also more limited; 30 has
already been mentioned, 3p and 3q designate the buttocks which are capable of muscular
contraction. The sacrum, 3r, can make minor shifts as well as contraction and elongation
through use of the appropriate muscles. As usual, we write the desired effect rather than the
actions of the muscles which produce that effect. For the pelvis other movements will be
found to be a shift of the pelvis as a whole, although the focus may be on one or other surface.



25

ICKL 1977

3.6 The addition of pins to indicate the upper part, the middle part or the lower part of a
surface provide a greater range. By use of the appropriate pins the different intermediate parts
can be shown. In 3s we see the forward high surface of the chest, in 3t the lower front
surface. The sign of 3u is understood to be the center front surface, though some prefer to
have the middle level pin clearly stated, as in 3v. Ex. 3w indicates the lower central part (the
base) of the pelvis, i.e the crotch, while 3x shows the diaphragm, the lower (inner) ‘floor’ of
the chest. Ex. 3y shows the top part of the belly (the moveable part at the front of the pelvis),
a place where very pregnant women like to rest their hands.

|
s B 3B @E 3B 3w & 3 @ 3y &

3.7 There has been some question as to the correct way of drawing the pin signs in this
context. The above and below pins need to be written within the box. For other pins some
prefer the head of the pin to be completely within the box, 3z. Some feel it more appropriate
to place it on the edge of the box, 3aa, while others see it as easier to read when it is attached
to the outside of the box, 3bb. The middle level pin is more visible when placed just inside
the box, as in 3cc. (See Advanced Labanotation Kneeling, Sitting, Lying, page 39, Exs. 16m,
16n, 160 and 160’.)

|
32 él OR 300 [ OR 3pp &1:] 3cec B

PROPOSAL: That the signs for the surfaces and for the moveable parts be officially adopted.
Note: Is there a need for consensus on the placement of the pin, as in 3z, 3aa, 3ab and 3ac?

4. INVERTED PELVIS SIGN (No. 26)

4.1 The sign of 4a was referred to in the 282 list as having been deferred.

Our memory is that this was adopted; it certainly has been in use for indicating o]
that the direction of a pelvic tilt should be judged from the waist down, and not
from the hip joint, which is the standard reference. This sign and its usage 40

seem not to have been officially voted on.

PROPOSAL: Officially to adopt this sign.
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5. WEIGHT DISTRIBUTION (No. 9)

o 0§ By itself, the angular supporting bow of 5a does not show any degrees in
weightbearing. When this sign is used with objects the total weight of the object is usually
carried. However, in some circumstances there is the need to indicate how much weightbearing
is involved. A good example is leaning against a wall. With the body position given in 5b the
hand may just touch the wall, as notated in Sc. But three distinct degrees of leaning the weight
against the wall can be shown before the hand becomes a major support and hence placed in
the support column. These gradations of weight placement are shown by use of the center of
weight sign placed on the supporting bow.

570 . YRR
OR

WR Lo

Sb

52 In 5d the weight is indicated as being near the hand, i.e. very little weight rests on the
wall. In S5e more weight is placed on the wall, while in 5f a great deal of weight rests on the
wall. Beyond this the hand becomes a major support of the body as a whole and the hand sign
must be placed in the support column, as in 5g.

— M—\g \*—‘kg 15\_2(_\1

Sd be of 59
53 When partners are sharing the carriage of each other’s weight, as in 5h, one assumes
that weight is shared equally in the notation of 5i. Placement of the black circle can indicate
when the weight shifts more toward the one partner or the other and when it returns to the
balanced central position. In 5j the weight is mainly held by A; in 5k it has moved to B,
while in 51 the weight is specified as being centered. This last may be used for cancellation
purposes when appropriate.

WALL
WALL

5 N~—x-ox—"
A B
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A B A B
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This idea of a general indication of weight distribution came up in 1974; it has been
used when needed but has not been officially adopted.

PROPOSAL; Official adoption of this usage.
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6. SAGITTAL SPREADING, CLOSING (No. 69, 70)

6.1 The lateral spreading and closing signs of 6a and 6b were welcomed into the system,
but the method of indicating one-sided opening or closing was not at that time officially
adopted. In the 282 list No. 69 (6¢ below) was given to indicate one-sided closing. Another
device shown there was No. 70 (6d below). Currently, to show one sided opening or closing
the thickening of the appropriate side has been unofficially adopted, 6e.

e ZN \‘l, I‘/ N N 5 ST ( D ( D
60 6b 6c 6d 6e 6f 63 6h 6i

6.2 The signs for sagittal spreading and closing, 6f, and 6g were also adopted. (See ICKL
Index page 19.) In structured description sagittal spreading and closing have a particular
application to spreading of the fingers; in movement exploration they are useful for the idea of
spreading or closing the arms or legs in relation to the center line of the body. One-sided
opening or closing is also shown by thickening the appropriate end of the sign. Thus 6h is
sagittally opening forward, 6i is sagittally closing in from the front.

6.3 Front and Back. For the limbs, the sign of 6b visually suggest closing in across the
front of the body (across the vertical center line). The first degree, 6j, is merely closing to the
side of the torso (for the legs, to the center line). In 6k the greater degree will take the limb
across, and crossing in front is expected.

6] <« Bk 6l M 6m <7 6n <7

6.4 The signs of 6a and 6b have the potential of being written also as 61 and 6m. While
the difference in meaning has never been established, the visual impact is that 6m and 6n
suggest closing the limbs in across the center line over the back surface of the torso.

6.5 Right and Left Sides. The two sagittal separating signs of 60 and the two closing in
signs of 6p can appropriately be applied to refer to the right or left limbs, e.g. the left arm or
leg opening out as in 6q, a possible interpretation of this being 6r. Note that 6r may occur
while lying down, not only in standing, it has an understood body reference. Note the absence
of level, a freedom allowed as, for movement exploration (Motif indications) degrees are
usually not shown. In 6s the right side is closing in, a possible interpretation being 6t. Note
that closing in from the front or closing in from the back would be indicated by thickening the
appropriate end of the sign.

6o D( op jl:

6q ) erJM 6s [ 6t +

Suml |
[~ .
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6.6 Degree of Legs Spreading (No 65). When the legs spread sideward in a jump, the
exact direction of the limbs can be indicated by intermediate direction signs. This is
cumbersome when the movement is swift. In addition the exact placement may not be
important; what is needed is an instruction to keep the legs closer together or to open them
farther than standard side low. For this the lateral closing in and spreading signs can be used
as pre-signs, as in 6u and 6v.

6.7 The above descriptions are in terms of distance from the center line of the body.
Distance from the floor is indicated by the narrow and wide signs, 6w indicating neamess to
the floor, following the usage of 6x. Note that the measurement sign must be placed in the
support column, and not in the ISC (Inner Subsidiary Column) as in 6y, where it usually refers
to the state of the leg as it gestures.

11 | B |

PROPOSAL: 1. That thickening the appropriate end of a spreading or closing sign shall
indicate the active side/direction.
2. That indication of front or back for lateral closing and of right or left side
for sagittal separating, closing be adopted.
3. That the spreading/closing signs be used with direction symbols to indicate
wider or narrower separation.
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5.3 Direction symbols
Cloth from Doris Humphrey's Day On Earth

(upstage)

2 corners 2 corners
N V4

(downstage)

5.4 Relationship Pins

5.5 Numbers

6. TOUCHING, SUPPORTING, SLIDING

6.1 In handling properties, the basic horizontal bows of the Laban System
are used: curved bows for touching, angular bows for supporting,

double bows for sliding.

6.2 Knust's notes on the relationship between and object and the floor are

quoted here:
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K628¢c: In putting something on the floor, the floor s

considered as an object on which the other object is placed. In
iT
)

this case the special sign for the floor is needed. (

5] / \

i ]

N’

6.3  Author's note: It is recommended that this method not be used for the
same reason it is suggested not to use letters to represent objects.
Instead it is recommended that the current usage be followed of drawing
a touching or supporting bow from a body part or object to a column
outside the staff with the understood meaning that it is touching or
supporting on the floor.

K628d: Putting something on the floor should not be written
with the carrying sign connecting the object sketch to the
support columns, because this means that the performer steps
on the object.

7. GRASPING
7.1 Simple and penetrating grasping of properties uses standard LN/KIN

conventions.  When appropriate, the active end of the touching or
supporting bow is thickened.

8. RELATIONSHIP PINS

8.1 The standard rules for relationship pins are used in all cases.
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of Objects in Labanotation/Kinetography Laban

K632: If an object is held with both hands on both ends. the
object sketch can be drawn vertically, in which case a direction
sign above the sketch indicates the direction of that end which
is drawn pointing towards the top of the page. The object
sketch can also be drawn horizontally. with the directions of
both ends written above the ends. In this case, the directions
are judged from the middle of the object.

K632 a, b: A opened book is held with both hands in front of the
body, so that the printed pages face to the right. This is
achieved by lifting the left arm and lowering the right arm.

7 : S8l
ﬂsé .LE\x_/H=book 3[&@ l*E\};

K633a: If an object is flexibie and the ends move independently
so that both ends are not in opposite directions, the object
sketch can only be drawn horizontally with direction signs
above each end.

Jal 1l (o,

1\

10. ARM AND HAND MOVMENTS

10.1

Two sections of Knust are quoted as appropriate here:

K634: Positions of the hand while holding an object result
from the direction of the object. Unless otherwise stated, the most
comfortable position is chosen.

K634a: The hand has the easiest position if the arm is at right

angles to the object.
HH] R

K635: Arm twists as the result of the movements of a held object. If
possible, the grasping position of the hand, that is, the way in
which it surrounds the object, should be maintained. Certain
movements of an object require a twist of the holding hand or the
whole arm.

37
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K635a: An outward twist of the arm, resulting from the two
movements of the object.

L

K637: In circular movements of an object, the grasping hand must
perform various movements such as bending, stretching, and
twisting. These movements are not written, although they are the
activities which create the movements of the objects.
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K638: Any special carriage of the arm or hand (such as a wrist
bend, hand or arm twist, or various activities of the fingers) which
results from grasping or moving an object is automatically
cancelled when the object is released, i.e. the hand returns to its

normal position.

At the end of this example the sword falls down to the floor when
the hand releases the grasp. The sword has a "resulting path”

downwards.

"
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10.2 In Asian Dance, the stylized way of holding objects, and the technique of
individual fingers, make it necessary in many cases to write much more
detail for the grasping hand than is suggested in the above guidelines.
In general, the dominant analysis and writing tends to be for the object,
but we must also be aware that sometimes it might be important to write
both the hand and the object; for example, in grasping the degree of
flexion of the hand is sometimes shown because it can vary greatly
according to the style of dance being notated.
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An Analysis and Classification of Springs

by Janos Fligedi

Content

1. Introduction

2. A Selected Overview of the Description of Springs in the Textbooks
Knust
Hutchinson
Szentpal
The Five Types of Springs

3. Summary of the Overview

4, Comments and Questions
Special
General

5. Some Examples and Their Understanding
Examples
Conclusion

6 Preliminary to Classification
7. A Limited Definition of Springs

8. Classification

By the Amount of Weight Released
"Partial Weight" Spring
"Contact" Spring
"No Contact" or "Full" Spring

By the Vertical Motion of the Center of Gravity
"Downward" Spring
"Keep Level" Spring
“Upward" Spring
"Up-Down" Spring

By the Configuration of the Legs at Take-Off and Landing

9. Explanation and Symbology
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"Partial Weight" Springs
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"No Contact" or "Full" Spring
"Downward" Spring
"Keep Level" Spring
“Upward" Spring
"Up-Down" Spring
Classes Staled by the Configuration of the Legs...

10. Closing Remarks
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2. A Selected Overview of the Description of Springs in the Textbooks

The following overview of springs is not intended to be fully comprehens«e The aim was
to provide a picture on the published analysis on how to understand springs and their
notation. | cite only those paragraphs and thoughts which can be connected to the ideas
raised in the present paper. In this chapter the notions are purely cited, they will be com-
mented upon or occasionally compared in Chapter 4.

Knust

2.1. Knust in his Dictionan,'" focuses on springs (with his term “jumps”) and spring-like
movements under the following titles

- Jumps, Stand Still (Retentions), and Leg Gestures4
- The five possible jumps

- Jump-like steps

- The direction of a jump

- Sliding changes of support

2.2. In Dict.180 he introduces a rule: "Rule |!. A gap in both support columns means a
jump." Dict.Ex.180 (see the referred examples on this page below) illustrates the
rule. There is no explanation of what “jump" means.

2.3. Dict.Ex.186a-b show other possibilities of indicating springs. Dict.186a gives a
short analysis: "(The action stroke means that) the whole body leaves the floor, i.e.
a jump occurs. ..." Dict.186b states that the take-off "...can also be expressed by a
direction symbol."

2.4. "The five possible jumps" discussed in Dict.192-196 will be summarized later
(p.13.) with reference to the other authors.

2.5. Dict.197 regards the coupé, the sliding hop and échappé as “jump-like steps”. By
Knust's definition: "The coupé, in which one foot takes weight at the same moment
as the other leaves the floor, is a mixture between a real jump and a step.” See
Dict.Ex.187a. Sliding hop and échappeé are dealt with again in more detail in
Dict.232 and 234 under the heading “Sliding changes of support”.

|
[ | I ﬁll
[ [ 1Yo
| o o Llf_;
‘ ’ : ]l I 1878
! coupés
186 a b

¢ Albrecht Knust: A Dictionary of Kinetography Laban Macdonald and Evans Ltd 1979 The referred
text is identified in this paper by the abbreviation “Dict.”, the examples by “Dict.Ex."

(3)
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2.6.

2.7

2.8.

2.9.

2.10.

2.11:

2.12.

2.13.

Dict.198 deals with the height of a “jump”. Knust states that "The height of a jump
depends on the length of time in the air (shown by the length of gap in the support
columns) and on the distance covered by the jump. Only a small jump can be
performed in a short time" - illustrated by Dict.Ex.198a (see below) - and "it is pos-
sible to jump higher and farther in a longer time" - illustrated by Dict.Ex.198b.

Two performances of “jumps” deviating from the natural are introduced in Dict.199.
Dict.Ex.199a "indicates a jump leaving the floor with vigor" - the same in
Dict.Ex.521d' is explained as "A jump which is particularly high in comparison with
the time available for it can be indicated by an accent pointing vertically down
placed in the empty support column. " and in Dict.Ex.720d the same is called "a
bouncing jump”.

Dict.Ex.199b represents "Jumps just skimming the floor ... technical term, terre a
terre."

:

]
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Dict.200 presents a general rule about how to perform take-off and landing:
"Preparatory knee bend and final elasticity are understood and, hence, are not
written. As a rule, the notation in Example 200a is sufficient; however, these details
can be added as in 200b. ..." (See these and the following Dict. examples on the
facing page.)

Dict.232 deals with échappé. Knust states that "An échappé is similar to a sliding
step so far as the feet slide into the position. ..." then he adds "... there is no
transference from one foot to the other, because the movement is from one double
position to another. The échappé is a stage between a step and a jump. In order to
slide from one position to the next, one must make the body light, as in a jump,
and release the weight momentarily from the floor. However one must not actually
leave the floor, as in a true jump.”

Dict.Ex.232a illustrates the simplified way of writing an échappé. "From the ab-
sence of gaps in the support columns, it can be seen that the body does not leave
the floor."

Dict.Ex.232b explains in detail the performance of the simplified notation in
Dict.Ex.232a. "The preparatory lift of the weight, in which contact with the floor is
not lost, are identified by the retention signs in the support columns, together with
the action stroke in the leg gesture columns. ... The transferences of weight which
follow are sliding steps, i.e. the feet slide over the floor while progressing towards
the new points of support and while taking the weight."

Dict.234 is about the sliding hop. Knust writes that in the case of the sliding hop

“... one lightens the body and releases the floor without taking it off the floor, and
then takes weight again at the new point of support.” See Dict.Ex.234a.

(4)
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"In example 234b the sliding hop is described in detail. ... the preparatory lighten-
ing of the body is described as releasing part of weight, i.e. as a stage between a
step and a leg gesture. The following shift of weight is a sliding step..."
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232a b
echappé
Hutchinson
2.15. Ann Hutchinson in her book Labanotation® discusses springs in Chapter 7. She

2.16.

2.

2.18.

219,

2.20.

2.21.

2.22,

analyses springs in detail, some of her statement are cited, some parts of her book
are copied here (see pages 6-11), as they pertain to the subject of the present pa-
per.

Lab.p.77: "Springing into the air is written by leaving a space in both support col-
umns. ..." "The amount of space left between support symbols indicates how long
the body is in the air."

Lab.p.78: "Through the convention of leaving the support column blank, the com-
plex action of the legs required in rising off the ground and returning to it can be
written simply. The level of the support and the time spent in the air indicate the
adjustments necessary for small springs, close to the ground, or for high jumps
using the physical 'springboard’, without the need to write complex details.”

She introduces "The Five Basic Forms” of springs too which will be discussed later.

The section "Levels of Jumps" contains several interesting statements from the
point of view of the present paper. Instead of long citations this section (Lab.p.81-
82) is pasted in the present paper {p.7-8.).

Under the title "Lifting the Weight from the Feet" (p.8) she also analyses the
échappé. Her solution is different from that of Knust: Echappé can be performed
with either a slight spring and in that case a tiny gap is written (p 8., Fig. 91a) or in
the case of Fig.91b (p.8.) there is no spring and "the weight is lifted so that the feet
can shoot out simultaneously". This movement is indicated by an action stroke be-
side the symbols in the support column.

She makes clear her understanding of how to perform a spring in the section "The
Timing of Jumps" under the entry "Take-Off and Landing" (Lab.p.88). This part is
also pasted into the present paper (p.6.).

Her understanding of Lab. Ex.312b-c (see the example on p.9. - a copy of
Lab.p.219) is that a sliding action occurs where “there is no lifting the weight; it
rests fully on the floor, which must be sufficiently slippery for the performance to
be possible."

* Ann Hutchinson® Labanotation. Third Edition Dance Books, London, Theatre Arts Books, New York,
1877 Later on the book is referred to as “Lab.".

(5)
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2.23.

2.24.

2.25.

2.26.

Similarly her Ex.313b (p.9.) is not a sliding hop, as with Knust, but a skating action.

She explains Knust's "bouncing jump" (Dict. 199a, 521d’, 720d see p.4.) the fol-
lowing way (Lab.p.478): "A vertical accent sign in the support column during a
spring indicates accenting the motion of rising."

She introduced to the wide notation public the release of weight symbol known so
far only by LN people at the 1987 ICKL conference. In relation to échappé-like
movements she gave a comparison of different understandings between KIN and
LN usage of notation re échappé in her paper "Carets and Staples™ and a solution
by introducing the release of weight symbol. The referenced part of her paper is
also pasted in this paper (p.10.).

The above explanation and examples were repeated and added to in her other pa-
per at the same ICKL conference with the title "Use of v and in the Support

Column"’. The Chapter "Use of U (p.2-3) bears relation to the present investiga-
tions therefore it is pasted in this paper (p.11.).

88 Aerial Steps

THE TIMING OF JUMPS

Take-Off and Landing z{
The end of the support symbol before a YT{'
jump shows the moment when the leg leaves
the ground, and a prior push-off preparation w‘f‘
is understood. In Fig. 99 (a) this is shown 99a v
by "w." During the space that follows, a
rise into the air is understood to take place zj
and also a falling toward the ground again. !
This is shown by "x." The moment of con- y
tact with the ground, the start of a new sup- T{
port (landing) is shown at "y." The landing W
“z" can be abrupt, asin (a), where the du- 99b

ration of the shock absorbing action is short

and the position reached is held, or it can be sustained as in (b),
where the length of the landing symbol shows the cushioning effect,
the control of landing softly. If this landing is followed by another
jump, part of the symbol will be understood to include the prepara-
tion for the following jump. Thus as in representations of steps,
the exact meaning of the support depends on what follows (sce
Appendix C for exact timing).

® Ann Hutchinson Guest: Carets and Staples. Technical Papers, Paper No. 21. Fifteenth Biennial
Conference of the International Council of Kinetography Laban. 3-14 August 1987 Center de la Marla-
ne, Wepion, Nr. Namur, Belgium.
Ann Hutchinson Guest: Use of @& andf in the Support Column. Technical Papers, Paper No. 23.
Fifteenth Biennial Conference of the International Council of Kinetography Laban 3-14 August 1987
Center de la Marlagne, Wepion, Nr. Namur, Belgium.

(6)
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Sections from Ann Hutchinson Guest: Labanotation

82 Aerial Steps

Low Level

In jumps written with low level supports, the use of the legs de-
pends on how high the jump is. If there is only a moment in the air,
the legs do not have time to stretch and the feet will hardly leave
the ground. Where a longer time is spent in the air, it is expect-
ed that the legs will extend as part of the springboard action.

Tiny springs A normal- Transitions
in st posi- ; sized jump, in level un-
tion, the half a beat derstood
body hardly i spent in but not writ-
rising at all the air ten in (b)
90a b c

Lifting the Weight from the Feet

A change can be made from one position of the feet to another by
lifting the weight off the feet enough for them to move to a new posi-
tion without a real jump having occurred. This foot action is some-
times called "snatching”; in ballet it occurs in an "échappé” (escap-
ing movement) and also in a spring from a low fifth into a high fifth
in which both feet adjust. The feet are not usually clear of the floor
but no marked sliding need occur. To show this lifting of the weight
without lifting the feet clear of the floor at the moment of the un-
written preparation for the change, we indicate a partial support by
writing action strokes in the gesture column next to the supports.
Degrees of weight-bearing or part of the foot still contacting the
floor can be shown when a detailed description is needed. Compare
Fig. 91 (a) and (b) below. In (a) the tiny space between support
symbols indicates a slight spring so that the échappé is performed
with the feet just clear of the floor. In (b) no spring occurs but the
weight is lifted so that the feet can shoot out simultaneously. In (c)
the toes are drawn together in a high fifth by lifting the weight.”

&

2\

Echappé in 2nd Relevé€ in 5th The same as (c),
if a pause occurs

9]a

* See Appendix B, note 2.

(8)



49

Sections from Ann Hutchinson Guest: Labanotation

SLIDING SUPPORTS

Sliding, such as happens in skidding or skating on a slippery sur-
face, is one of the basic modes of progression. The term "sliding
support" refers to a sliding action which occurs when the weight is
already placed on the foot. There is no transference of weight and
no transition from gesture to support as occurs in a sliding step.

Chapter 13 Touch and Slide for the Legs 219

Sliding into Open or Closed Positions of the Feet

In the échappé (escaping) action, page 82, Fig. 91, positions of
the feet are changed through a slight spring which may include
more or less actual sliding. In sliding supports there is no lifting
of the weight; it rests fully on the floor, which must be sufficiently
slippery for the performance to be possible.

A
N 4
312a b ¢
The right foot slides Both feet slide Both feet slide
from a regular 4th into 2nd into lst from
into 2 much wider 4th. position, 2nd position,

Each foot in
wurn slides
closer to-

gether.

Each foot in
turn slides
farther apart.

312d

Shliding on One Foot

In sliding on one foot, as in skating, the weight is placed on the
new support before it starts to slide. The impetus for the move-
ment is derived from the back foot which pushes away. Full details
of recording skating will be given in Book II. For first notes,
skating can be shown as in Fig. 313. The duration and direction of
the shding can be shown by a path sign outside the staff.”

{

T
b
L

cx'.x

313a

The weight is shown The left foot re- During the path forward
to be entirely on the leases from the sliding on the whole

right foo: before the floor as the slid- foot occurs; weight is
sliding action starts. ing action starts, only on the right foot.

* See Appendix A, note 9.

(9)



Sections from Ann Hutchinson Guest : “Carets and Staples” p.5-6.

5y =

d.1 The appropriate choice of direction symbols arnd their exact meaning
when applied to moving in and out of open positions brings up another
related matter which needs to be considered and, we hope, eventually

agreed on.
4.2 There is a major difference in understanding between KIN and LN
regarding certain changes in supports written without any gap between

the symbols, i.e. without any indication of a spring. This difference
affects the whole question of moving into and out of open positious.

ICKL 1987 Carets and staples page

4.3 In KIK ex. 4a means an échappé-like movem=nt from 2nd to let. The
meaning wac derived from the idea that there is no other way to
achieve LL s change of support.

4.4 In LN the tbsence cf any gap between the symbols means that there is

no 1:fting of the weighi, as must bappen in an échappée.

A m

¢ o @ ® -

4a 4b dc 4d 4f

4.5 To perform ex. 4a without any lift of weight the performer must have a
very slippery floor and strong leg muscles if weight is really to b=
kept fully on the floor all the time.

4.6 Such a movement is a sliding support and indication of sliding should
be given.

4.7 In LV an échappé is written with a very small gap, 4b, to indicate
that the weight is lifted.

4.8 In the past, several discussions have centered on this difference and
the proposal of ex. 4c was put forward to indicate partial gesture,
i.e. a slight 11ift.

4.9 Ex. 4d was also proposed as indicating that there was both 1lifting and
yet contact with the floor.

4.10 The introduction of the sign for release of weight, ex. 4e, seemed to

provide the answer, as in ex. 4f.

(10)



2.3

2.4

245

2.7

31

Sections from Ann Hutchinson Guest: Use of the R, and u in the Support Column. p.2-3.

2a

Use of ™2, .

The angular release sign: ™ or 5 was derived from the ang..ar bow for sup-
porting, taking weight:  ors__s/. The release weight sign states that sup-
porting, i.e. weight bearing, is released, but not contact with the floor.

We see instances, as in a slithering echappé, where weight is released with-
out the feet actually giving up contact with the ground. Certain earthbound
movements use such weight release. The following examples are quoted as a
reminder of past discussions on this subject.

L
I
2c 24 2e @

Ex. 2a shows a very small spring, just enough to clear the feet completely
from the floor. In 2b support and gesture are shown side by side, thus there
is less weight on the feet just before they separate. Ex. 2¢ in fact states
the same as 2b (support/gesture at the same time) but is felt by some to

give a better visual message. In 2d weight is shown to release but contact
with the floor is understood still to exist. In the performance of 2b, 2c,
and 2d there will be some sliding on the floor as the legs open out, but

such sliding is not to be stressed. If sliding is important thenm the sliding
indications of 2e would be added.

Pty
=Saet
X

T

-n.‘“;"’

2b

In the choice between 2c and 2d it is a question of two slightly different
messages; 2c indicates partial weight-partial support which must result in
some lifting of the weight. 1In contrast 2d specifically states releasing
the weight.

5§, =

2f 2q 2i 2j

Note the following differences between releasing contact and releasing weight.
Ex. 2f shows release of contact (and weight) from the floor. This can be
written with one centered release sign, as in 2g. Ex. 2h expresses rising into
the air through unimportant leg gestures, while in 2i specific leg directions
are stated. In 2j only a release of weight is indicated, contact with the

floor remains.

Release of weight can be used for just one leg as well as
two. In Ex. 2k the front foot momentarily releases weight. q

There should not be a backward shift of weight, but only cz
the momentary lift of weight from the right foot. =

The release of weight sign has already been needed in writ- 1
ing floor work, walking on all fours, etc. and is seen by many ﬁ
to be a useful addition to the system.. There seems no

reascn why release signs cannot be used in the support column.

(11)
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Szentpal

2.27.

2.28.

2.29.

2.30.

Maria Szentpal in her book "Ta'ncjelirés““ analyzes “jumps” the following way
(Tjs.p.67, <p.28>%): "The jump is the swinging of the body into the air; it is a twin-
phase which consists of the uptake into the air and the landing onto the floor. In
kin. it means a jump when in both SC there is a gap and in none of them was a
previous o-sign. ... The height of a jump equals with the time spent in the air, i.e.
with the timing of the first part of the twin-phase; in kin. it is expressed by the
length of the gap. It should be noted, that the take off, the getting unweighted is in-
cluded in the timing of the aerial part."

About the understood performance of “jumps” she notes (Tjs.p.68, <p.29>) - see
her examples below: "In small jumps usually one does not need to write a knee
bend for the landing (Tjs.Ex.3), whereas in high jumps usually one starts and ar-
rives with bent knees (Tjs.Ex.4). It is understood that the middle level in jumps
does neither mean a stiff nor a totally stretched knee, but that natural elasticity
where the knees are allowed to bend a little to catch the impetus of the arrival onto
the floor. The statement above re the level of starting/landing in jumps do not ex-
clude in any way the possibility to start/arrive in small jumps with a demi plié or to
start/arrive in high jumps in middle level as well."

She introduces the idea of sliding “jumps” (Tjs p.108, <p.53>): "... sliding jumps are
written with the doubling of the same hook. (We call it a sliding jump where one
performs such a sliding movement - support - which when the sliding would be
omitted could only be performed with a jump.) That the written movement is a
sliding step or a sliding jump cannot be found out from the hooks but solely from
the context of the respective movement. (One will be convinced about this state-
ment by trying to perform the following sliding jumps with sliding steps.)" See
Tjs.Ex.19. - 23. below.

She gives a further example of a variation of "sliding jumps” in Tjs.Ex.24; “There
are also sliding jumps where for a very-very short time the sliding foot is off the
floor. Ex.24 shows such a step-hop where the hop is a sliding hop of this kind (see
the tiny gap in the SC).”

2.31. Szentpal also introduced and used the five types of springs.
VIl. LECKE 19
Peldak
19 L4t 23.b X

2o 1l | 24

Y Sz Szentpal Maria: Tancjeliras | kotet. Masodik, atdolgozott kiadas. Népmivelési Propaganda Iro-
ga. 1976. (Dance Notation. Second, revised edition. Later on referred to as Tjs.)

For easier reference | give the page numbers of the English translation between arrow brackets. The
translation is available in manuscript form.

(12)



The Five Types of Springs

2.32. All the authors cited above classify the springs in the same five categories accord-

ing to the participation of legs at the take-off and at landing but occasionally they
use different terminology for the same phenomenon. Under the identification of the
types | give the technical terms given by the different authors.
2.32.1. springing from one foot to the other

Knust (Dict.192): jeté

Hutchinson (Lab.p79): leap

Szentpdl (Tjs.p.69,<p.28>):  jete
2.32.2. springing from one foot to both

Knust (Dict.193), Hutchinson (Lab.p79), Szentpal (Tjs.p.69,<p.28>): as-
semblé

2.32.3. springing from both feet to both feet
Knust (Dict.194): no technical term
Hutchinson (Lab.p79): jump
Szentpal (Tjs.p.69,<p.29>):  temps levé
2.32.4. springing from both feet to one

Knust (Dict.195), Hutchinson (Lab.p79), Szentpal (Tjs.p.69,<p.29>): sis-
sonne

2.32.5. springing from one foot to the same foot
Knust (Dict.191, 196 ): hop, temps levé

Hutchinson (Lab.p79): hop
Szentpal (Tjs.p.69,<p.30>): soté

2.33. To illustrate the types | copied here the appropriate section of Ann Hutchinson's

&
[
o

85a |

referred book (Lab.p.79).

i [k
{

L

Landing Landing
is more 15 more

s sustained ﬁ sustained
B | i ’ c 85d & |

Jump: from both Leap: from one Hop: from one Assemblé: from one Sissonne: from both
feet to both feet foot to the other foor to the same foot to both feet feet to one foot

(13)
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5. Some Examples and Their Understanding

Examples
Partial Weight Release

5.1. | found the examples shown on facing page (p.19.) in Lisbet Torp's book "Chain
and Round Dance Patterns™’ (later on referred to as CRDP). In all examples the
notator intended to give a message with the place low direction symbols in the
gesture column simultaneous with the support (CRDP Ex.18: 1st. and 4th. meas-
ures; ex.24: 4th., 6th. and 7th. measures; CRDP Ex.53. both measures; CRCP
Ex.120: all except 3rd. measure). The symbol context implies a hop with parial
weight release in the aerial part of the spring - a very common performance in the
case of Balkanian or Balkanian origin dances. The book contains many more ex-
amples of the same type of movement (indicated the same Way1

Dancing Peasant by Miklés 1zs6, 19" Century - Hungarian National Gallery'®

""" Lisbet Torp: Chain and Round Dance Patterns. Vol. lil. University of Copenhagen. 1990. From the

mner cover page it was not really clear who was the notator the author herself or William C. Reynolds.

% I think all of us agree that the applications of forward support directions simuitaneously with place
low gestures were not the most fortunate choices. The present paper offers a solution to this problem
under the heading of "Partial weight spring”.

® For helping the comprehension of the paper the examples were put an facing pages of the text they
belong to. Consequently following this practice resulted in comparatively long empty parts of pages
which | thought to fill with dance illustration. | hope it will not disturb understanding the subject and
give some seconds of relief

(18)



e ba

®Io (2424243)

SOUSTA, Karpathos. Dodecanese Is., Greece (214)

(LC: pattern I: 5, 7, 9 - pattern 11: 5, 7, 9)

X[

B(1)B(1)
ex. 18

KAMPANA KTIPAE] (353)
Macedonia, GR

ex. 53 (-3

1

At
>

T

(19)

Zle (2424249
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GAIDA, Macedonia, Greece (235)
(LC: pattern L: 8, 13 - pattern 1I: 8, 13)

--J

b oo
Y

)

i

BR(1.5)BR(L.5)

KUCANKATA (1086)
Thrace, BU

~

2x. 120

"“'.l/’

ex. L.

Kp.?.f))

)

e

[ =

(p-46)
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5.2. The dances shown on facing page (p.21.) are sections from a solo man's dance
(JF.Ex.1) and a couple dance (JF.Ex.2) both Hungarian folk dances from the vil-
lage of Bag™. The solo man’s dance and the man's part of the couple dance was
danced by the same performer.

Understood Performance

5.3. In JF.Ex.1 all the support movements are springs. The understood performance of
springs given by all the textbooks is to lift the body in the air during the time indi-
cated by the gap between the direction symbols and bend the knee slightly (even if
not indicated) when arriving on the floor. | checked the film from which the dance
was notated”’ and found that the prescribed and expected performance corre-
sponds to the movements danced by the informer.

Arrival Different from Understood; No Rising When the Weight is Released

5.4. But it was not so in the case of certain springs in JF.Ex.2 in spite of the fact that
the same gap was left indicating the same type of performance. Let's have a look
at the springs of the man from the sixth measure. While checking the film | found
that in measure 6 the first spring was performed from bent knees to stretched
knees, the mass of the body was only lifted, the performance was different from
what can be concluded following the general understanding of spring notation:
raise and lower the mass of the body. Here the lowering part was missing and
there was no understood sfight bending at arrival, the knees remained stretched.
The next spring kept former level, again no understood slight bending of the knees
at arrival, and in the case of the spring on count 1 of measure 7 into demi plié the
weight was totally released also but the mass of the body only sank, moved down-
ward, there was no lifting at all, no ‘rising in the air”. This performance was re-
peated the same way during repetitions.

“Shaman Dancing with Drum”
from Nicolaes Witsen: Noord en Oost Tartarye. 1705

% Verbunk és csardas (Verbunk and chardash) Archive id. No.: MTA Ft. 235.2, 235.7 Published in:
Pesovar Emé - Lanyi Agoston: A magyar nép tancmivészete Vol | Népmivelési Propaganda lroda.
p.158-158. The dances were notated by Agoston Lanyi.

At the 1991 ICKL conference in Budapest | demonstrated the Hungarian practice of notating dances
from films. It has the advantage that the notation can be checked any time - and now | take the op-
portunity of this advantage.

(20)
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3F.Ex.6.

JF.Ex.S.

IFEx.4.

(23)
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FF Ex. 7.
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READING SESSIONS
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READING SESSIONS

Carl Wolz’s paper on ‘Props’ was presented as a combined technical session and
reading session.

During the two sessions on ‘Props * several excerpts of notated material dealing with
fans, hoops, sticks, etc, were read by participants and commented upon. See the
Technical Report, section 9, for a report on the discussion of the readings.

Reading sessiocns on ‘Props’ were coordinated and chaired by Ilene Fox, in
collaboration with Carl Wolz.

Three other reading sessions were held, specifically dealing with Asian material, with
various excerpts including traditional dances and contemporary dances.

Several excerpts were also chosen for their use of props: poles, scarf, swords, hats,
sleeves.

Session 1 and 2 were coordinated and chaired by Odette Blum. Session 3 was
coordinated and chaired by Chih-Hsiu Tsui.
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PRESENTATIONS
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QUESTIONNAIRE

1.  Where do/did you teach?

2. How long have you been teaching dance?

3.  What is your notation training?

4. At which levels of dance training do/did you use notation?

5. Which age group/s do/did you teach this way?

6.  What are the pre-requisites of the students notation-wise?

7. Where is the emphasis in class, on dancing or notation?

8.  Which aspects of the dance are best explained with notation?

9.  Which concepts of the notation system do you use / (find most useful)?

10. What are the advantages using notation in a dance class?

12 Do you use Labanotation/Kinetographie Laban or another dance notation system as
well?

13. How do you use dance notation as a teaching tool?

14. If you don’t use dance notation this way, is there a reason why you don’t do so?

15. If you don’t use dance notation this way, would you like to?

16. Any other comments?
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Example 1: very first model




If the user did not make a choice when first seeing the controller, there was an alert
dialogue box that appeared. [see example 2] This feature got to be annoying.

Click on a button drawing option (black,
gray, or white) for gestures.
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Example 2: the "alert" dialogue box

This model was based on the premise that one would have an idea in mind of what
combination of symbols in black, gray, or white was desired and then would have the
computer “do it."

Based on the success of this model, it was proposed that a Graduate Associate in the
notation area, as part of her responsibilities, have the task of getting scores available to
read in this manner. Joukje Kolff joined the team in October 1996. She needed to research
examples, notate the symbols using LabanWriter, make screenshots of a completed
reading example, and perform the appropriate manipulations to separate the symbols
desired to be treated in the WGB fashion.



90

During the period from April through October 1996, there were a few modifications.
Although the original model had the gray color equal to 50% of the black, it was desired
to have it more faded. Also, the real life examples for in-class reading necessitated making
models for three parameters and four parameters. While a simple two-parameter model
offered a reader nine combinations of symbols in black, white, or gray—such as
supports-black and arms-black, supports-black and arms-gray, supports-gray and arms-
white, etc.,—the three-parameter model allowed twenty-seven choices. The four-
parameter model allowed a staggering eighty-one choices. Although this might seem
trivial, it affected the computer coding. At first Smith set-up each possibility [see example
3] but the three- and four-parameter models altered that.
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Example 3: the initial coding

By late October, the coding was altered to allow various layers that were turned on or
turned off. A four-choice example illustrates that. [see example 4]
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Example 4: the coding for a four-choice score excerpt

The name has evolved throughout the process. The first name was Scores in WGB. It
was then proposed to call the project Laban Scores in WGB. Now we call it
LabanReader in WGB, or LabanReader for short. This makes a connection to other
Laban-related work such as the LabanWriter notation program which was developed
at OSU, and the LabanTalk list-serve group on the Internet.

Several improvements were made to LabanReader during the 1996-97 academic year.
Kolff added a button in the lower left corner to allow a reader to identify the
providence of the score, and on her last example in June 1997 allowed the WGB
changes to occur immediately when any selection was made rather than when all
selections were made. The "do it" button was scrapped. All along, the computer
coding had been axiomatic.
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Meanwhile experiments were being conducted related to ways of helping students go
forward during the process of reading. There were two main strategies: audio and visual.
Smith first experimented with adding a steady beat that was modifiable from slow to fast
speeds. This could be done in two ways, by a simple button as well as a controller bar.
[see example 5]
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The wilh rhyen of suppir'ts

Example 5: the controller bar for added sound

Marion suggested that sounds be used to identify rhythms of supports, a technique she
found helpful from some of Odette Blum's teaching strategies. Exploring these ideas
continues to be part of our research and development.

Brainstorming for visual cues to stimulate reading involved producing a bar or shading
that moved in a regular manner from measure to measure. [see example 6]



X
()
() slow 1 g
count @ medium nhél h
C:. fast AN % i .
() very fast " g xia
oL
X

| Rede]
=
=
7
]
R o
OO0

o
g

S
=)
< I

4&9{:%—5;
- 74

7g
pi |

Example 6: visual shading to promote going up page

One model allowed the visual shading to move spatially before the reading as a
preparation. We also considered fading symbols in and out during a progression of time.
This physically gets the eye moving up the staff. Fading symbols on the computer
progressively through time has produced good results in other areas, such as increasing
speed in reading text as well as in reading music notation.

We have also discussed having a hotspot that would allow a movie to be brought up so
that readers can see the movement. This movie would be of an expert performing the
movement corresponding to the notated score, and would allow dancers to check their
reading of a score. We speculate that this feature would be particularly useful for
motivated learners lacking access to an instructor or formal instruction.

With Gina Jacobs, a new member on the team in October 1997 to replace Kolff, who
graduated, we expect to try other experiments.
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Example 7: Zapin, a dance from Malaysia

An example from Zapin, a Malaysian folk dance, serves as an illustration. [see example 6]
The movements of the arms, though not complex in themselves, are recorded by notator
Yin-Phing Kean with attention to the subtleties of the style. The score initially appears
difficult to read as a result of the level of detail. LabanReader allows a dancer/researcher
to view separately or in combination the actions of the feet, the torso, the arms or their
detail. For example, the dancer might look only at the footwork.
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Example 8: only the supports

The dancer might look only at the movements of the torso.

| e

Example 9: only the torso symbols



The reader might look at only the principle arm movements.
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Example 10: The principal arm symbols

The principle arm movements might fade to gray, while the details of their execution
might appear prominently in black.
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Example 11: The arm details with the principal symbols in gray
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awslabdewv.1
Size Kind
O nipad 16K PMicrosoft Word docu... Sun, Apr 17, 1994, 1:50 PM
) MM Director 3.1 Prefs 16K MacroMind Director ... Wed, Feb 16, 1994, 6:16 PM
[ 1sbbeta prototype 64K MacroMind Director ... Wed, Feb 16, 1994, 1:18 PM
D) playaround.1 64K MacroMind Director .., Wed,Feb 16, 1994, 11:28 AM
D playaround 64K MacroMind Director ... Tue,Feb 15, 1994, 9:02 PM
O 1abdev.aws 16K MacroMind Director ... Tue, Feb 15, 1994, 8:27 PM
O mouseV.1 16K MacroMind Director ... Fri, Jan 28, 1994, 10:44 PM
[ moveableSprite mast,lg 16K MacroMind Director ... Wed, Jan 26, 1994, 11:02 &AM
D mousey 16K MacroMind Director ... Tue, Jan 25, 1994, 9:40 PM
D) seripttest 16K MacroMind Director ... Tue, Jan 25, 1994, 7:52 PM
O roveableSprite 3 186K MacroMind Director ... Tue, Jan 25, 1994, 731 PM
D moveableSprite.mast 16K MacroMind Director ... Tue, Jan 25, 1994, 7:26 PFM
) =zcores.compos 96K MacroMind Director ... Tue, Jan 25, 1994, 7:24 PM
O a moveableSprite orig 16K MaoroMind Director ... Tue, Jan 25, 1994, 2:40 PM
[ atestwin 16K MacroMind Director ... Tue, Jan 25, 1994, 2:24 PM
[ moveableSprite copy 16K MacroMind Director ... Mon, Jan 24, 1994, 2:42 PM
[ score3matchmovie.2 MacroMind Director ... Tue, Jan 18, 1994, 3:10 PM
M E R e i i P AR :

At first, the experiments were simple, such as moving an object and having the computer
output the coordinates in the x and y planes. [see example 2 which follows]

257

The above is the "mousev” dated 25 January 1994. It together with other experiments led
to the 16 February 1994 "labbeta.prototype” [see example 3 which follows]
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The above example might not seem like much now, but we were able to move two pages
of notation of Uris' piece Three on a Match. The solution of this problem allowed us to
make a demonstration of what we could do given financial support, and that support
eventually came when The Pew Foundation granted Maletic and Sutherland [Smith
consultant] a cycle I NIPAD grant. In noting a draft dated 14 May 1994 of the NIPAD
proposal, it is curious that we omitted any reference to notation or the tremendous

innovation we envisioned.

In Autumn 1994, Joukje Kolff, an entering graduate student with a degree in
computational linguistics also having a basic knowledge of Labanotation, formally joined
the team. Her fees were paid and she was granted a monthly stipend as a graduate
associate. For the first quarter she was granted a learning period to become familiar with
the conceptual framework and language of the multimedia-sequencing software Director.

Smith and Sutherland met at times with Kolff over coffee, and the three discussed
possible scenarios of how to portray the notation and the passing of time in relationship
with the video. There were two main strategies: 1) keep the score still and move a pointer,
bar, or another element. or 2) keep a pointer, bar, or another element still and move the
score. We decided the latter would be more interesting, though it departed from the
traditional manner in which scores were read—holding the paper still and moving the eyes

103



104

upward on the page. Scrolling the score made coding in most ways easier since the
relation of frame number could be correlated to vertical space. In short, the score was
metaphorically viewed as a long piece of paper (scroll) that extended feet above and below
the computer monitor and the only part that could only be seen at a moment was that
placed within the field of the monitor. [see example 4 that follows]

As well, the technical team decided in Autumn 1994 that the floorplans should be placed
in a separate window. Though Smith and Sutherland had accomplished some initial steps,
there were many tasks that had to be addressed: the passing of information about the
movie frame to the positioning of the large labanotation document, the resizing of the
labanotation window, all of which Kolff was able to implement. Team members made
important contributions in many ways, such as a simple strategy of switching the color
depth from millions or thousands of colors to fewer to facilitate the scrolling events
(Smith, April 1995).
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Conference and Workshop material
Films:

o The use of the spine, counter-weights and dynamo-rhythms; Georges Molnar’s
ondulation progressive en base fixe, duration 40 sec.

o The author’s intention; Decroux’s (1960) and «Théatre de I’ Ange Fou»'s (1992)
Les arbres, duration: 1 min.

Cinetogrammes and other notation material:
e N°4 Bras et mains |
o N°8 Descente et montée |
e N° 11 Extenseur GGA
e N° 14 Le discobole
o N° 19 Gamme latérale simple
e N°79 L’homme fort / La foire
o N°74 Construction progressive et dégressive de 'annéle base fixe
e N°91 Suppression de support
o Manuscript un verre en 26 coups

+ Development for the notation of the annélés (manuscrit).

L'Atelier International de Mime Corporel - AToM.

AToM is the laboratory of the Laban-Decroux project.

Founded in september '95, its main objective, is to promote the practice of corporal mime
and its active research on the field of contemporary theatre. Besides the daily classes
given by Greta Maes, several workshops have taken place, and research seminaries
directed by invited personalities from the mime world.

The atelier has under its wings "Intrepido”, which is to serve as a structure for ponctual
collaborations with other performance artists and mime-professionals. Other companies
and professionnels often dispose, for their rehearsals and personal researches, of
AToM's studio.
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NATURE OF TRANSITION AND MAIN ACTION were recorded by stck graphs as shown below,
The movement qualities of Media in the Cave of the Heart were presented in [Figure 1).
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Figure 1 Media

As seen in [Figure 1], angular actions were the most dominant of Media’s movement
qualities and showed the highest score in “Shape of transition”. And 'Three dimensional’
movement was used mostly in "Shape of main activity”. Media not only emphasized the
maintenance of movement quality but also emphasized 'New quality’. Therefore both
these qualities showed the highest scores in “Energy of transition”. As for "Energy of
main activity”, 'Quality builds’, 'Strength’ and ‘Fast’ movements scored high. Media
used many variations in effort and shape. Both were high in "Degree of vanation”. In
"Spread of flow through body” most of the items including 'Simultaneous.” 'Successive’
and 'Central impulse’ had high scores.

These movement qualities of Media are very different from those of the Princess. The
movement qualities of Princess are presented in [Figure 2].
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Figure 2. Princess

As the movement qualities show in [Figure 2], the Princess moves in very different
ways from Media. Among the Princess’ movements 'Loop’ scored highest in “Shape of
transition”. The scores of item "Shape of main activity” show that Princess used "Three
dimensional’, ‘Directional’ and a steady attitude which differs from Media's vaned
attitude. In “Energy of transition”, Princess has a low score in ‘New quality’. This
makes the visual effect different from Media’s. In "Energy of main activity”, Princess
has ‘smooth’, 'Successive’ qualities and ‘Quality begins’ movement characteristics
whereas Media’s high scores are in all items. In "Degree of vanation”, Princess’



movement recored low scores ‘In effort’ and ‘In shape’. Princess emphasized more ‘In
shape’ movement quality than ‘In effort’ of Media. In “Spread of flow through body.”
Princess expressed 'Stays peripheral’ movement quality in contrast with Media's 'Stays
central’. Generally, Princess used more limited qualities of movement while Media used
more varied movements.

Jason’s movement qualities are presented in [Figure 3]. They are distinct from the
movement qualities of Media and the Princess.
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Figure 3. Jason ®

Movement qualities seen through [Figure 3] are as following: the distinct charactenstic
of Jason’s movement quality in “Shape of transition” is 'Angular’. In “Shape of main
activity”, 'Direction’ is dominant. In "Energy of transition”, the score of 'Quality held
over' is higher than that of 'New quality’. In "Energy of main activity”, 'Strength’
recorded highest. Variation of 'In shape’ had a higher score than variation ‘In effort’. In
“Spread of flow through body”, 'Simutaneous’ is highest. ‘Successive’ is the next. In
‘Central impulse’ and ’'Stays central” is emphasized. In this cases, Jason‘s movement
charactenistics are in contrast markedly with Media's and the Princess’. Among Jason
and Media’s movements, the similar movement quality is ‘Angular’ but Jason's are
very 'Successive’, ‘Strong’ and ‘Directional’ whereas Media‘'s are ‘Simulteneous’ and
'Jerky’. Compared with Princess’, Jason’s are ‘Strong’ and 'Central impulse’ with
"Angular’ whereas Princess’ are ‘Smooth” and ‘Round’.

Lastly. Chorus’ movement qualities are in [Figure 4].
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Figure 4 Chorus -
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[Figure 4] showed movement qualities as following: In “Shape of transition” of Chorus
‘Simple reversal’ has the highest score. ‘Directional’ and ‘Use of planes-Arc’ are
dominant in “Shape of main activity”. In “Energy of transition”, ‘Quality held over' is
more dominant than 'New quality’. In "Energy of main activity”, the score of 'Quality
begins’ and ‘Quality builds’ are higher than the others. Variation ‘In shape’ and ‘In
effort’ both recorded fairly high scores without having much difference between each
other. In “Spread of flow of body”, ‘Central impulse’ scored highest followed by ‘Stays
central’ and "Two systems’. Other than these items, the scores were below average.

[Figure 5] shows the horizontal 2 dimensional score graphs of the four characters in
Cave of the Heart.
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Figure 5. Movement qualities -

Through the comparison of the movement qualities of the four characters in Cave of the
Heart, the author found that all characters show various movement characteristics
depending on their roles. Their movement characteristics are summerized in order of

score in <Table 3>.

Table 3. Comparison of movement quilities of the four characters in Cave of the Heart

Media Princess ~_|Jason Chorus
Shape of Angular, Cyclic, |Curve, Cyclic, Angular, Simple|Simple reversal,
Transition |Loop rev. Angular, Curve
Shape of Three-dimensional, | Three-dimensional, | Directional, Directional,
Main Activity | Directional, Round | Directional, Arc | Three-dimensi 'Khree—dimensional.
rc
Energy of | Quality held over, | Quality held over | Quality held over | Quality held over
Transition New quality
Energy of |Fast, Successive, |Successive, Strength, Prolonged, Quality
Main Activity |Strength, Quality |Smooth Prolonged, builds, Successive
begins, Quality Successive
builds. Prolonged
Degree of |Varation in Effort,|Variation in shape,|Variation in shape |Varnaton in shape,
Variation Vanation in shape |Vanation in Effort Variation in Effort
Spread of |Simultaneous, Successive, Simultaneous, Successive,
Flow Through|Central impulse, |Central impulse [Successive, Simuitaneous,
Body Successive, Stays central Central impulse,
Undulating. Central impulse [Stays central
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ZIGZAG FLOOR PATTERN OF THE HAWAIT PERFORMANCE
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NOTES

I. An earlier version of this paper was presented at the November 1, 1996 colloquium of the
Korean Society of Dance, Seoul, Korea. Grateful acknowledgment is made to the following
organizations for providing funding assistance for research: Korean Culture and Arts Foun-
dation (Seoul): Academy for Korean Studies (Seoul): Korean-American Educational Foun-
dation (Fulbright Program); and International Cultural Society of Korea. Acknowledgment
is also made to Barbara B. Smith and Marcia Sakamoto-Wong for comments on earlier ver-
sions of this paper.

2. The conference, Korean Shamanism Today, took place in December 1992, in London,
England. It was sponsored by the School of Oriental and African Studies of the University
of London.

3. Defining “dance,” as opposed to movement systems that are structured but are not consid-
ered dance, is a task that goes beyond the presentation here. For discussions of this topic
see, for example, Hanna 1979, Kaeppler 1989, and Kealiinohomoku 1983. Kendall (1991-
1992:60)) hints at some of these differences when she uses the term “playful dancing” in an
elfort to distinguish between structured movement that occurs in various contexts in Korea.

4. Despite inherent problems in using videotape for detailed movement analysis, this
medium is adequate as the basis for the kinds of information discussed here.

5. Except for Halla Pai Huhm, who was a long-time resident of Hawai‘i, all Korean names
are given in the Korean way—family name first followed by personal name.

6. Most commonly known in Korea as Pae Halla Huhm, this dancer was most often known
in Hawai‘i as Halla Huhm. When performing, however, she often inserted Pai (an alterna-
tive spelling for “Pae”), the name of her primary dance mentor into her name.

7. Iam grateful to Mary Jo Freshley for making available to me videotapes of the Hawai‘i
performance staged by Lee Ji-san and Halla Huhm (taped in Hawai‘i during performances)
and of the Chindo Sshikkim kut (taped by her during its performance in Korea). The video-
tape of Salp uri kut was provided 1o me by its choreographer, Jung Je-man, in conjunction
with another research project.

8. Other videotapes examined were Mudang kut (in JVC 1990), Shaman Ritual from Korea
(Asia Society 1977), and An Initiation “Kut” for a Korean Shaman (Kendall and Lee 1991).

9. In discussing kur as both ritual and theatre, Rhie indicates that it is “an activity conducted
according to rules recognized and prescribed by the participants™ (1975:24). Loken-Kim in-
dicates that a shaman from the north, who becomes possessed during kut, “learns ritual
movement, but she does not learn dance in a technical sense” (1989:45). She also refers to
Kim On-kyong in stating that shaman dances “have no standard dance steps™ and that their
dances “are not choreographed presentations” (ibid:46-47). These seemingly contradictory
indications may reflect the idea that while movements in kur are actually taught, detailed per-
formance accuracy of learned patterns is not the key issue and hence the movements used are
part of a structured movement systems (see Kaeppler 1989) rather than what is usually con-
sidered 10 be dance.
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problem is how to dig out that movement understanding. Most systems are presented
from a teaching point of view, emphasizing practical application of the notation rather than
its conceptual underpinnings.

A few studies have attempted to get at differences in movement concepts or intended use
among systems (e.g., Guest 1984, Salter 1980, Kleinman 1975, Curl, 1967). Most
comparative studies, however, have tended to be practically rather than conceptually
oriented. They have usually focused on one or another of the following approaches to
examining notation systems:

*  comprehensive lists of movement variables that could or should be included in
a notation system (e.g., Guest 1984, Lomax et. al. 1974 and 1968, Pforsich
1978, Davis 1975);

* rules for structure and logic, following a linguistic paradigm (e.g., Goodman
1976, Reynolds 1984);

» accuracy and efficiency in application (e.g., Reynolds, reported in Guest
1984: 175-178);

* means of representation, such as word note, track drawing, music note,
visual/“stick figure,” or abstract symbol (e.g., Guest 1984, de Laban 1946);

*  comparison of how the same actions would be written in different systems.
(e.g., Guest 1989, Jeschke 1883, Eshkol et. al. 1979).

Methods

Because I wished to contextualize notation within issues of documenting and reproducing
choreographic works, I examined major systems that had been set up for that purpose.
The Stepanov, Laban and Benesh systems had each been created or used within the last
one hundred years for notating or reproducing theatrical dance.

First, it was necessary to learn how each worked in a practical way. I included the Laban
system in its early form because I wanted to understand the roots as well as the
fundamentals of each system.

Second, it was necessary to go beyond the practical application of each system in order to
understand the implications of its construction. I wanted to find a way to let the
movement ideas and values of each system emerge, and to get past initial preconceptions
deriving from my knowledge of Labanotation.
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The right leg makes a

I continuous half circle (rond
de jambe). The support on the
left leg, though unchanging,

Both arms circle in the saggital plane. ~ Mmust be repeated.

The right arm goes twice as far as the
left in the same amount of time.

I

In the Benesh system, movement lines readily show the continuity of actions. However,
rhythms are not easy to discern when movements of the limbs, which are drawn within
frames, are added to locomotor movements, which are drawn across frames.
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Movements within and across frames.

There are some differences and some similarities among the systems in how they deal
with the body line of the time-body grid. Basically, divisions along the body line create a
staff to identify body parts. The differences among the systems are not so much in how
they subdivide the body (generally, by major joints), but in how they arrange and
prioritize its parts.

The Laban system puts weight-bearing parts of the body (usually the feet) at the center of
its staff, prioritizing locomotor actions that affect the overall movement of the body
through space. With travelling movements at the staff’s center, there is a sense of the
body as it is organized for moving through space. Actions of the legs are central to the
body’s mobilization, while movements of the arms and even the torso are more
peripheral. Aligning the direction for reading time with the direction for forward
movement enhances the sense of ongoingness.

The Benesh staff delineates an image of the upright body at the center of each movement
frame, prioritizing bodily wholeness and overall body design. There is a sense of stability
and verticality in the upright body outlined by the staff, and a sense of centeredness—of
the body organized to move around a cohesive center.
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BIOGRAPHIES OF THE AUTHORS

Odette Blum. Professor Emerita, The Ohio State University. Professional notator and
teacher, also teaches the Labanotation Teacher Certification Course. Director of dances
from score - choreographers include Bettis, Humphrey, Jooss, Lampert, Maslow,
Sokolow, Tamiris. Publications include the score of Humphrey’s Water Study and
Dance Perspectives #56: “Dance in Ghana”.

Dai Ailian. Dancer, teacher, choreographer, researcher and pioneer of contemporary
Chinese dance. She is currently Artistic Advisor of the Central Ballet of China,
Chairperson of the China Labanotation Society, Vice President of the International
Dance Council (UNESCO), and was recently made a fellow of the Hong Kong
Academy of Performing Arts. She has adjudicated international ballet competitions and
gives lecture-demonstrations on Chinese dance history.

Janos Fiigedi is a researcher and dance notator at the Institute for Musicology of the
Hungarian Academy of Sciences where his main activity is notating ethnic dances of
Central Europe with a focus on authentic Hungarian folk dances. He is also a teacher of
Labanotation at the Hungarian Dance Academy and the Hungarian Physical Education
University. Hehas been a fellow of ICKL since 1989, has served on the Reseach Panel
of ICKL for eight years (1989-1997), and completed his term by chairing the RP at the
1997 conference of ICKL in Hong Kong. His main research activity is dance notation
theory and notation-based computer analysis of folk dances.

Jorge Gayon is the co-founder of l'Atelier International de Mime Corporel / AToM.
Former student of Etienne Decroux, he has also studied with several of Decroux’s
former assistants, principally with S. Wasson and C. Soum. As a member of their
company Théatre de L'Ange Fou, he has participated in the reconstruction of the major
theatrical works of Etienne Decroux. Movement notator and Ethnoscenologist, he is
member of the research team on Organisated Performance Human Behavior directed
by Pr. Pradier of the Paris-VIII University Theatre Department.

Ann Hutchinson Guest. President, ICKL. A core ICKL member as designated by
Laban; director - Language of Dance Centre, UK and Language of Dance Centre, USA.
Author, researcher into systems of dance notation and movement analysis, world
authority on Labanotation, preserver, reviver of dance heritage, recipient of two
honorary doctorates for her contributions to dance literacy which produced the
Language of Dance (LOD) Alphabet and the LOD approach.

Greta Maes is the artistic director and co-founder of l'Atelier International de Mime
Corporel / AToM. Former student of Etienne Decroux, she also worked with Thomas
Leabhart, and with Steven Wasson and Corinne Soum, whose assistant/teacher she
became. Twelve years of intense practice under their direction made her one of the
principal actresses of Thédtre de I'Ange Fou. until 1995. Besides teaching, she
coordinates the creative activities of AToM and directs its company Intrepido.
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BUSINESS MEETINGS

HONG KONG
BOARD OF TRUSTEES MEETING

THURSDAY, AUGUST 7,1997 - 9:00-10:30 AM

Present:  Muriel Topaz (Chair), Marion Bastien, Odette Blum, Tom Brown, Wendy

Chu, Janos Fiigedi, Ilene Fox, Lucy Venable.

The meeting included members of the Research Panel and Conference Organizers.

II.

1.

Meeting Chai

The attendees checked the lists of members attending the conference in order to
appoint chairs and scribes for the technical sessions and chairs for some of the
presentations. Chair of the Research Panel was asked to approach those
appointed for the technical sessions to see if they would be willing to serve.
ICKL Chair was asked to do the same for the non-technical session appointees.
Guidelines for chairs and scribes will be distributed. The Vice Chair (Jacqueline
Challet-Haas) will not be able to attend the conference; thus, Lucy Venable,
Vice President, will chair the Fellows meetings.

Opening and closing receptions

An opening reception will be organized for August 8th, the day prior to the start
of the conference. Available budget was discussed. Other participants of
Dance On '97 will be invited to join us at the opening reception, and information
about it will be posted. The closing reception is to be organized later.

In addition, a collective dinner, on a pay-per-person basis, will be organized for
the 11th. Announcement of it will be made at the opening session.

Fellows Meeting

At the opening session members wishing to apply for fellowship will be asked to
make contact with Lucy Venable. The group was not aware of any pending
candidates, but several possible future candidates were to be encouraged to

apply.

Topics for discussion at the Fellows meeting were put forward:

At the last elections the following new officers were elected, most of whom had
not previously served: Chair, Vice Chair, Secretary, Assistant Treasurer, and
Research Panel Chair. It was suggested that this posed a potential problem of
lack of continuity, and that it might be a good idea to consider staggering the
terms of office in the future.

The terms of two members of the Research panel, Janos Fiigedi, current Chair,
and Ray Cook will expire with the '97 conference. Two new members have to be
elected.
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Other subjects to be discussed by the Fellows are: the bibliography, the venue
for the next conference, content of the conference, and public relations.

Opening Sessi

Addresses will be made by Tom Brown, Muriel Topaz, Ann Hutchinson Guest,
and Janos Fligedi.

Lucy Venable will also be called on to discuss several subjects including
membership procedure. People who have not yet payed their '96-'97 dues will be
particularly asked to do so. '

Small groups will be organized for people to meet in more casual ways, since
there are many new participants.

A short explanation about ICKL, its history, functioning and aims will be given
by Muriel Topaz.

Since Toni Intravaia was unable to attend, Lucy Venable was asked to give the
report.

Marion Bastien reported that the conference paper expenses had not been
appropriated into the proper categories because of the change over of the
European Treasury. These expenses were merged with the 1997 Executive
Committee expenses, in error.

Lucy Venable pinpointed that in the proposed '97-'99 budget the forthcoming
publication of the bibliography is not included as we have not yet decided its
format.

subject

Lucy Venable showed a master copy of Tibetan dances notated by Dai Ailian.
The dances and introductory text in Chinese and English have been typed by one
of her former students.

Although ICKL commends the work, our organization publishes only its own
material such as proceedings, bibliographies, etc., and it was felt that we did not
have the resources to undertake publications not directly related to ICKL
activities.

Respecfully submitted

Marion Bastien, Secretary
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GENERAL MEETING
MONDAY, AUGUST 11, 1997 - 5:00-6:30 PM

Present: ~ Muriel Topaz (Chair), Marion Bastien, Odette Blum, Tom Brown, Wendy

II.
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Chu, Ching Chung, Melanie Clarke, Dai AiLian, Jdnos Fiigedi, Jorge
Gayon, Crescenciana Hernan, Ann Hutchinson Guest, Takako Kunieda, Yin
Ling Lau, Yu-Ping Lee, Sheila Marion, Will Smith, Anna Karin Stdhle-
Varney, Yim Fun Tsang, Ra-Yuan Tseng, Chih-Hsiu Tsui, Judy Van Zile,
Lucy Venable, Leslic Ward, Carl Wolz, Wei Zhang.

Research Panel

Members were reminded that two new members need to be elected to serve on
the Research Panel.

At the next meeting names of people willing to be nominated for Research Panel
will be proposed. The criteria for serving on the Research Panel is that the
applicant must be a Fellow.

The two new members will be elected at this conference.

Locale for 1999

Members were informed that the general locale for the next conference,
America or Europe, needed to be determined.

During the discussion which followed several points were raised.
A priority point to consider was the accessibility of the venue in terms of travels
for the American members, the Asian members, the European members.

Muriel Topaz will organize a poll by mail to get the whole membership’s
feelings on possible venues. A show of hands was taken at the meeting to get an
idea of the preference of members present. There was no clear majority for one
or the other.

Bibliography

Lucy Venable, on behalf of Mary Jane Warner, explained several points
concerning the Bibliography.

A letter from Mary Jane Warner was mailed along with the Research Papers
prior to this conference. She is undertaking now the work on Volume 4. New
entries must be sent to her by September 15, 1997.

During 1998-99 she can have access to student assistance at York University to
work on the Bibliography, if ICKL agrees to match a $3,000 York University
grant.

Lucy Venable underlined the necessity of filling out the forms for new entries
under the proposed categories.

In order to be as exhaustive as possible, contact with libraries which house
Laban notation scores will be made, and each individual is encouraged to send
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It was noted that in order to do a Web publication, all entries will have to be in a
database. Once this work is completed, it will offer more flexibility and choice
to print either additional volumes or a merged volume.

The recommendation to Mary Jane Warner will be to work with a priority on a
hard copy publication of Volume 4. As long as there are copies of Volumes 1, 2
and 3 still available, this is economically rational.

1997 Confe

One of the benefits from this conference’s organization in Asia is the fact that it
attracted several new members.

A proposal was made to, exceptionally, to offer to those new members who paid
dues for 1996/97 the Proceedings, and to grant them their 1997/98 membership.
After the conference they will receive a welcome letter from the president, Ann
Hutchinson Guest, as well as their membership card and the ICKL constitution.

Proceedings

Fellows expressed their concerns about the fact that research papers are only
sent to members prior to the conference, and apart from this mailing are not
available afterwards, although they represent a valuable source on the theory of
notation.

There was discussion concerning this problem. Research papers could be
published with the Proceedings, but it may result in too heavy a publication, in
terms of number of pages. The research papers could be published as the
proceedings, bound, and with an ISSN number. Discussion on the costs of such
a publication followed. The expenses of circulating the research papers now
include xeroxing and postage fees. A publication will add slightly higher fees,
but not much more.

For the forthcoming proceedings, it was decided to include Jdnos Fiigedi
research paper on “an Analysis and Classification of Springs” as it represents an
extensive survey on the topic. Fellows present thought it was of interest to have
this work published.

During the conference, particularly because we gather people speaking many'
different languages, it is useful to prepare abstracts, illustrative samples or full
papers to hand out to the attendees during presentations. In the future the
Secretary will add a note to the guidelines sent to presenters, to encourage them
to prepare in advance such written or visual aids for their presentations.

Concerning the Proceedings publications, a Fellow expressed her concern that
full references such as publisher name, date and place of publication, ISBN be
given. The fact that ICKL is an international organization, with no fixed
location, makes it difficult to have all those references fulfilled, but in the last
few years Proceedings do have an ISSN number.

Public Relations

Several points were raised concerning the circulation of the information amongst
notation people, and towards a wider audience.





















INTERNATIONAL COUNCIL OF KINETOGRAPHY LABAN
STATEMENT OF REVENUE AND EXPENDITURES

For the period July 1, 1995 to June 30, 1997

REVENUE AND EXPENDITURES IN DOLLARS

BEGINNING CASH BALANCE - July 1, 1995

DURING THE TWO YEARS THE ORGANIZATION
RECEIVED;

Dues $4144.13
Publications 1246.00
Interest on NOW account (USA) & Eng

account 447.78

Total Revenue
Total Cash Available

DURING THE TWO YEARS THE ORGANIZATION
SPENT FUNDS IN THE FOLLOWING MANNER:

Refunds on '95 Conference 182.00
Publications 2263.58
1995 Conference Proceedings 2050.00
1997 Conference Papers 885.00
1997 Travel Expense Conference 831.75
Bank Charges on US Account 15.00
Executive Committee 1907.92

Total Expenditures

ENDING CASH BALANCE 6-30-97

$15,565.79

5847.91

$21413.70

$8135.25

$13278.45

NOTE: 1997 CONFERENCE BILLS OF APPROXIMATELY $500.00

HAVE NOT BEEN PAID.
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INTERNATIONAL COUNCIL OF KINETOGRAPHY LABAN
STATEMENT OF REVENUE AND EXPENDITURES

For the period July 1, 1995 to June 30, 1997

ACTUAL/BUDGET ACCOUNTING 1995-1997

REVENUE

Dues

Biblio. I

Biblio. 11

Biblio. III

Index

Conf. Proc. Publica.
1997 Conf. Fees
Interest earned

Total Revenue

EXPENDITURES

Publications

1995 Conf. Proceedings

1997 Conf. Papers
1997 Conf. Travel
Bank Charges
Research Panel

Executive Committee
Refund '95 Conference

Total Expenditures $8135.25

IN DOLLARS
ACTUAL BUDGET DIFFERENCE
$4144.13 $3500.00 $644.13
147.00 150.00 3.00
132.00 150.00 18.00
403.00 250.00 153.00
145.50 625.00 479.50
418.50 418.50
0.00 2000.00 2000.00
457.78 450.00 7.78
SH847.91
2263.58 150.00 2113.58
2050.00 2500.00 450.00
885.00 2500.00 1615.00
831.75 e 831.75
15.00 10.00 5.00
none 300.00 300.00
1907.92 250.00 1657.92
182.00

Excess Expenditures over Revenue $2287.34

Cash beginning $15,565.79

CASH ENDING

$13278.45



INTERNATIONAL COUNCIL OF KINETOGRAPHY LABAN

SUBMITTED BUDGET

STATEMENT OF REVENUE AND EXPENDITURES

For the period July 1, 1995 to June 30, 1997

PROPOSED BUDGET FOR 1997-1999 ICKL
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REVENUE DOLLARS = STERLING POUNDS
Dues $3500.00 2104.00
Biblio 1 150.00 90.17
Biblio II 150.00 90.17
Biblio 111 250.00 150.29
Index 250.00 150.29
Conf Proceed Pub 250.00 150.29
1999 Conf. Fees 2000.00 1202.28
Interest Earned 500.00 300.57

Total Revenue $7050.00 4238.06

EXPENDITURES
1997 Conf. Proceedings $2500.00 1502.86
1999 Conf. Papers 2500.00 1502.86
Bank charges 10.00 6.01
Research Panel 300.00 180.34
Executive Committee 500.00 300.57
Publications 150.00 90.17

Total Expenditures $5960.00 3582.81
Excess Revenue over Expenditures
S$1090.00 655.24

NOTE: Rate of Exchange on July 1, i997 figured for this report.

$1.6635
6011421

1.0O
$1.00

Inn

Submitted by Toni' Intravaia, Treasurer, ICKL, USA
Assisted by Inma Alvarez, England
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AMENDED BUDGET

INTERNATIONAL COUNCIL OF KINETOGRAPHY LABAN
STATEMENT OF REVENUE AND EXPENDITURES

For the period July |, 1995 to June 30, 1997

PROPOSED BUDGET FOR 1997-1999 ICKL

REVENUE DOLLARS
Dues S3500.00
Biblio | 150.00
Biblio II 150.00
Biblio III 250.00
Index 250.00
Conf Proceed Pub 250.00
1999 Conf. Fees 2000.00
Interest Earned 500.00

Total Revenue S7050.00

EXPENDITURES
1999 Conf. expenses $2000.00
Biblio. publication 2500.00
1997 Conf. Proceedings 2500.00
1999 Conf. Papers 2500.00
Bank charges 10.00
Research Panel 300.00
Executive Committee 500.00
Publications 150.00
Brochure 1000.00

Total Expenditures S11,460.00

Excess Expenditures over Revenue

$4410.00

Submitted by Toni" Intravaia. Treasurer. ICKL, USA
Assisted by Inma Alvarez. England
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ICKL 1996-1997 MEMBERSHIP

Core members

Ann HUTCHINSON GUEST

17 Holland Park

W 11 3TD London

Great-Britain

e-mail: lodc.ahg @dial.pipex.com

Fellows

Georgette AMOWITZ GORCHOFF
1215 Krise Circle

Lynchburg, VA 24503

US.A.

e-mail: note8r@mindspring.com

Sally ARCHBUTT
53 a Croham Road
South Croydon
Surrey CR2 7HE
Great-Britain

Marion BASTIEN

14 avenue des Gobelins
75005 Paris

France

e-mail: marion-b @imaginet.fr

Odette BLUM

180 West Kenworth Road
Columbus, OH 43214
U.S.A.

e-mail: blum.] @osu.edu

Ann KIPLING BROWN
University of Regina

Faculty of Education

S4S 0A2 Regina - Saskatchewan
Canada

e-mail: kiplinga @leroy.cc.uregina.ca

Jacqueline CHALLET-HAAS
3 Place Saint-Arnoult

60800 Crépy-en-Valois
France

Nadia CHILKOVSKY NAHUMCK
Rd 1, Box 845 Kutstown

E. Greenville, PA 18041

U.S.A.

Ray COOK

366 Hooker avenue
Poughkeepsie, NY 12603
U.S.A.

Mary COREY

11 Spicewood Way
Irvine, CA 92715

U.S.A.

e-mail: mecorey @uci.edu

Christine ECKERLE
Leibnizstra3e, 27
D-45219 Essen
Germany

Sidn FERGUSON

41 College Park Way
Dundrum

Dublin 16

Ireland

Ilene FOX

355 West 85th St. Apt 3

New York, NY 10024

US.A.

e-mail: notation@mindspring.com

Janos FUGEDI

MTA Zenetudomdnyi Intézet
Postafiék 28

H-1250 Budapest

Hungary
e-mail: janosf@zti.hu

Els GRELINGER
34 Wemyss Road
Blackheath
London SE3 OTG
Great-Britain

Roderyk LANGE

Les Bois, St Peter

Jersey JE3 7TAQ - Channel Islands
Great-Britain



Billie LEPCZYK

Virginia Tech

203 War Memorial Hall
Blacksburg, VA 24061-0313
U.S.A.

e-mail: lepczyk @vt.edu

Billie MAHONEY

620 E. 81st Terrace
Kansas City, MO 64121
U.S.A.

Vera MALETIC

345 E. South St.
Worthington, OH 43085
U.S.A.

e-mail: maletic.l @osu.edu

Sheila MARION

760 Richard Ct.
Worthington, OH 43085
U.S.A.

e-mail: marion.8§ @osu.edu

Pino & Pia MLAKAR
c/o D. Berce- Mlakar
Dagelfinger Str. 16
Miinchen 81929
Germany

Grete MULLER

Sigurd Leeder School of Dance
Miihlebiihl 16a

CH-9100 Herisau

Switzerland

Leslie ROTMAN
2100 N. Vine St.
Berwick PA 18603
U.S.A.

Rhonda RYMAN KANE

Department of Recreation and Leisure
Studies - BMH 2203

University of Waterloo

Waterloo, N2L 3G1 Ontario

Canada

e-mail: rsryman @healthy.uwaterloo.ca

Muriel TOPAZ
48 Sentinel Hill Road
Milford CT 06460

U.S.A.
e-mail: MTopaz281 @aol.com

Judy VAN ZILE

University of Hawaii at Manoa
Dpt of Theatre and Dance
1770 East-West Road
Honolulu Hawaii 96822
U.S.A.

e-mail: zile@hawaii.edu

Lucy VENABLE

554 South 6th Street
Columbus OH 43206-1271
U.S.A.

e-mail: venable.l @osu.edu

Varina VERDIN

19 Huggetts Lane
Willingdon, Eastbourne
Sussex BN22 OLT
Great-Britain

Mary Jane WARNER

304 Wychwood Drive

Toronto, Ontario M6B 4C6

Canada

e-mail: mjwarner@EDU.YorkU.CA

Carl WOLZ [Elected Oct. 1997]
8-19-1 Kita Karasumaya

157 Tokyo

Japan

e-mail: carl@jwcpe.ac.jp

After 1 April 1998, write to:
5518 Chippewa St.

St. Louis, MO 63109
US.A.

Members

Yvette ALAGNA

2 rue du Général Henrys
75017 Paris

France

Inma ALVAREZ

64 Woodfield Road

Kings Heath

Birmingham B13 9UJ
Great-Britain

e-mail: inma.alvarez@nene.ac.uk
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