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TWENTY-FOURTH BIENNIAL CONFERENCE

RESEARCH PANEL
Anja Hirvikallio and Sheila Marion, co-Chairs,
Ann Hutchinson Guest, Honorary Member,
Jacqueline Challet-Haas, Member

SCRIBES
Melanie Clarke, Tina Curran,Karen Mozingo,
Shelly Saint-Smith, Anna Karin Stahle

TECHNICAL SESSION CHAIRS
Christine Eckerle, Janos Fiigedi,
Lucy Venable

PRESENTATION CHAIRS
Inma Alvarez, Marion Bastien, Leslie Bishko, Melanie Clarke,
Wendy Chu, Tina Curran, Pat Debenham, Henner Drewes,
Ciane Fernandes, Ilene Fox, Janos Fiigedi, Esther Geiger,
Teresa Heiland, Karin Hermes, Ann Hutchinson Guest ,

Jean Jarrell, Chris Jones, Joukje Kolff, Jeffrey Longstaff,
Angela Loureiro, Billie Mahoney, Sheila Marion, Karen Mozingo,
Richard Allan Ploch, Agusti Ros, Bala Sarasvati, Shelly Saint-Smith,
Anna-Karin Stahle, Lucy Venable

ON-SITE CONFERENCE ORGANIZATION
On-site organizer: Jean Jarrell,
with the help of Jeffrey Longstaff and Melanie Clarke,
and the team of helpers :
Heidi Baumgartner, Natasha-Lea Gibbs, Jessica Moolenar
Kerstin Rosemann, Rebecca Stancliffe, Louise Tanoto
Morgelyn Tenbeth Ward, Melissa Sipilia

SPECIAL THANKS
to the following:

Anthony Bowne, actual director of LABAN, for hosting the conference,
Marion North, former director of LABAN, for the initial offer.
Chris Clow, in charge of the technical settings.

And for the concert, the production crew:

Fay Patterson and Xavier Briche,
as well as all the dancers and restagers.
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2005 ICKL CONFERENCE SCHEDULE

15:45 - 17:15
17:30 - 19:30

18:30 ~ 20:30

ICKL Executive Committee Meeting #1
Registration table

Opening Reception at LABAN

9:00 - 10:00

10:15-11: 15

11:45 - 12:45

12:45 - 14:00

14:00 - 15:00

SESSION 1 — Studio Theatre — Chair: Richard Ploch

Opening Session
Welcoming addresses: Anthony Bowne, Director of LABAN, and
Ann Hutchinson Guest, President of ICKL.

Rudolf Laban’s Notation Workbook: an historical survey of
dance script methods from Choreographie (1926). Paper.
Jeffrey Longstaff, UK

SESSION 2 - Studio Theatre — Chair: Inma Alvarez

Relationship between Movement and Personality. Paper.

- (Laban analysis). Dianne Dulicai, USA.

The Role of Notation on Body Construction. Paper
(Notation/LMA). Angela Loureiro de Souza, Brazil/France, and
Jacqueline Challet-Haas, France.

SESSION 3 — Studio Theatre — Chair: Billie Mahoney

A Meeting of Minds: Adapting Laban’s movement themes to
dance writing projects. Paper (Laban concepts for educational
dance). Candace Feck, USA

Falling, Releasing and Post-Judson Dance. Paper (LMA).
Melanie Bales, USA

LUNCH
SESSION 4 — Studio Theatre — Chair: Sheila Marion

The Labanotation Score of Trio A by Yvonne Rainer.
Workshop: Reading Session and presentation (Notation). Joukje
Kolff and Melanie Clarke, UK.
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15:15 - 16:45

15:15-17:15

17:45 — 18:45

19:30 -

SESSION 5A — Studio Theatre — Chair: Bala Sarasvati

Observing and experiencing stillness in dance choreography.
Paper and Workshop (Motif Notation). Oona Haaranen,
Finland/USA. [First of two offerings.]

SESSION 5B — Studio 12

Kinetography Laban/Labanotation Technical Session #1

Interpreting Timing Conventions in Labanotation. Rhonda
Ryman, Canada, and Ilene Fox, USA. Presentation and discussion.

ICKL Fellows Meeting #1
PERFORMANCE - LABAN - Bonnie Bird Theatre

From Labanotation to Performance — Past, Present and
Future.

9:00 - 10:00 -

10:15-11: 15

11:45 - 12:45

SESSION 6 — Studio Theatre — Chair: Jean Jarrell

Salome — A written Choreography. Paper (Notation). Rose Breuss,
Austria.

Method of Giving Quality to Improvisation - The Notation of
Love, a Work by Loic Touzé and Latifa Laabissi. Paper
(Notation). Jean-Marc Piquemal, France.

SESSION 7 — Studio Theatre — Chair: Tina Curran

Communicating Intention in notating release-based technique.
Paper (Notation). Melanie Clarke, UK.

Cognitive Processes in Reading Labanotation: Do skilled
readers automatically transform notation into representations
of body posture? Paper (Notation). Corinne Jola, Switzerland,
and Patrick Haggard, UK

SESSION 8 A — Studio Theatre — Chair: Teresa Heiland

“The Theorized Body” and “the Experienced Body” in Dance
Research: Exploration through the lens of Patterns of Total
Body Connectivity. Paper (LMA). Mary Hayne, USA

LMA as a Tool for Developing Audio Description. Making the
Arts Accessible to People Who are Blind. Paper (LMA). Esther
Geiger, USA.



11:45-12:45

12:45 - 14:00

14:15 - 15:00

15:15 - 16:45

15:15-17:15

17:45 - 19:00
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SESSION 8 B — Studio 3 — Chair: Billie Mahoney
Observing and experiencing stillness in dance choreography.

Paper and Workshop (Motif Notation). Oona Haaranen,
Finland/USA. [Second offering]

LUNCH

SESSION 9 - Studio Theatre — Chair: Wendy Chu

Bob Fosse’s Choreographic Screen Debut: 48 seconds that set
a course. Paper (LMA). Pat and Kathie Debenham, USA.

SESSION 10 A — Studio Theatre — Chair: Pat Debenham

Movement Training and Performance Enhancement Utilizing
Laban Movement Analysis and Bartenieff Fundamentals.
Workshop (LMA). Bala Sarasvati, USA.

SESSION 10 B - Studio 12

Kinetography Laban/Labanotation Technical Session #2
Upper Body Movement Analysis, Noélle Simonet, France.
Workshop.

Interpreting Timing Conventions in Labanetation. Discussion.

General Meeting #1

9:00 - 10:00

10:15-11: 15

SESSION 11 — Studio Theatre — Chair: Lucy Venable

About Malkovsky’s Free Dance and its Transmission. Paper
(Documentation/Notation). Suzanne Bodak, France.

Movement Analysis of The Green Table. Paper
(Choreutics/Eukinetics). Makiko Takano, Japan.

SESSION 12 A — Studio Theatre — Chair: Leslie Bishko

The Possibility of Using 3D Computer Animation as a
Complimentary Tool to Dance Documentation. Paper. Johan
Stjernholm, UK.

Laban Motif of Algorithms for Automatic Generation of
Dance Sequences in "Web3D Dance Composer". Paper. Bin
Umino, Japan, Jeffrey Scott Longstaff, UK, Asako Soga, Japan.
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10:15-11: 15  SESSION 12 B — Studio 3 — Chair: Karin Hermes

Gertrud Bodenwieser’s The Demon Machine. Workshop:
Reading Session and presentation (Notation). Karen Mozingo,
USA.

11:45-12:45 SESSION 13 - Studio Theatre — Chair: Joukje Kolff
The Representation of Movement in Notation Systems and its
Transformation in Digital Processing. Paper. Henner Drewes,
Germany.

Computer Interpretation of Labanotation within Graphical
Dance Notation Scores. Paper. Matthew Gough, UK.

12:45 — 14:00 LUNCH
14:00 - 15:00 SESSION 14 — Studio Theatre — Chair: Melanie Clarke

Choreocinema. Paper (LMA). André Austvoll, Norway

Notation on Film, Notation for Film. Paper (Notation). Janos
Fiigedi, Hungary.

15:15 - 16:15 SESSION 15 A — Studio Theatre — Angela Loureiro

Exploring the Use if Laban with Orphans in Uganda, Africa.
Paper (LMA) Begofia Caparros, Spain/USA

Laban Movement Analysis in the Area of Cultural Studies.

Teaching & adapting folk dance for seniors with various

chronic conditions. Paper (LMA). Barbara Kennnedy, Canada.
15:15-17:15 SESSION 15 B — Studio 12

Kinetography Laban/Labanotation Technical Session #3

Ad Lib and Freedom of Interpretation, Karin Hermes,
Germany/Switzerland. Presentation and discussion.

17:45 - 18:45 ICKL Executive Committee Meeting #2

- 9:00 - 10:00 - SESSION 16 — Studio Theatre — Chair: Marion Bastien

Using LabanLab in the Classroom. Paper (Notation). Sheila
Marion and Rachel Boggia, USA



10:15-11: 15

10:15-11: 15

11:45 - 12:45

12:45 - 14:00

14:00 - 15:00

15:15-16:45

15:15-17:15

Mapping Motif. Report (Motif Notation). llene Fox and Tina
Curran, USA.

SESSION 17 A — Studio Theatre — Chair: Shelly Saint-Smith

Teaching Methodologies: Utilizing reading literacy strategies to
cultivate dance literacy. Workshop (Motif Notation). Tina Curran,
USA

SESSION 17 B - Studio 3 - Chair: Jeffrey Longstaff

Three Folk Dances from Rumania. Workshop: reading session
(Notation). Andrea Treu-Kaulbarsch, Germany

SESSION 18 - Studio Theatre — Chair: Janos Fiigedi

Analysis of Movement and Kinetography Laban for Students
of Ethnomusicality. Paper (Notation). Elena Bertuzzi,
Italy/France

Applying Labanetation on Greek Folk Dance: the case of the
dances of the Greek Ionian island of Lefkada. Paper
(Notation). Maria 1. Koutsouba, Greece

LUNCH
SESSION 19 — Studio Theatre — Chair: Ilene Fox

Choreological Study of Japanese Old Ritual Dance by “Your
Move” Notation System; a study on Miko-Mai in Kotohira
Shrine from the point of view of dance idiom. Paper (Motif
Notation). Harumi Kimura and Reiko Morita, Japan.

The Essence of Thai Male Classical Dance. Paper
(LMA/Notation). Chommand Kijkhun, Thailand

SESSION 20 A - Studio Theatre — Chair: Esther Geiger

Revisiting Ancient Tradition: Labanotation Movement
Analysis and Bartenieff Principles as Applied to the Practice
of Indian Classical Dance. Paper and Workshop (LMA). Ciane
Fernandes, Brazil/Germany and Rajyashree Ramesh,
India/Germany

SESSION 20 B - Studio 12
Kinetography Laban/Labanotation Technical Session #4

Upper Body Movement Analysis;
Interpreting Timing Conventions in Labanotation;
Ad Lib and Freedom of Interpretation.
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9:00 - 10:00

10:15~11: 15

10:15-11: 15

11:45 - 12:45

12:45 - 14:00

14:00 - 15:00

15:15 - 16:45

Discussions

SESSION 21 ~ Studio Theatre — Chair: Agusti Ros

The Silent Wisdom: Teaching LMA for Actors. Paper (LMA).
Gabriela Gonzalez, Argentina/UK

Scale Monologues: illustrating the application of Laban’s
Space/Harmony theories to the acting process. Paper

(Choreutics). Jennifer Mizenko, USA. (Presented by Richard
Ploch.) V

SESSION 22 A — Studio Theatre — Chair: Jeffrey Longstaff

Laban Movement Analysis applied to Dramatic Movement.
Paper and Workshop (Notation and LMA). Jorge Gayon,
Mexico/France, and Greta Maes, Belgium/France.

SESSION 22 B - Studio 3 — Chair: Karen Mozingo

Labanotation and Technique: Bridging the Gap to Build
Articulate Dancers. Workshop (Notation). Julie Brodie, USA.

SESSION 23 — Studio Theatre — Chair: Henner Drewes

Visualizing the A Scale: A visual supplement to teaching
Choreutics. Paper (Choreutics). Leslie Bishko, Canada.

Using the Laban Dancer to Visualize Notation Scores: Beta-
testing. Paper (Notation). llene Fox, USA and Rhonda Ryman,
Canada

LUNCH
SESSION 24 — Studio Theatre — Chair: Anna-Karin Stahle

Laban-Bartenieff Movement Analysis as a Tool for Teaching
Dance, Performance Skills, and Wellness to Adolescent Girls.
Paper (LMA). Deborah Hull, USA

An Overview of a Creative Dance Course through a
Multimedia CD-Rom. Paper (Notation). Billie Lepczyk, USA.

SESSION 25 A ~ Studio Theatre — Chair: Ciane Fernandes

Surviving Assembly Line Work using Laban Bartenieff
Movement Analysis. Workshop (LMA). Teresa Heiland, USA.



15:15-17:15

17:45 - 18:45

18:15 -
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SESSION 25 B — Studio 12

Kinetography Laban/Labanotation Technical Session #5

The Process of Training Notators, Panel. Organized and moderated
by Sheila Marion.

ICKL Fellows Meeting #2

BANQUET at Trafalgar Tavern.

9:00 - 10:30

9:30 - 10:30

11:00 - 12:00

12:30 - 14:00

14:00 — 14:30

14:30 - 17:30

SESSION 26 A — Studio 12

Kinetography Laban/Labanotation Technical Session —
Conclusion

SESSION 26 B — Studio Theatre
Meeting of LM A/Motif attendees

General Meeting #2
LUNCH

SESSION 27 — Studio Theatre — Chair: Ann Hutchinson Guest

Current Issues in Archiving and Transmitting the Dance
Heritage in the 21* Century. Paper. Valerie Preston-Dunlop,
UK

SESSION 28 — Studio Theatre — Chairs: Marion Bastien & Chris
Jones

Seminar on Laban Archives
Held in conjunction with the Society for Dance Research, UK, and
the European Association of Dance Historians.

With reports from LABAN, UK; National Resource Centre for
Dance, UK; Centre National de la Danse, France; Tanzarchiv
Leipzig, Germany; Ohio State University, USA, Learning
Resources Centre, Roehampton University, UK.
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THE TECHNICAL REPORT
by

The 2003-2005 Research Panel
Sheila Marion, Anja Hirvikallio and Jacqueline Challet-Haas

THE TECHNICAL RESEARCH PAPERS
1. Ryman, Rhonda and Hene Fox, “Interpreting Timing Conventions in Labanotation”
2. Simonet, Noklle, “Workshop on “‘Upper Body Movement Analysis’”

3. Hermes, Karin, “Ad Lib and Freedom of Interpretation”

All technical papers accepted for presentation are rigorously reviewed by the Research
Panel of ICKL, then mailed to the membership prior to the Conference. Members are
invited to send comments and questions to the author with a copy to the Research Panel.
The papers are presented and discussed at the Conference. The resultant proposals are
generally voted upon and published in the “Technical Report™ of the Proceedings.

CIRCULATED BUT NOT INTENDED FOR DISCUSSION
4. “A Proposal for the Head and Its Parts” by Carl Wolz

Carl Wolz initially presented “A Proposal for New Symbols for the head and its Parts” at
the 1983 ICKL conference. The revised version proposes a different set of symbols. The
paper was completed before Wolz’s death. To honor him, llene Fox had his handwritten
corrections and notated examples input into the present paper. She submitted it in his
name to let people know of his continued work on this topic.

The Research Panel had several questions and concerns; however Fox did not think it was
appropriate for her to make changes to the paper. The paper was not presented for
discussion at the conference, and it is not material that has been approved and passed.
The paper was circulated to the membership for information so that anyone who has a
need for this work and wishes to build on it, can continue Wolz’s research.
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REPORT FROM THE ON-SITE RESEARCH PANEL CHAIR

by
Sheila Marion

The technical portion of the conference began with Rhonda Ryman’s and Ilene Fox’s
paper “Interpreting Timing conventions in Labanotation,” presented by Hlene Fox.
Through the process of creating LabanDancer, a computer program to translate notation
into animation, the authors uncovered additional information about the relationship of
steps to gestures. A number of points in their paper were discussed, and resulted in a
favorable vote on the authors’ “Step-Gesture Analysis Proposal” (see Summary of Voting
on Technical Items, and the Technical Report, below).

Other conference technical papers continued a trend of recent ICKL conferences in which
technical papers were presented to explore applications and understandings, and were not
intended for voting. Noglle Simonet’s paper, “Workshop on “‘Upper Body Movement
Analysis,” follows requests from previous conferences for further exploration of KIN
usages and rules. Karen Hermes paper “Ad Lib and Freedom of Interpretation” expands
the exploration of ad lib signs and their application begun by Ray Cook for the 2001
ICKL conference.

In addition, as part of the technical sessions, Christine Eckerle, llene Fox, Janos Fiigedi,
Jean Jarrell and Noélle Simonet participated in a panel on the process of training notators.
The panel discussion was informal, with each member describing the process at his or her
institution, followed by responses to questions from the membership.

Thanks go to the presenters and authors, Ilene Fox, Karin Hermes, Rhonda Ryman and
Noélle Simonet for their thoughtful analysis of the issues. Without the significant
preparation and presentation of technical papers, productive discussions and exchange of
information would not be possible. Thank you also to the participants in the panel on
training notators, for insight into the various aspects and considerations in the process.

Thank you to my fellow Research Panel members, Anja Hirvikallio, Chair; Jacqueline
Challet-Haas; and Honorary Member Ann Hutchinson Guest, who spend many hours
prior to the conference reading papers and providing feedback to the authors. Technical
session Chairs keep us on track and help to recognize all our members’ contributions to
discussions. Thank you Christine Eckerle, Jdnos Fiigedi and Lucy Venable for your
excellent work in facilitating discussions. Thank you also to the session scribes Melanie
Clarke, Tina Curran, Karen Mozingo, Shelly Saint-Smith and Anna Karin Stihle for your
careful notes that provide a record of discussions and contribute significantly to the
technical report.

At the conclusion of the technical sessions, we identified topics of interest for the next
conference. These include:
» continue discussion of “upper body movements”



» continue research into ad lib symbology and applications
* continue discussion of items presented at the 2004 Bejing Conference
« rescarch application of “to caret or not” from 2001 Conference

Technical papers are generated by the membership, and may address these or other
concerns. We welcome contributions from people who wish to explore a theoretical issue
that they may have encountered in their work. While the Research Panel can solicit
papers from the ICKL membership, their principal responsibility is to respond and give
feedback to the authors. Current members of the Research Panel, Jacqueline Challet-
Haas, Anja Hirvikallio and Sheila Marion will remain on the Panel for 2005-2007, and
will be joined by Shelly Saint-Smith and Noélle Simonet. Sheila Marion will serve as
chair.

SUMMARY OF VOTING ON TECHNICAL ITEMS

Voting followed the ICKL constitution, which states:

Any resolution involving a Technical Matter. . . shall require for its adoption the
separate approval of a three-fourths (3/4) majority of the Fellows present at a meeting
of members of the Council . . .. If more than two thirds (2/3) of the members present
oppose the outcome of the vote by the Fellows on the same resolution then the
Fellows shall be required to reconsider the resolution.

I. PROPOSAL PASSED

(Votes of the Fellows are recorded first; the votes of the members follow in
parentheses)

votes for votes against abstentions
1. Step-Gesture Analysis Proposal 12 (18) 00 0

II. DISCUSSED BUT NOT INTENDED FOR VOTING
1. Workshop on ‘Upper Body Movement Analysis’
2. Ad Lib and Freedom of Interpretation

3. The Process of Training Notators: Panel Discussion

IIl. CIRCULATED BUT NOT INTENDED FOR DISCUSSION

1. A Proposal for the Head and Its Parts



TECHNICAL REPORT

I. THE FOLLOWING ITEM WAS OFFICIALLY ACTED UPON AND PASSED
AT THE 2005 ICKL CONFERENCE

The statement enclosed by the solid lines was formally voted on at the conference and
accepted into the system.

A summary of the discussion of this item follows the statement enclosed by the solid
lines. This summary does not represent the official decision but is included to provide
information on the issues raised for those who were not present at the conference.

1. Step-Gesture Analysis
It is proposed:

That the Labanotation Step-Gesture rule as currently stated be abolished as we now
know that weight can be released from the gesture leg sooner than 1/2 way through
the step.

That this is the analysis that we now understand:

When stepping, a gesture of the other leg can begin after the step (transference of
weight) has progressed to the point that weight is released from the previous support
(generally 1/4 to 1/3 of the way through the step), freeing it to gesture. The context
of the movement can affect exactly when the leg is free to gesture. A step and a
gesture cannot begin at the same time.

SUMMARY OF DISCUSSION

1.2 The step-gesture rule is a Labanotation rule, so the change affects Labanotators only.
Kinetographers record the timing they see in each specific instance and do not have a
rule.

1.3. The difference between the Labanotation rule and the possibility for gesturing sooner
was discovered by the authors through programming for the animation software
LabanDancer.

1.5 Members noted that the expectation for gestures which arrive on the count, which
was found in the LabanDancer animation, is not necessarily true for all dance styles.
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1.4 Members discussed general timing versus exact timing both for learning the system
and in conventions for notating.

1.1 The step has to be prepared ahead of its indication in the notation, which is
understood.

II. DISCUSSED BUT NOT INTENDED FOR YOTING

2. “Workshop on ‘Upper Body Movement Analysis™ by Noélle Simonet.
SUMMARY OF DISCUSSION

2.1 This preseﬁtation had been requested by members as a follow up to Jacqueline

Challet-Haas’ paper “KIN Usages and Rules” presented at the 1999 conference. The

purpose of the session was to illuminate the advantages of Upper Body Movement

Analysis (UBMA) in certain circumstances.

2.2 Simonet pointed out that we have many possibilities for dcscubmg movement of the
upper torso, as shown in examples 2a-f below.

1

2a 2b 2c 2d 2e 2f
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2.3 Upper Body Movements can be described as natural, “every day” movement; other
words suggested were “functional,” “organic,” “untrained.”

2.4 Simonet differentiated between reaching, stretching, and pulling out of the shoulder.
In pulling out of the shoulder the spine is not involved as much, it’s more the scapula.

2.5 With an inclusion bow instead of Upper Body movement (ex. 2g), you have a choice
between inclination and pulling out the shoulder; context of the movement must be
considered.

2.6 There is a connection with the level of the arm and the level of Upper Body
Movement. Imagine reaching for something beyond your reach in examples, 2h-j.

b L L
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2.7 When Upper Body Movement is high (ex. 2h), it mobilizes the part of the torso
above the middle of the sternum, i.e., the shoulder region. When Upper Body Movement
is middle level (ex. 2i), it mobilizes the region around the middle of the sternum and the
waist. When Upper Body movement is low level it involves the whole moveable part of
the spine but the pelvis does not participate (ex. 2j).

2.8 With ex. 2h-j, the left shoulder should not rise. It is a different type of articulation
from a tilt. Also, there is no oppositional movement, as in a cartwheel.

2.9 When upper body movement is only on one side, you are mobilizing one side of the
torso, and trying to keep the other side quiet. Any movement of the other side is passive,
in response. ;

2.10 When there are Upper Body Movements on both sides in the same direction, a
bending occurs (ex. 2k). When there are Upper Body movements written on both sides
with opposite directions (ex. 2I) a twist occurs, which DOES NOT include the head..
2.11 In Upper Body Movements the base of the spine and hip joints are quiet.

2.12 The head is involved, not blocked. It participates, and there is flexibility in the

range of participation (the amount of movement could be described as somewhere in
between a tilt and a space hold).

3. “Ad Lib and Freedom of Interpretation” by Karin Hermes

SUMMARY OF DISCUSSION
3.1 Karin Hermes paper builds on Ray Cook’s “Indications for Freedom of
Interpretation” presented at the 2001 ICKL Conference. The paper was a result of reading
sessions and Hermes’ stagings in which she found ambiguity in the use of ad lib signs.

The session focused on examples from scores using the ad lib signs in various contexts.

3.2 We were reminded of various different forms of ad lib signs, .examples 3a-i:
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Ex 3a and b: something like that, more or less;

Ex. 3c: ad lib in timing;

Ex. 3d: degree of outward rotation of the legs is left to the performer
Ex. 3e: unrotated legs, feet point approximately forward;

Ex. 3f: members of the group are free to vary arm movements. A large double
similar sign written at the right of the staff would indicate that the single members
of a group are free to vary the movement—several variations occur at the same
time.

Ex. 3g section may be performed as often as one chooses;
Ex. 3h: degree of change of front may vary;

Ex. 3i: shape of path is only similar to a circular path
(this case indicates exact degree of change of front).

3.3 Ad lib signs are often added if the movement doesn’t quite fit the symbols.

3.4 Hermes discussed notating the works of contemporary choreographers who are not
using codified movement: how to capture the movement without using an extensive
glossary, dealing with improvisation, works not designed for conventional stages.

3.5 In discussing movement style, Hermes used the word “habitus,” a term from
sociology meaning “inscribed in the body.” These inscribed habits that are usually
culturally determined and generally out of awareness, but that can be changed if a person
becomes conscious of them. “Black spots” referred parts of the body or movement
quality that one is not aware of, while “field dropping” referred to going from one set of
habits to another, such as a dancer changing her style from ballet to contemporary dance.



3.6 There was discussion about whether notators should give the scope or range of
variation possible for ad lib movement or timing.

3.7 Adlib signs in scores must be considered within the context of a choreographer’s
style.

3.8 While there was general agreement on the meaning of examples 3a-3i above, there
was disagreement on the use of the wavy line meaning “continue in the same manner,
whether it implied any particular time value or not, and whether it was actually related to
the ad lib sign. Some would use it in the context of a run, others would not, and some
would use it to mean “as fast as possible.”

3.9 There was also some disagreement about the meaning of an ad lib sign withina
direction sign or placed alongside it, and how or if they are different.

4 The Process of Training Notators: Panel Discussion
SUMMARY OF DISCUSSION

4.1 As we become more international, it scemed timely to ask, are we training people
differently and can we share techniques and approaches. Participants on the panel
included Christine Eckerle, llene Fox, Janos Fiigedi, Jean Jarrell and Noélle Simonet.
The panel was moderated by Sheila Marion, who asked each participant to discuss each
of the following:

a. What does your institution train people to do and how does it train them;

b. What are your resources for notating movement;

c. What are your financial resources for training;

d. What are the goals and immediate result of the process;

e. What are the larger issues in the field.

4.2 Christine Eckerle discussed notation at the Folkwang-hochschule in Essen. Students
include regular dance students and specialists in Kinetography. Students specializing in
Kinetography receive 4 and 1/2 hours per week instruction for two years and can choose
to do notation or reconstruction for their final project. They receive a University degree
on completion (the equivalent of between a BA and MA) with the area of qualification
specified. Graduates are teaching dance and introduce notation in their teaching, but
Eckerle finds there is not a lot of support for notation from choreographers.

4.3 Tlene Fox discussed notator training at the Dance Notation Bureau in New York.
Trainees come in to notator training having already completed certification at the
clementary, intermediate and advanced levels. The course is two semesters, which
previously emphasized ballet the first semester and modern the second, but now isin a
process of change. Students start with notating class work, then move on to a small
dance or excerpt in each of the genres. The goal is to train people to go into rehearsal
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when a piece is being set, and come out with the means to produce a score. Trainees are
trained in and practice dealing with elements of scoring such as layout, unmetered music
or silence, introduction to a score, etc. After the training year, trainees produce a
qualifying score that is then judged by professional notators.

4.4 Janos Fiigedi discussed notation education in Hungary. It was initially set up by
Maria Szentpal in the 1950s, and her continually developed method is still used, even in
notation education at the Hungarian Dance Academy, where the subject was accredited in
1984 when notation became part of the teacher training. Notation is used only in the field
of folk dance, though it seems to be well established in this genre. The reason may be that
ethnochoreology realized early its need and use as a basic tool to illustrate and underline
its theories. Because of the long past of notation training, now some of the teachers at the
Dance Academy are well trained notators. This fact inherently results in a new practice in
that notation and dance teaching are very well integrated. The primary source for notating
is the moving picture, film or video recording of dances. The advantage of the method is,
that movement can be analyzed, detailed and viewed frame by frame if necessary. The
main purposes of notation are to preserve the movement culture of the region, to support
research, to help teaching methodology, and to investigate and explain movements in the
appropriate depth.

4.5 Jean Jarrell discussed notation at Laban in London. Labanotation as an option on the
Masters in Dance Studies course was initially set up by Patty Phillips, briefly taught by
Els Grelinger and then lapsed until Jean Jarrell got it going again in 1992. Later she set
up the Specialist Diploma in Dance Notating. The Masters course option which no longer
exists focused equally on notating, directing from score and theoretical academic work
whereas Specialist Diploma students concentrate solely on notating, including speed
writing. The Specialist Diploma programme is fairly flexible in length of study and
makes use of ongoing resources in Laban, including technique classes and professional
work made on the Transitions Dance Company. Students start with ballet classes, then
move on to Contemporary and then to the rehearsal process. Completion of the course,
which results in the Laban Diploma, includes two scores, whole or extract, one score of a
Tranpsitions piece or equivalent, and successful completion of the DNB Advanced Theory
exam. .

4.6 No¢lle Simonet discussed notation at the Conservatoire de Paris. The main course
lasts for two years; the students have the choice between Laban movement notation or
Benesh movement notation . The first year focuses on elementary and intermediate levels
and the second year on advanced level with extensive theoretical and physical practice.
An examination concludes each year. There is an option of one or two additional years of
training at the professional level in notating, reconstructing from scores and teaching .A
diploma concludes these terms (close to a master degree). After graduation, students use
notation in various fields including notation of scores, reconstructions of scores, teaching
notation and research on dance.

4.7 After each panel member talked about training in their institution, the discussion
focused on resources for teaching notation students, including using scores by other
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students and professionals for score reading practice and for comparing different ways of
writing.

4.8 A greater portion of the discussion had to do with funding resources, with concerns
from most of the panel members about support for notation, including funding for
notation projects and interest by choreographers in having their work notated.



Appendix A: Interpreting Timing Conventions in Labanotation

By Rhonda Ryman and Ilene Fox
May, 2005

1. Background

1.1

1.2

1.3

14

For the Dance Notation Bureau project to create a program that translates notation into
animation, the authors needed to define for the programmer the timing conventions used in
Labanotation. We needed to specify the breakdown of a step, and clarify when a related
leg gesture is understood to begin and end. As we looked at the timing conventions, we
began to question our understanding of current theory and rules.

In LN, there are two ways of specifying timing: unit timing (or general timing or the timing
convention) versus exact timing. To show a touch on count 2, using unit timing, it would
be written as in example 1A. Written with exact timing, the same movement would be
written as in example 1B. The % is used to alert the reader that the notation is read with
exact timing. See Study Guide for Intermediate Labanotation, by Jane Marriett and Muriel
Topaz, pages 16 and 17. See also Labanotation, Fourth Edition, by Ann Hutchinson Guest,
pages 183-185.

1A 1B 1C

There is lack of consensus on whether unit timing also applies to gestures that don’t touch.
That is, does the gesture in example 1C arrive “on the beat” (i.c., at the start of a count) or
at the end of the beat? To see how this theory is interpreted in practice, we conducted a
short study in which we asked subjects to read notation containing steps and gesture and
videotaped their performance done to the beat of a metronome. We looked at how the
gestures coincided with the beat. (See Section 4.) Based on the results of this study, this
paper takes the position that unit timing applies to all gestures, i.e., in example 1C the
gesture arrives at the start of the beat.

We had a search of ICKL proceedings carried out, but it did not uncover information that
illuminated this issue. The references to the issue that were found are Questions of how we
read and write timing in Kinetography (Paper 6), ICKL 1969 (this paper poses some of the
same questions we are asking here); Validity of Horizontal Bows, 1CKL Proceedings 1989,
pages 21 — 26; Props, ICKL Proceedings 1997 , page 18.



2. Our Current Understanding

2.1 Hackney, Manno and Topaz (Study Guide for Elementary Labanotation, 1977, page 19)
break down a step as follows:

l 4th 1/4: preparation for next step, foot starts moving into new direction.
3rd 1/4: weight transfer completed, previous foot releases from floor

2nd 1/4: weight being transferred from one foot to the other.

1st 1/4: foot contacts the floor

2.2 According to this definition, the foot contact happens at the start of the symbol, “on the
beat.”

2.3 Also according to this definition, a gesture performed with a step begins halfway through a
step (the “Step Gesture Rule”). Before that the foot still has weight on it and cannot
gesture.

2.4 Applying the timing convention to gestures, as demonstrated in our empirical research, the
gesture arrives at the start of the beat in which the symbol finishes. That is, a one-beat
gesture arrives at the start of the beat in which the symbol is placed. In order to arrive on
the beat, an arm or leg gesture must begin moving in the previous beat. A half-beat gesture
arrives on the start of the half beat; it must therefore begin moving in the previous half-

beat.
H H %

2C 2C! 2D 2D!
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3.0  Defining the Problem

3.1 We created a test file to see how the program handled arm and leg gestures, including steps
with gestures. See example 3A.

EE e A
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Example 3A

3.2 In the early stages of the project, the program interpreted the notation literally, i.e. 1-count
arm and leg gestures arrived in their stated direction at the end of the count. In Example
3A, for example, it interpreted that the left leg reached side low at the end of count 1. This
did not leave any time for the leg to move towards the forward low step in order to contact
the floor at the start of count 2.

3.3 In order to clarify for the programmer the timing convention for gestures, we created a
version of the test phrase 3A written with exact timing (see 3B).
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Example 3A Example 3B
Phrase notated according Phrase notated to
to the timing conventions show exact timing

34 When we wrote the example using exact timing, problems with our understanding of
timing became clear:

3.4.1 Inbar 1 count 1 and bar 2 counts 2-4, we are breaking the Step Gesture Rule. If we
shorten the leg gesture so that it does not begin until halfway through the step, but
finishes in time for the preparatory leg gesture, the gesture happens too quickly.

3.4.2 The action of the arm gestures with the legs in bar 1 count 1 is not coordinated, as
was originally intended (see 3A). If one reads example 3B exactly as written, the
movement is awkward.
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4.1

4.2

4.3

5.0

5.1

5.2
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Empirical Research: Performance Observation

In order to see how a human reader would interpret the timing conventions used in
Example 3A, we gave the notated phrase to two readers and asked them to perform it to a
metronome accompaniment. We did not tell them what we were looking for. When the
readers had adequate practice, we videotaped multiple performances. By studying this
videotape, we hoped to determine actual timing.

Concurrently we created a DanceForms computer animation of the phrase based on our
understanding of the timing conventions used in Example 3A and as explained in section 2.

We compared the animation to the videotaped performances to refine our understanding of
the theory of timing in Labanotation. While human readers followed the rules in section 5
intuitively, it was necessary for us to articulate them clearly to the programmer in order for
him to write computer code that interprets this high-level human understanding. For Laban
notation practitioners, it is necessary that we understand these explicitly and avoid
perpetuating faulty movement analysis.

Labanotation Timing Theory

Timing is greatly influenced by context. Movement is a series of accelerations and
decelerations that are modulated according to the magnitude and direction of the preceding
and the following movements. Our timing conventions provide helpful guidelines but in
practice timing may be modified by context.

Supports

5.2.1 A step is divided between the initial contact with some weight transfer, continuation
of weight transfer with arrival over supporting leg, and, if followed by another
support, anticipation of the next step.

5.2.2 When there are continuous steps, the contact with some weight transfer happens
over about the first 1/3 of the step. The weight continues to transfer, arriving over
the supporting leg during the next 1/3 or so of the step. In the final portion of the
step, the preparatory gesture for the next step occurs, and the weight begins to
anticipate the shift to the new step. See Example 5A.

3rd 1/3: preparation for next step, leg and weight start to move into new direction

2nd 1/3: weight continues transfer and arrives over supporting leg; other foot is released

1st 1/3; foot contacts floor and weight begins to transfer

Example SA



5.2.3 When a step is followed by a hold, or is the final step of the movement, the weight
takes longer to arrive over the supporting leg, arriving at the end of the duration of
the step as shown by the symbol. The whole duration may be used to come to
balance. See Example 5B.

3rd 1/3: Weight finishes transfer, in balance over supporting leg

2nd 1/3: weight continues transfer and other foot releases

1st 1/3: Foot contacts floor and weight begins to transfer

Example 5B
5.3  Gestures
5.3.1 Arm and leg gestures that happen while the dancer is not moving through space (i.e.

is not stepping/locomoting), begin before the beat in which they are placed and
finish “on the beat” (i.e. in the first 1/4 of the beat). See Example 5C and 5C'.
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5.3.2 The length of the gesture symbol tells you the duration of the movement, which
indicates how much before the beat the gesture must start. If the gesture last more

than one beat, it arrives in position on the beat in which the symbol ends (first 1/4
of the beat). See Example 5D and 5D".

gy

Written using Written using exact timing
timing convention showing how timing convention
is to be interpreted
Example 5D Example 5D'

5.3.3 When there is a step following the gesture, and the notation does not show a pause,
the preparatory gesture into the step is elongated to fill the available time, so as not

to allow a pause. In Example 5E', an action stroke has been used to indicate the
timing of the preparatory gesture.

T

| |

i

Written using ~ Written with exact
timing convention timing to illustrate
timing conventions

Example SE Example 5E'
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5.4 Supports with Gestures

54.1

5.4.2

543

544

54.5

When there are continuous steps with leg gestures, the weight needs to release from
the previous support in time for that leg to perform the written gesture (explicit
gesture) and still do the preparatory gesture (implicit gesture) into the next step. If
the weight is not released until 1/2 through the step, as Labanotation theory has
always said, the explicit gesture must be performed quite fast, and arrive 3/4 though
the beat.

There is an inconsistency in Labanotation theory of when the weight releases so that
the leg can gesture, and our understanding of the timing convention for gestures.
According to the Step Gesture Rule, a leg cannot start to gesture until 1/2 through
the beat. But according to the timing convention for gestures, a gesture written in
the second 1/2 of a beat would begin before the second 1/2 of the beat and arrive on
the “and,” just as the gestures in S5E above are understood to begin before the beat to
arrive on the beat. The gesture cannot both start to move on the “and” (half-beat)
and arrive on the “and.”

As we outlined earlier, we are suggesting that the weight transfer happens faster,
1/3 through the beat, with 1/3 of the beat for the explicit gesture so that it arrives in
the first part of the*“and” and 1/3 for the implicit gesture.

SF 5G SH

Example SF shows two continuous steps, with an explicit gesture on the first step.
It is written using our timing conventions.

Example 5G shows the same example written with exact timing based on our
current understandings. The gesture does not begin until halfway through the step,
and finishes in time for the implicit leg gesture into the second forward step. The
gesture happens in a quarter of a beat, just after the “and.”

Example SH shows the same example written according the authors’ theories. The
leg gesture happens 1/3 of the way through the beat, arriving in the beginning of the
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“and.” There is 1/3 of the beat after the gesture for the implicit leg gesture into the
second forward step.

When there is a step with arm gestures, the arm arrives in the first quarter of the
beat, coordinating with the foot contacting the floor in the step. Example 51 shows
a walk with an arm swing, written with our timing conventions. Example 5J is
written with exact timing, showing what is actually happening. As the foot contacts
the floor, the arms are in opposition (the opposite arm is forward).
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When there is a step, a leg gesture, and arm(s) gesture, all happening in the same
beat, the timing of the arm gestures are modified by the context. The first beat of
the test phrase, repeated here in example SK, gives an example of this. If the arms
were to arrive at the start of the beat, they arrive before the leg gesture and the left
arm begins to move place high as the leg gestures. The movement logic is for them
to arrive together, which is what the authors observed in performance of this phrase.
The arm gesture does not arrive until the leg gesture arrives, resulting in the place
high arm having less duration.

Example 5K shows the test phrase again. It is written using the timing conventions.

Example 5L shows the same phrase written with exact timing, following the
author’s theories. Duration lines have been used to indicate the implicit leg
gestures into the next step that are usually not written. They are written here for
explanatory purposes only, and it is not intended that they be written into notation



1-32

scores. The timing shown here is based on the authors’ observations of the test
phrase. We looked at two different performers and multiple repetitions by each.
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5.4.9 The authors took the notation shown in 5K and created a DanceForms animation of
the phrase, using this exact timing. The results were compared with the videotaped
performance and matched.
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6. Summary

6.1

6.2

6.3

6.4

We are not proposing any changes to our current writing practices. This paper, however,
is intended to clarify how to interpret what is on the page. As we began to articulate our
understandings for our programmer, we came to realize that there are discrepancies
between theory and practice. The dancer’s performance is not a literal translation of what
is on the page.

Timing is greatly influenced by context. Movement is a series of accelerations and
decelerations that are modulated according to the magnitude and direction of the
preceding and the following movements. Our timing conventions provide helpful
guidelines but in practice timing may be modified by context.

A step is divided between the initial contact with some weight transfer, continuation of
weight transfer with arrival over supporting leg, and, if followed by another support,
anticipation of the next step.

6.3.1 When there are continuous steps, the contact with some weight transfer happens
over the first 1/3 of the step. The weight continues to transfer, arriving over the
supporting leg during the next 1/3 of the step. In the final 1/3 of the step, the
preparatory gesture for the next step occurs, and the weight begins to anticipate
the shift to the new step.

6.3.2 When a step is followed by a hold, or is the final step of the movement, the
weight takes longer to arrive over the supporting leg, arriving at the end of the
duration of the step as shown by the symbol. The whole duration may be used to
come to balance.

6.3.3 When there is an explicit leg gesture with a step, it happens in the 2™ 1/3 of the
beat.

Arm and leg gestures that happen while the dancer is not moving through space (i.e. is
not stepping/locomoting), begin before the beat in which they are placed and finish “on
the beat” (i.e. in the first 1/4 of the beat).

6.4.1 The length of the gesture symbol tells you the duration of the movement, which
indicates how much before the beat the gesture must start. If the gesture last
more than one beat, it arrives in position on the beat in which the symbol ends
(first 1/4 of the beat).

6.4.2 When there is a step following the gesture, and the notation does not show a
pause, the preparatory gesture into the step is elongated to fill the available time,
so as not to allow a pause.
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6.5  When there is a step, a leg gesture, and arm(s) gesture, all happening in the same beat, the
timing of the arm gestures are modified by the context in order for the arm and leg
gestures to coordinate.
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Appendix B:  Workshop on «Upper Body Movement analysis »

by Noélle Simonet
May, 2005

The purpose of the workshop is to illuminate the advantages of using, in certain circumstances,
the « Upper Body Movement analysis » through the reading of some extracts from scores.

Brief theometical appmoach
1.The old vemsions of wwiting movements of the trunk.

This method of analysing and writing torso movement has been used among “Kinetographers”
since the early days.
Most movements of the chest are described with the help of 2 signs: the upper body movement

signs and the torso sign.
2.Descwiption of Uppes Body movement.

LLABAN’s purpose was to offer a script able to record any movement of the human being, basing
his analysis on every day movements and not on any stylistic « technique ».

Basic movements of legs and arms are written in appropriate columns with direction signs
without pre-signs: and so are to be understood plain direction signs written in the 3™ columns
without pre-signs, because they refer to “basic movements” of the upper body.

As we can observe in every day life when using the arms, they often involve parts of the upper
regions of the torso when reaching, grasping, carrying etc.

That is why plain direction signs written in the 3 columns try to express the mobility of the
upper regions of the torso without entering into great specification. In that respect they still can
be used nowadays.

3. Analysis of Uppew Body Movement.
Movements of the upper body are different from movements of the chest.

The movements of the chest

The analysis of chest movements refers to the two ends of the section of the dorsal spine in a tilt,
a contraction or a folding.

The shoulder line is always at right angles with the top section of the dorsal spine

The chest moves in one piece.

Twist, tilt, contraction and folding are analysed separately.

The head follows the movement of the spine.

The directions and levels are judged from the point of attachment, the base of the spine section.
(coxo femoral joints)
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The degrees of contracting or folding are judged from the two extremities of the spine section. In
a contraction the free end draws in towards the base, in a folding, the free end approaches the
base in a curved path.

In the twist of the chest, a new front occurs for head and arms movements.

The uppem body movements

The analysis of upper body movements refers to the shoulder line.

Upper body movement may feature one side or both sides.

It is a participation of the shoulder region and, if necessary, the adjacent region of the trunk in an
arm gesture. The resulting bends and twists of the upper body are the natural accompaniment to
and augmentation of an arm movement. This participation allows a greater range of reach for arm
gesture and may be used to give some expression to it.

The head never joins the upper body movements; it reacts passively.

Two basics types of pasticipation exist:
- Inclinations of the uppe= body.
- Pulling out the shouldew amea.

Inclinations of uppes body movements

In upper body movement analysis the spine is flexible but fixed at his base.

How much of the spine is used, is indicated by the level of the direction symbols. It is purposely
not exactly defined.

The level refers to the direction of the arm and how much of the spine is involved.

The shoulder section and the spine bend or twist or do both.

One side of the upper body can move, affecting the other side, both may move in unison or in
opposition to one another.

When two dimection signs ame in opposition in the fowwa=d - sectional on diagonally foswasd
backwand, a twist occuws, but the head and the amms do not follow the uppem pant of the
body.

The curve of the spine is not defined precisely like in a fold or a contraction.

The indication of the upper body movement allows a certain leeway in performance.
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Pulling ont the shoulder amea

A shoulder area is place in an inclusion bow

The ribs of the particular side of the body are expanded.

The whole shoulder area is displaced in the direction of the arm gesture.

The spine is not involved.

The participation of the shoulder area in an arm gesture forwards, backwards, diagonally
forwards or diagonally backwards results, in addition to the expansion of the ribs, in a rotation of
the spine neither the pelvis nor the head is involved.

One of the shoulders may be higher than the other.

‘When an upper body inclination occurs simultaneously with a participation of the shoulder area,
the spine is bend or twisted and the ribs are expanded simultaneously.

Inclusion of the uppewr body

A simple inclusion bow placed in the third column is the genewal indication for the participation
of the upper body in an arm gesture.

The kind of participation is left to the performer, who may use a participation in the way of upper
body inclination or in pulling out a shoulder or perform both at the same time .
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Extract from score: «Voltes » Choreography: Catherine Diverres, 1986
‘ Notation: Jean-Marc Piquemal, 2002
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Extract from score: «Lac des Cygnes »
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Notation : Gisela Reber, 1957
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Extract from «L’apwés -midi d’un faune »
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Choreography: Kurt Jooss, 1966
Notation, 1966



Extract from score : «Aunis »
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Choreography : Jacques Garnier, 1979
Notation : Simon Hecquet, 1995
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« Exencices de Jean Cébmon » Notation : V. de Jong, 1977-78.
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Extract from score : «So Schnell » Choreography : Dominique Bagouet, 1990
Notation : Béatrice Aubert, 1997
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Extract from score : «So Schnell » Choreography : Dominique Bagouet, 1990
Notation : Béatrice Aubert, 1997
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Extract from score : «Mythologie Plastique»
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Choreography : Ashley Page, 1995
Notation : Pascale Guénon, 1998
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Appendix C:
Ad Lib and Freedom of Interpretation
by
Karin Hermes
Content
1 Introduction

2 Purpose

3 Examples

4 Comparison with Music Notation
5 Questions / Discussion

1 Introduction
This paper is based on the paper of Ray Cook Indications for Freedom of
Interpretation, presented on ICKL, Twenty-Second Biennal Conference, 2001 held at
Departement of Dance, The Ohio State University and published in the proceedings. In
the paper of Ray Cook the definitions are fully explained. In this paper | do not intend to
repeat these explanations. To those who do not have the paper of Ray Cook: the full
length paper is copied and available.

For the basic signs of the ad lib and its application the dictionaries of Kinetographie
Laban and Labanotation can be consulted.

Though the arguments of Ray Cook are clear, the results of the reading session as well
as my restaging experiences are showing that
* many applications of the ad lib signs are ambivalent
» the ad lib signs should not be confused with the wavy line.
» |t seems important to repeat, as Ray Cook has already mentioned, that ad lib is
often added if a movement does not quite fit the meaning of a symbol.

2 Purpose
The purpose of this paper is to re-discuss the freedom of interpretation in the
perspective of the needs of contemporary choreographers:

2.1The movement is often not anymore codified. How can we capture the movement
language and structure without overcharging the score and glossary?

2.2Improvisation and/or improvised parts are used.

2.3 The choreography might base on motifs which can be used freely in their
composition during the performance.

2.4 Choreographies often are performed on divers spaces (no traditional stage).
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2.5The timing (pulse) might be free for interpretation, either with the music or
independent of the music.
2.6 Which demands arise from virtual reality and electronic composition techniques?

Improvisation within the artistic dance has ifs history and was most probably always to
different extend used in creating choreographies. New is in dance history, that
contemporary choreographers use structured improvisation systematically, also in
performances that are not experimental.

2.1. to 2.5. could be described with a different approach: What determines the resulit of
improvisation? What IS improvisation? *Friederike Lampert analyses among others:
» the individual history, that everbody has lived and has inscribed in the body
* “Der Habitus” (best translation: Habit?), a term from Sociology, which means that
a “Habitus” does inscribe unconsciously in the body. It can be changed to certain
degrees, if the person becomes conscious about it. Dancers in the field of New
Dance and Contact Improvisation have a different “Habitus” than ballet dancers.
If a ballet dancer changes into the field of New Dance, the body will learn a new
“Habitus”. “Field-droping” is a term for the learning to change fields and using
different “Habitus”.

The impact of such thoughts on the notation and on reading the score is maybe
underestimated. To which extend should the notation explain style and approach, or in
other words: the “Habitus™?

*Friederike Lampert works on a PhD on "Improvisation im kinstlerischen Tanz"
(Improvisation in artistic Dance) at the University Hamburg.
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3 Examples

The ad lib signs for discussion are pointed out with dotted line square.

31

The Green Table, Choreographie (1932): Kurt Jooss
Notation: Gretchen Schumacher

Edition: Ann Hutchinson Guest, Routledge, New York, London, 2003

Significations of the used ad. lib signs are explained in the glossary. I have copied these explanations
at the beginning of each example.

3.1.1 Example: Freedom in timing

4

o e A ]
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Theoretically freedom in timing means that
the interpretation can be varied as the
interpreter decides. In this case — the ad lib.
in timing continues for four more measures -
I assume the movement should be done more
or less in the timing written.

( Practical demonstration of the movement
with the following movements. )

The more or less is a “grey field”: These
“grey fields” needs discussion.

We agree, that

* Ad. Lib. signs have to be understood
in the context.

¢ A notation and/or restaging is done
to serve the choreographers wishes.

But are we able to do so in these grey fields,
in a different time and with another
“habitus”?
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3.12 Example: Duration of travelling is ad lib.
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Again the question which degrees of freedom
are given?

What are the differences between this
example and the following?

=BELT




3.1.4 Example: Freedom to perform approximately the given actions.
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3.1.5 Example
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3.2
Falling Off the Back Porch, Choreography(1983): Clay Taliaferro
Notation: Mary Corey (1983, 1984)

3.2.1 Example: Freedom in timing.

Is it necessary? (Especially concidering
the tempo.)

Is it necessary for the choreographical
structure or freedom of interpretation?

[
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3.2.2 Example: Freedom in timing
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3.2.3 Example: Freedom in timing.

written? Again: which degrees of

disappearance should be done as
freedom are given?

Assuming that the canon of




3.3

How long Brethren?, Choreography (1937): Helen Tamiris
Notation: Leslie Rotman, 1995
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3.3.1 Example: With so much freedom the difficulty arises that we “too often interpret the
symbol the way we were taught.”(Ray Cook). Can the other sections of the score, which are
clearly written, give enough information on context and style to be able to deal with this
freedom? We know, free running (or walking) on stage is most difficult. Is it possible to serve
the choreographers intentions with so much ad lib?

- ~ , . .
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The dancers run from box to
box, trying to hide from the
spotlights.
W,MMM;.oifvapémnnmthemhnxeswrandamlyAh

The spots flash
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34
Rooms, Choreography (1954),: Anna Sokolow
Notation : Ray Cook (1967-1975)

IR 11 g L B

PO
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3.4.1 Example: General ad lib., free
improvisation. The freedom of timing is
partly superposed. Does this indicate
that the free improvisation without the ad
lib. for timing should keep the precise
timing /rhythm — which would not
anymore be a gerenal ad lib.?
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3.5
Artifact II, Choreography (1984) : William Forsythe
Notation : Sandra Aberkalns, 2000

Colors show how freedom of interpretation is used:

Red: Indicated Tasks (Structured Improvisation. Words are used. These words need to be
used by the stager. The dancer needs to work it out for themselves. If the dancers have
problems, the stager may show what is notated. Once the task is understood it should never
be done the way either in rehearsal or performance. It is important that these sections remain
fresh for the dancers as well as the audience.)

Black: Indicates Consistency (As any other notated work. Sandra Aberkalns writes: The
notation has a build in understanding that there is the possibility of some discrepancy due to
individual training, technical ability or physical limitations.)

Blue: Indicates Choices (The material should be taught as written. The color blue cues the
stager as to where the dancer may/can make choices that may be different from what is
written. The danser is not required to make choices at all. Numbers in Hexagons correspond
to a similar number below the staff.)

The introduction includes explanations on Biography, Background Information, Cast list,
Rehearsal Info, Style, Notes to the stager, Music, Costumes, Set & Lighting, Photographs &
Video, How to read this Score, Notes to the Stager and has as detailed glossary. The use of
the Ad lib signs are there explained.



3.5.1 Example:
Red: Indicated Tasks (Structured Improvisation. Words are used.

Black: Indicates Consistency (As any other notated work.)

For printing without color: the dotted line points out the signs with red color.
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Blue: Indicates Choices For printing without color: the dotted line points out the signs

with blue color.
Black: Indicates Consistency (As any other notated work.)

3.5.2 Example:
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3.6
DUO-Variationen, Choreography (2004): Karin Hermes and Oliver Déhler
Notation: Karin Hermes, 2004

3.6.1 Example: Notation: Motifs are used as choreographers wants. The floorplan shows the
performance stage which is not traditional stage.
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4 Comparison with Music Notation

When Daniel Glaus* was asked how he deals with the freedom if interpretation he is using in
his musical compositions, he answered: “/ enjoy coaching the musicians before a concert; for
the parts that allow more freedom of interpretation, but also for the interpretation of the fully
written score. | know, that if | can not coach, | have to deal with a interpretation — specially for
the improvised parts — that may be different from my own imagination. But this can be very
interesting.”

“l do not see any reason why adding new or other signs to the notation system. They will not
solve the problems of the freedom of interpretation. | often use words to explain
improvisational parts.”

Other composers of Neue Musik (New Music) use graphical charts to show their musical
intentions. In Neue Musik Improvisation is part of professional practice and studies.
Improvisation is also understood as a logic continuation of a long history of musical
improvisation.

In comparison with music notation we need to be aware that the music notation and the
movement notation have a different history and due to that different established processes of
creation and performance.

*Daniel Glaus: Composer, 1857 born in Bern. One of the versatile and most recognised Swiss Composers. He is organist in Biel
and teaches theorie and music of the 20. century at the Hochschule fiir Musik Zurich. Cooperation with Karin Hermes since
1999.
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4.1 Example: /l y a une autre espece de cadence...

« Freedom of Interpretation written with spottet, irregular lines and pointed out with

dotted line square.
» Comparison of the dotted lines shows that the way they are written indicate the

composer’s intensions.
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4.2 Example: Echo-Fantasie:

The Composition is based on peees
* Motifs: pointed out by spotted squares :,..;

* preécis timing: pointed out by squares

—

* indications for interpretation, which allow certain freedom by dotted squares I~ ~ i
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4.3 Example: Kulla:

* timing: shown in lines and dotted lines , here pointed out by squares
* words are used to describe qualities, here pointed out by squares with dotted lines
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words:

Briichig, hauchig, rauer Ton, unstabile Tonhéhe, quasi vivente:
gefliistert

einatmend

parlando (kaum hérbar)

rauh, nur einmal
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4.4 Example: Trlogie | : ,Am Anfang war der Logos..."

Improvisation on chords, , here pointed out by squares

Qualities explained by words, here pointed out by squares with dotted lines

Precis timing by time indications, here pointed out by squares with spotted lines
Indications for Kinetography Laban are handwritten in music score and necessary for
Kinetography score, since there are no measures.
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5 Questions / Discussion
More freedom for interpretation is connected with more constraints.

5.1. Choreographical structure and Interpretation: How can we distinguish the
structure of the choreography from the interpretation? In Schrifitanz of 1930
Fritz Klingenbeck writes about the importance to clearly distinguish between the
choreographic structure, the interpretation and the style. My question is: how? In the
opinion of Klingenbeck often too many details are written which means that the
choreographic structure is confused with the interpretation.

The interpretation of the notator/the notation is one part. The other is the
interpretation of the dancers. Techniques such as release technique, contact
improvisation have influenced the choreographic creations of today. In these
techniques much responsibility is left to the dancers. The structure of the
choreography is often by purpose build on the interpreter.

Do we need to work on the development of the analysis practice, the development of
criteria to distinguish between the structure of choreography and the interpretation
and / or the the development of our notation system considering the specific needs of
the contemporary choreographical creation?

Ray Cook writes in Dance Director that you only know the choreography if you read
the score. No matter how many interpretations you have seen.

But unless the choreographer writes his own score the score represents a 1% level of
interpretation:

1% interpretation

Performed
Choreography
{Dancers}

Notator / Score

2™ Interpretation

3" interpretation

Restaged and
performed
Choreograpy
{Dancers)



5.2.

5.3.

54.

5.5.
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Conceming Improvisation and the approaches of LN and KIN: A. Knust does not
use the word improvisation throughout his dictionary. Hutchinson Guest does use the
word improvisation in explanations of Similar as part of the Analogy signs. In this
aspect LN and KIN do seem to build on the same logic. (?)

Written texts (words): Which importance has the glossary? Is it the task of the
notator to publish a detailed introduction, explanations of the style, etc.? How much
information should be in the score? If we see music-literatur: often only the score is
published. (Assuming that we want to continue building dance-literature editing.)

We all have our “black fields” and our “habitus™. To which extend is it the task of
the notator, but also the restager, to analyse these ? (See also 5.3.)

New sings and new thinking: New signs will not solve the problems of freedom of
interpretation. But do we need new models of thinking or new systems, such as
the Choreutic Unit / Manners of Matenialisation from Valerie Preston-Dunlop? Or
developing a method of writing movement motivation. Ann Hutchinson defines:

the aim of movement

the reason why it takes place

the idea behind it

what it is trying to express
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Appendix D: A PROPOSAL FOR NEW SYMBOLS

1.

FOR THE HEAD AND ITS PARTS

Revised Draft 11/11/01
Submitted by Carl Wolz
Computer graphics by Mira Kim, using LabanWriter 4.4

Rationale

1.1 In the Laban System, the symbol for the head, a letter "C," is
theoretically inconsistent with the analysis used for other body parts.
The letter “C" represents the Latin ‘caput’ which means head. In a
universal, international system, initials of words from a written language
seem out of place.

Proposal

2.1 The primary proposal is for a new basic symbol for the head. The new
symbols for the head and its parts as described in this paper are
proposed for consideration for use in the Laban System. This proposal
follows principles presented in Knust and Hutchinson. The use of these
new symbols follows standard rules of writing in the current system.

Symbol for the Head

3.1 The derivation of the new head sign is related to those for the chest and
pelvis. For the three body masses connected by the spinal column, in
the normal standing position, the pelvis is low, the chest is middle and
the head is high. Since the circle for the pelvis is shaded black as in low
level, the head circle could be shaded with high level diagonal lines as in
Fig.3a. These lines could be reduced to one symbolic line as in Fig. 3b.
This, however, looks like the reverse of the international sign for “Don’t!”
as in Fig. 3c.

3.2 Therefore, it is proposed that instead of a diagonal line, a straight vertical
line be used inside the circle as in Fig. 3d. It divides the head, which is
clearly bilateral, into right and left, leaving space for the writing of
modifiers. The evolution of symbols is shown in Figures 3a, 3b, 3¢ and
3d.

3a (no) 3b (no) 3c (no) 3d (yes)



3.3 The three body blocks connected by the spine would be:

Head
Chest @
Pelvis @

4. Pre-sign for Head Movement:

4.1 As in current practice, pre-signs for head movements are used for tilting
(Fig. 4a.), rotating (Fig. 4b.), shifting (Fig. 4c.), and facing (Fig. 4d.). To
be consistent with the way of writing pre-signs for the whole torso, chest,
pelvis, etc., the head symbol should be placed in a square area sign. A
tick mark is used for facing.

E } ) é

D @ D o
4a. Tilting. 4b. Rotating. 4c. Shifting. 4d. Facing.
5. Basic Symbol for Pa the Hea

5.1 The basic symbol for the parts of the head would be the symbol in Figure
3d. The three basic sets of relationship pins--high, middle, low--are used
to modify the basic symbol. Because of difficulty in reading when
attached to the head circle, the middle level pins would have only the tick
mark and not the flat head of the pin. The white and black circles would
be used for the high and low zones; however, since the placement of the
pin on the basic head symbol shows its direction (toward top of the page
for forward, etc.) it is not necessary to write the tick marks. These three
sets of pin are related to the three basic levels or zones in the head:

High Zone: crown, forehead, eyes, temples, 3™ eye*, etc.
Middie Zone: nose, cheeks, ears, etc.
Low Zone: chin, mouth, jaw, etc.

The 3rd eye is just above the center of the eyebrows. In some cultures it
is considered a center of spiritual energy. It is also the spot where
Indian women often place a red beauty mark.



6. Symbols for Parts of the Head

6.1 The following examples illustrate combinations of the basic symbol and
relationship pins for specific parts of the head. Symbols for the right side
can also be written for the left side.

Forward Diagonals Sides Place
1 point 2 points
High
Zone @ 1o 40P
3rd eye eyes forehead temples crown
iddle
Zone @ 10
nose nose sides cheeks ears brain *
Low
Zone @ @
chin mouth jaw jaw, rear under chin
7. Modifiers for Basic Head Symbol

7.1 Contraction and extension signs, the x and v, are written inside the basic
symbol for additional meaning. The limb sign is written below the head
sign.

X refers to internal parts of the head;
®  e.g., the brain * (inside the head):
Y refers to hair, i.e. extensions from the head,;

e.g., general hair on the head:

[l isthe sign for a limb and is written below

@
F the head sign to represent the neck:

*  Two alternate symbols for the brain



8. Head Symbols in the High Zone

New bol
Exterior Parts
head, crown

third eye
eyes
eye, right

eye lid, right upper, closed
& open

eye lid, right, lower
forehead
forehead, right

=) B g BB, ELEBEP @

temples
temple, right
Interior Parts
eye balls
eye ball, right @
Hair Parts
head hair
hair, right side [@
pony tail
high bun @
eye brows
eye brow, right

©bo
Eh.-

eye lash, right
upper & lower

Current Symbol
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9. Head Symbols in the Middle Zone
New bol Current Symbol

Exterior Parts

Nose &
-0~ == —e—
| @ I
nose bridge
nose tip l%
nostril @
|
right nostril [
[ E—
nose, right side @
cheeks
right cheek @ &
ears 10+
right ear E-
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