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‘ There are certain spe ulati e Fatem%ntsa tn’ the .
‘literature on dance and notati n which suggest that hotatYon®
*to play in the fieldjof

has not ,only an important role“

. dance,. but also in the area of d Ice education for chi,d-f

ren. Significant .steps - / imp ement the Laban syste_ of

notation have been’ made in the aret of danée education ith

4 I
students at the - tertiﬁry’e}eve of educ?tion.. Thelai -iS,'
_that through the use of noﬁgtion,/ the stu&eﬂt will dev lop

the awareness of the sp&till§ tef:“

of movement and dance. Laba otation is seen’ to play an i
important part in the understanding of }mo&ément, assi &ing

l in the explorationrof movement possibilitaes and . providing
the means by which dance experiences can bejcodified U

| | The purpose of this study was to desiqn,J implement and =
f.‘evaluate' an integrated programme of, not;;ion rand creative L

dance.. A further aspect was to 1nvestigate whether children

between the ages. of nine and fourteen years can learn and ,

use selected aspects of Labanotation, i. e., Motif Descrip- T

tion, within the ‘area of creative dance. A notationgA

o vocabulary was designed based upon the principles of the™
;%é - notation . system and »introduced to the group of sixteen
_ children who participated in a teaching and testing program-5

me{ Each teaching session, lasting one and one half hours,.f
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] the practipal exploration of selected:'tﬁemesho£”~i

"-dance and the related symbols and principlep og the

system After . each of .the two consecutive teaohing‘
sessions and “after a nwo‘ month time lapse following the
comqletion of the programme, the children s-ability to learn
and|use the notation system was tested. The results of the,

ﬁ notation tests together with the responses and participationﬂ

of each child were consxdered and the content and methods

;employed in the tehching programme and testing instr ent

were described and evaluated. . : .V‘

‘}ﬁ“i j The results 3f this study,f Whilst"inCOnclusi,e;"
';%provided infbrmation regarding the design and implementati n

df a notation vocabulary for ch;idren ‘within 'a danc
vﬁ#prdgramme. JThe use of the creative dance form in ‘the

f 1teaching programme presented the children with an appropri- \

ate vehicle through which to learn the notation system.
Findings 1ndicated that through practice the children were
able to learn and apply the principles. of the nqtation'
vécabulary in the writing and reading of, dances. The.
4 children were abke to recall. and use the 'notation symbols
and principles during the teaching programme and fairly well
',after the two month lapse of the programme. The children s
‘1ndiv1dual scores ranged. from high to low in relation to
age, the older children scoring consistently higher than thdﬁ

younger ' children. The high scores were attained in’ the

' jdentification of basic actions of the body, the description



Ly

e e
A

ct the - timinq of -action and the desiqnaticn of which perscnf“"
performs an action. Average tp low scores were attained in.
the deecription'of the duration of an action. |

* Obeeréation& revealed a ‘positiQe and - enthusiastic
reaponse by the children to the experience in Motif Descripw
tion and - cteative daah and affirmed the statements in the

mn‘(

literature that children are able -to apply the noéation

system in the writing and reading of sequences andﬂf'
The study provides recommeﬂdatione for further researct
implications for the planning and design - of a notation"

experience for children in a creative dance prcgramme

i

vi’
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is under examinatloﬁ (Calouste Gulbenklan Foundatlon Repo“

* Chapter One

The Problem o

I. Introduction

In the professional field of dance thew'role and

[

.practical‘value‘of‘a cumprehensive’and universai'system of

movement notation has been recognised (Clark and Crisp,
1974; Hutchinson, 1970; Hutchlnson Guest 1984 - Lange, .

1977). In thlS fleld notatlon scpres of varled dance forms

'are available to the repetlteurs and dance companles.

Currently, the role and practlcal value of notation in dance -

“education, partlcularly in the dance educatlon of ch11dren,~v

1980) o »
This study addresses the problem as to Whether chlldren.{

between the adges of - nlne and fourteen years .can learn ahdﬁé

-use selected aspects of Labanotation, i.e., Motlf Descrlp-*

'tion withln the area, 'of creatlve dance. Motif Descrlptlon

has been selected as, on the one hand lt deals w1th the
,.\

N

broad and general statements apout movement and On the

other hand, it can record the spec1f1c and precise detall of

e ——

Vs B \'.
movementhoccurrences. Thls study ‘also 1nvolves the de51gn %

and implementation of a_ teachlng programme and testlng unit

i

in order to consider the approprlate materlal and procedures

for learninq and usxng notatlon relevant to these chlldren.

. .
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Background to the prpblem

. Creativé dance has been advocated”as ‘a form of dance
specifically appropriate to the dance education of children
between the ages of four yea& and sixteen years (Boorman,
1971; Hill, 1979)3 _This ‘form is recommended for inclusionf

in thef Curriculuﬁ‘ as it provides "valuable cognitive

experie‘”es"‘lgoorman, 1971, p. 53) and "highlights learning_

ih the psychomotor, affective u and cognitive domainsﬁf

V

(Boorman, 1971, p. 54. Bill” (1978) pOints out the impor-
tance of qreatiye, dance experiences in:f the aesthetfc

education of chiidren as- it provides.

.... the interrelationship - bétween the
feeling or emotion, the conceptualization of
them and then translating of the idea or the
emotion into  movement; it is obvioqsly
¢oncerned with ~selection and crjtical
judgement about rhythms,_ patterns, shapes
~and their suitability in any given. situa-
tion.‘ (p. 66). : . '

-

8 hroughout the period 1970 to 1980 sporadic indications
occur{\fn the lrterature relevant to the role of notatio
within' the .dance education of the child (Hill, 197@
Hutchinson Guest 1984' Redﬁe;n, 1983). The concern that
the creator and performer of dances, involved in 'a*Ereative
process,.needs a language in which the creative aspects of&
movement can befanaleed and recorded .. has pronpted discus-
sion regarding the £unctionsyof a notation‘svstem. Causeley @
(1969) considers: | | )
-

#
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provide an objective record of ement and
a common denominator - for thinking and
communication, independent .of any theory,

One: all important function of notaiion is to

style or technique: in fact a universal_
- language. (p. 13).

' More  recently. stronger recommendations (Calouste

Gulbenkian Foungstion, 1980) have been made regarding the]

implementation of a notation system in the dance experiences a

for the child.

‘The Calouste Gulbenkian Foundation Report

‘f' (1980) considers that notation makes a significant contribu-

tion to the curriculum and emphaSizes the - importance of

—

. students 1earning notation

-

Such a tool is essential, equally, to the’

study -of the history of - ~human movement,

human culture and = human \communication.
... Notation should ‘become a- .necessary
‘element in all movement study ... (P 106)

.
~

™.

In both the fields of creative dance and notation\there

-is minimal research available to

otation is,

\'

The claims are usually personal any reference to a Situa- :
vtion being anecdotal and unsubstantiated
Ty which contribute to the lack of

“there are

also knéwledgeable in- n\\ation, secondly, there is a

ongoing programmes
had substantial background and

support the claims that

a valuable aid in the dance teaching sxtuation

' The difficulties”~
research are: firstly, that

few teachers of children (3 creative dance who are

lack of

.

in creative dance in which children havei.

thirdly, there is 1little

research in either the field of notation or creative dance.
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This—study was made possible’ for twe reascns:‘firstly,'
the researcher was knowledgeanlex'in| both thet area of
notation and creative dance; and,:secondly,‘the children
!invclved’in the studyy have had anﬁextensive- experience-in
creative'dance. ' | | |
< P, Statement of tne'grcblem . o S
| To consider whether children between therages of 9 and
14 years with a minimum ~of three years ‘creatiue dance
'experience can learn and use the selected aspects of Motif

Description (Labanotation) within the creative -dance form.

III. Purposes of the study

The purposes of this study were: |
1. to identify a notation vocabulary which wouldzbe
appropriate for these children. L ” '_ ) }
2. to design and implement a process of learning and
»inStructionkwhich would be relevant for children between the,

ages of ‘9 and 14 years and would enable the children to

learn and use the Vnotat}on ‘'system in a creative dance

¢
-

- experience. . c:jf’/j .

3, to determine whether tne children had,learned and

we;e~able to aprly’ the seleCted symbols and principles of

the.system in the writing and reading of actions, sequences

and darces. o |
‘4. to conSLder the children s attitudes and responses.

to the designed programme and, in particular, to ’thev

notation experiences. ‘ -



Iv. efigition of tgrms

Creative Dance provides an open £ amework of movement
\

‘concepts 'based on the interrelationship of the elements of

-body, ‘space, time, dynamics and . relationships,- with which
the child can develop a mastery of the body in order to use
‘the -tanguage of dance expressively. .
Labanotation is the process of recording movement on paper
and involves‘ the conversion of the eleMents of space,. time,'x
dynamics, parts of the body and relationships into abstract '
symbols.. The abstract symbols are placed within a vertical
_ staff and modified uaccording to the required detail of‘i
Cghzadgscription. Labanotation provides the following hinds of
‘i}fdescription. Motif Description, Effort- Shape Description,'
uhand Structured Description. : ' | H |
Motif Description s

In this study Motif Description, goncerning the general ‘
J .

statement or particular features of a.nMovement, is selected ‘

”7”‘as"the method of recording movemenx. " The general symbols
| u;aeﬁ €0 denote action and relationshipﬁ’ are recorded Wlthln -

. !ﬂ .(u

'*-yﬁthe.open -staff and are mod@fied to, describe more detailed

action.

. . .o’
V. - Research Questions
» [, In addition to the m¢re general aspects of the study,

i.e., the implementation. and evaluation of the programme -
'development, it - was *attempted to answer the following

'specific_questions: S - _'f - o kJ/



}.l. Were”thev children able to recognize the notation
.symools"and. principles of the system in tthe?:
ffwriting and reading of ‘ections, sequences of

‘ | actions-and dances? ‘ |
2. Were the children able to order and sequence‘
actions: uSing the notation symbols and principles~
‘of the system in - the writing and reading of
aotions, sequenoes of actions and dances?
3. Were the children able to comprehend the notation
‘symbols and prinCiples of the system and interpret
~ the content of a score? - '
4. Were the ' children able to recall and ‘use the,
notation symbols and principlesﬁ during the
‘vteaching programme and %fter a\t@o month lapse of
the programme ? ' ’ ’ | ‘
AS.\\ What were the'children's reaetions and responses

to the notation~progr3mme?'

VI. Design of the study ' . . -

A group of 16 children, 15.girls and one boy,’ betweena

the ages of 9 years 0 months and .14 years and O,months‘

“

participated: in  the teaching programme and testing unit.

Each teaching session, lasting one and one half '_hours,

" involved the practical exploration of selected themes of

creativeddance and the related symbols and principles of

‘Motif Description. After each of the two . consecutive

teaching - se551ons and ‘after a two month time lapse following

0 |



;dpsigned and implemented by the researcher.

. . P
M . ' . »
. .

'the completion of the programme, the cnildren's abiiity to

learn and use Motif Description was tested. The results of

- the notation tests together with the responses and partici-

- pation of each child were considered and the content and

methods employed in tﬁe teaching programme ~and testing

instrument were déscribed a?d evaluated.

' VII. Limitations of the study °

It was accepted by ' the researcher that the study was

limited in the following ways:

1. It was Only a small group of children who took part

in all teaching and testing sessions

2. The. teaching programme and testing iﬁstgupent were
«‘ : N

.sl

$.5,-The length Jf the programme was established

'particularly for this study.

VIII. elimitations of the study’
The following delimitations defined the boundaries of
the study:
1. The group of ‘children who participated in the study
represented_a particular area of the population of children .
f

involved in creative dance. .

2. The study involved ten sessions, six teaching

sessions and four testing sessions, each session being one

and one half hours inllength. .
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3. Motif description was selected as the area of

notation to be learned and used b?' the children in the
integrated dance and notation experiences. |

41 Specific tests. were designed for the study in order

to assess the children's ﬁﬁbility to learn and apply the:

v

selected aspects of ‘the notation system. )

5. Observations from the video recordings and tha-

designed questionnaire were used to consider the chilh

responses and attitudes to the creative dance and notetion
‘experiences. .

IX. ignificancL of the study

, This research may contribute to the field of Labanota-
tion as it interrélates with children S creative dance
experiences. ' v

The research will provide information on:

1. The selection of appropriate vocabulary end

principles in Labanotation that can be uséd by children
petween the ages of 9 and 14 years.

‘ N L
2. A teaching programme which can be used to introduce

Labanotation to children.

3. A testing instrument that can be used for assessing

the children's ability to}use the symbols and principles of

. Labanotation.

4. The children®s reactions to Labanotation.

E

¥
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X.  Summary N |
B In. this chaptéi the problem, as ‘to whether children
“Setwceﬁ the ages of nine and fourteen years ‘oan learn and
‘use Motif Descriﬁtion (Labanotag;qn) was identified. Tﬁ;w
populition and design -of the study was defined - and the
purposes were described as follows: to identify a notation
vocabulary, to design and implément a 'proqeqs of learhing
and instruction; to detefmine whether - tﬁe& ch;ldfen had"
learned and were able to apply the éelécted aspects ‘of the
.system; and, tob consider the children'é attitudes and

responses to the notation experientes. The chaptervconcldd-

&
ed with a description of the significance of the study.
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Chapter ™o - o N

Review of the Lit u

;ngroducgiog e
Debate on script, ‘signs and symbols is exteosibe (Best,
1974; cAssirer, 1944; Langer, "1957; sSapir, 1949). It is
- found in the literatore on acguisition and developmeht of
children's language (Britten, 1970; Chomsky, 19681‘Vygotsky,
1962), in the literature on children's development (Bfuner,
1963; Piaget, 1970; Schmidt, 1973), in the 1iteret€§e on
phiiosophyﬂand the arts kEisner, 1978; Reid, 1969; Wittgen-
\_stein, 1953) and the specific field of dance (Lange:,,ISSi}
Redfern, 1983; Sheets-Johnstone, 1984).
' This review of literature hddresses the two interrelat-'
ed areas inherent in this study; the perceived importance of
symbolic representation in chi}dreh s learning wfth particu--'
lar attention to creative dance, and, notation as a symbol
system ‘with specific reference to the iLaban system of

-~

notation.

'Sxmgolic Regresentation

The symbolic world of the human hxi been described by '

‘gany scholars, _three of —whom are Best (1974), Cassirer
(1944), and Langer (1957) > They have written that man
organizes and expresses his experiences through different
symbolic forms of representation.. Cassirer (1944) identi-

fied mankind as an "animal symbolicum" .and explained that

10
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symbolic thoudht and expression were the most characteristic .

featurel of human life:

¢

- ...man lives in a symbolic universe.

. Language, myth, art and religiomn are parts

, of this universe. They are varied threads
which weave the symbolic net, the tangled
web of human experience. (p. 25).

»

-

-

Langer (1952) sexplains that any thought that is
Jerbally cxp:oiled is conyeyed thrguqh the use of sign; and
'symbols.- The interpretation-of signs is the basis .of the
J animal intelligence and _éiqns are used to guide their
practical activities. Man, too, is governed by signs which
may be natural, or artificial, dangetous or fortuitous.
| . O .
Langer (1952) states:
The logical basis of all these interpreta-
* tions, the mere correlation of trivial
‘events with important ones, is really very
simple and® common; so much so that there is

no limit to what a sign may mean ... As for
bells, the world is mad with t?ei; messag-

es. (p. 59).

/

The Fign is considerg@u either as Some:hing that‘one

acts uponAQr as a fmeans to commﬁnd aétion. Symbols, on

. the other hand, are not a_ substitute for an‘bbject, but;are:
the instrﬁmgnts’ of thought. It has ;been noted (Shotwéil;'

: Wolf and Gardner,'léBO) that adults ﬁn all cultﬁres devisé
'aqg-utilize_a wide range of symbol systems ‘which range from
.qasture,  language, idiawing, sbulpturé, music vand dange,v

Man, in inventing these various symbol systems, has provided .



ditferent modes of .expreslion enrouqh which understanding™
and swaroness of the world cah be conceptualizoc and
communicated., Each symbol syltom is uniquo end*reprelontn-
ﬂtive‘of a particular area of thouqnt and, ‘ll Eisner (1978)r
further explains, "each symbol system sets paramoters upon
what can be conceived and what can be exprelsed" (p. 618) -
,~ - . A symbol system involves a particular medium of
usrepresentation; such as movemontl, pictures,’ siqnlr end~
. sounds, and-provides idylanguage" with which to qescribe and :
evoke ideas. The different symbol: systems available to man -
"creatf'different forms of 'awareneSS and "make different,
‘modes of understanding'possiﬁle" (Eisner, 19f8 p. 617). Tt L
follows that one particular symbol system may be more useful .
for some ’types of information than for others. The artist .
' v

_selects music_qrather ‘than words .to portray -an’ idea or

chooses movement rather than visual patterns to communicate,i

a feeling. An idea or feeling may be conceptualized in one .

mode of representation, but expressed through another, for

[E————

instance, the poet may visualize ideas, but choose to
communicate these ideas . through wwords.. Eisper (1978)
jconSiders that this process provides "a rich interaction
between modes of conceptualization and the form one chopses’

’ to publicly render what one has conceptualized" (p 619) |
langer (1952) describes symbols as ?vehicles for the

-

conception of things" and comments:



N o ln‘ talking about .things we have concep—
tions of them, not the things themselves,
and it is the conceéptions, not -the things,

that § olg. directly "mean". Behaviour
| towa‘rdﬁnceptions is - what words normfally
o ‘evoke; is is the ]‘typical process of
_— thinking, (p. 59). L e
: It 'is. the ability to concelve discuss and remember'
‘i ideas and feelings to give meaning 'to . hls actlons which sets
v man ‘apart from the animal kingdom. Langer (1978) states
that real thinking is only possxble‘"in the light of genuineﬁ
fslanguage, no matter “how - limited HUW»primitlve" (p. 61)
.'Symbolic languages have arisen because . of man s need to‘,
‘ externalize his ideas and are, therefore, a product of man' s
,[cognitive activities. The capac1ty to use symbols has often
been con51dered to be the'hallmark of human cognitlon and
that "symbolic activity 'is"the d%tarting - point 'ofmost
intelligence" (Langer, 1978, p‘-244)’"‘Consequehtly;“in'
) whatevbr mode of symbolic transfbrmation, the two aspects of
communication, that is the conveyance of meanlng of some—m
thing to someone, must always be present. .The recognltion
of the importance of uSLng symbols to attain and to organize
B ideas and beliefs”has altered the conception of intelligencei
- from the acquisition ‘of " factual and sense .data to the
'ability to use data in bZilding concepts and communicateh
‘expressively;y
;¥ The acquxsxtlon in prof1c1eney ‘of symbol use has been

acknowl/dged as a primary achievement of the child s first

'years of life (Bruner, oliver, and Greenﬁord &ﬁéG“ Piaget, -
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1967 Werner and Kaplan, 1950) and it has been accepted that

f“;

by the time chlldren are- between the ages: @ngive and seven,

:they are generally qulte skllled in thev use of several.

‘symbol systems,” "exhibiting the chpacitles‘bqth to prodduce

'legible' messages in these systems and jtoé"reagffthose

communidationsvsfashioned"bY “other members of the culture"’

' ;(Shotwell WOlf and Gardner, 1980, p. 175). %

1] " b o ;

‘ At each stage of development the Chlld has a character-

» N

istic’ way of vieWwing thte world and explalnlng hlmself

uPiaget (1967), researching the structures and processes by

whioh knowledge ls acqulred outlined the course of intel-

‘lectual development as falllng 1nto three .stagés: the

prepperational state, the ‘concrete operatlons stage, and the

formal Qperatlons' stage( At each stage, psychologlcal
_ 'y

) structures deveir’f which permlt the performance of loglcal

operatlons which could not be performed prevxously Piaget

e

'X1967) dld ‘notkcon51der that these .structures were 1nnate,

~ but that 'they' emerged through interaction between the

FARS

1nd1v1dual and his envrronment. o .

T

The acgu151tlon of these structures- results in the

-ability to perform certain intellectual _operations.

; .
Inltlally, the Chlld is 1nvolved pr1nc1pally in establlshlng

\ .
the relatlonshlp between experlence_ and actlon and through .

:symbols ‘created - by simple generallzatlons he learns‘to
 represent the external world. Later, the child is abile to

B N o R L] - »
" transform information about the real world into the mind



s
and, in so“doing; begins to organize and use the information"
..selectively in solving ~ problems. These internaiizedh'
:symbolic systems are gulded by the loglc of classxficatlonﬁ\
.and provide, a means of structuring thlngs dlrectly encoun-‘,
tered and ~experiented. Flnally, the ‘chlld ‘s able to -
operate on hypothetical ‘propositions and deal w1th pos51bll—aﬂ

ities which are not directly before him or alreadypexperm-ht7ﬁ

enced.

Plaget (1967) determlned that chlldren pass sequentlal-';‘

ly through these- stages of 1ntellectual development,f

AN

1nd1vidualfy taklng tlme to develop a structure,j and

suggested approxlmate ages at which a partlcular stage mlght

be reached Each Chlld' development and experlence lsj S

a

unique, and as a Chlld s needs at any one time ,are dlffer—.5”5

" ent, each ‘¢hild learns dlfferent thlngs at varlous times " .-

because of his personal ‘and partlcular experlences. '

There is ‘ev1dence. that children 1earn when totally
invol\ied~ inlva' situation and Bruner (1966) supports the _
theories of iPiaget when“~he suggests that children process
information.through three levels of experience. 4Although;n
at certain ages, chlldren may have a tendency Hto 1earn

,prlmarrly through one or " other of these levels, they are

A

contlnually 1nvolved Ain all three. _ The .three levels of :

n,

- experience are termed enactlve, ~1conlc and symbollc modes._

]

In the enactive mode the chlld'uses action to manipulate and
.‘_‘_ i e it T

come to terms wlth his envrronment. The iconic mode uses



visuali and sensory’ organization“éto identify ¢nd summon .
images. In. the symbolio mode the child trans}ates experi-

ence into language and “other abstract..representations.

WY L s e P
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What is abidlngly 1nteresting about the
nature of intellectual development is that’

it seems to run the course of these three -
systems of - representation until the human
being is able to command all three. (p 12).

7

| Elsner (1978) considers that one of the major aims of
| educatlon is to "develop. each child's -ability to create‘
n‘meanlng from experlence" and he further g%ates that in order
to‘construct meaning the chlld requires 'the use -of.skills
applied within ‘a stBol‘ sYstem"-(p. 618). Asteach symbol
system prov1des a unique way of knowing and notihg experi- f
ences the ' absence of any one symbol system, and thus the
lack oflopportunity to both experience and acquire those
skills needed to use a syg?olvsystem, would be "an impover-
ishment kof vthe *quality of - education ohildren» receive"
(p. 618) &he opportunity to be involvedzin any one sthbl
system allows the Chlld to explore and find meanlngs in that
mode» of v1ew1ng and exper1enc1ng -the woﬁﬁ@ It is only
’after such a total experience that the individual can truly
know ‘and select a particular-'systemvto express personal

ideas and feelinés. Eisner (1978) also points out:

... when we choose to become "literate" in
the use of particular symbol systems, we
also begin to define for ourselves what we
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are capable of conceiving and what we have
conceived to others. (p. 618).

I

' Many forms of symbols are encoded in public forms which\
o%e must learn to '"read" if one is ¢to understand and
communicate within those public forms or share ideas within
a culture. " Any written "language", in whatever form, the :
written script of the spoken language, music notation or the. .
) symbols of ‘mathematics, is>a means to communicate to others'
what one has seen oOr experienced and allows others to see
 what the individual has seen. |

. The communication and the recording of certain symbol
'systems is greatly fac111tated \Jy the use of coding in
yariousv.forms. - Coding or iting is a system of visual
‘signs with which a symbol system is symbolized, 'for in-
stance, spoken language, music and'moyementlcan be expressed~
in specific notational scripts. | ﬁen chao (1968), in
idiscussing language and symbolicststems, considers that "if,
a language symbolizes ideas, writing is the symbol of"
symbols" (o.GS). A true case of writing_can4be claimed when
an established visual symbol is specifically asSociated with .
.

a linguistic form éo that a person, who knows the usage, on.'

_ seeing the symbol will 1dentify only that partrcular symbol
\ﬂ :

form.

A written 1anguage has been an essential factor in any
culture as it is a means of transmitting and retrieving

ideas,‘fknowledge and information which can be extended



©

Y

across space and time and‘ between cultures. Written

"

cultures, the first coded messaées 'being photographic

representations of situations and events. As the~needs.for

o ]

communication and recording expanded and writtén languages

& % f‘ ~

developed, there' was aG‘tranSition from representational to

-‘symbolic recording and the signs and symbols became related

" to the meaning. of a concept *or an idea. ‘The scope of

¢ &

5 communication is, therefore, extended and the record. serves

ey

to expand’ the time reach providing a memory aid and,a means
r‘f-'li\ € vE

fr
o ¢ .
. A w s

of repetition.

I3 . .

Creative Dance f'”'3"

Those educators involved in the area of creative dance’

v

would cons;der that the absence of this symbolic form of

representation would deprive the child of a particular way

of . expressing ideas and feelings. .It would seem-that

<

languages ‘developed later .than  oral:languages in a11f

4before the child, particularly the ~very young child can”°

, experience or be introduce& to those particular adult forms,

such as baglet,‘tap,,Jazz or contemporary dance, there is 4

need to master the "language" of.dance'and‘experience those

processes of- selection<_and organization of the movement

material for the child's own particular ideas and feelings.

The adult forms of ”dance have a highly structured and

vspec1alized vocabulary which determine the type and extent
'of ideas and feelings that can be conveyed and, therefore,

"the meaning or symbolic representation that can be achieved

1
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by the child, is. constrained by the dance form in which he

" is working" (Boorman, 1982, p. S). ' 5_ ’

. Boorman (1982a) has considered the particular contribu-

tion of the creative dance formmto the cognitiVe development

of the child and the importance of this non-verbal "lang-

. uage" to the "ld's lability to express ~and communicate.
Boorman (1982b dtates: ‘

It becomes apparent that there are meanings
that a child can convey and receive ‘only
through dance. These are ideas, imagés and

feelings that can be expressed and commwni-
cated in dance that canhot be rendered in = ®
verbal lanBuage, be it spoken ©or written,
music, the visual: arts, or any: other‘

_idiom. (p. 2). . =«

The creative darnce form has a ~wel; defined conceptual

structure based on the theories of Rudolf Laban((1963).

Laban identifies, in an dbjective way, the range. of ‘fnhovement
-vpossibilities which ‘take place in space and time. These
dynamic structures indicated through his spatial and effort
analysis prov1de the vocabulary which can. be used in the

study of mbvement and dance. _As,Redfern (1978) points out:

The great merit of Laban's princ1ples (taken -
in the sense of . his categorisation of
movement) -is that they focus attention on

the material of dance, and provide a basis

for dealing with this. This pOSSlbllltY of
learning the "language" -0of dance, “and not
simply of the many dance "languages", has
implications of the highest importance for.

the subject as *an educatlonal activxty. (p.

129).

R LI
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The creative dance form provi&és an open framework up&h
.which to structure’ children{é dance ekperiences and) aid

their: aesthetic develdpment as Hill (1978) states:

; J+. the creative dance form, with the.
; + freedom it permits the child in developing
‘movement patterns . and the opportunities it
provides him to select his own movements to
depict his imagery.and to learn the language -
to desuribe it, together with opportunities
for - developing a critical ' faculty by

observing other children's dance, appears

most likely to provide experiences recommen- - ‘ -

7 ded by experts in children's aesthetic
education. (p. 64). '
G

In consequence, the selection of creative dance as a
means’oftéchieving literacy in the ''language" of dance rests
.iin its broad, conceptual framework upon which the child can

¥

act and develbp skill“in creating and communicating through

'the medium of dance. The child comes to recognize that '

actions and a sequence of actions can be symbols for an idea

and a -dance can be created with these symbals, expressing:

‘what he wishes to say or wants others to know. There is an
intrinsic. satisfaction in dancingf those actions 'which
- communicaté what is meant to b;-said.and a further satisfac-

tion i§_ achieved when new s&mbqls are‘acquired:and expand
3 . ’
the means to express ‘and communicate. Thus, as Boorman

(1982b) -explains, through rthisA particular symbol system,

there is opportunity to work with the material of dance from

which "skilled _mastery can Vincrease"’and the "capacity to

‘construct and create can grow" (p. 3). . P
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This .conceptual approach ehables children tolexplore

and make statements about - bodily thythms, spatial tensions
and. relationshipsl Priddle (1975) explains that "the

problems presented to the children focus upon the major

components of movement,.space - force - time ... and dre

ygeared to enriching the child's perceptual and conceptual

understanding'of movement pef se" (p. 31). =

The acquisition and development .of a language will

depend upon the Childlﬁ, capacity to engage in activities -

7,
which will promote and 4 tend his use of that language.

Piaget .¢1973) identified that concepts cannot be taught
through purely verbal activities and the giving of informa-
tion, and that it is the child's use of concrete materials

and the engaging in other activ1ties which is essential to

‘the act of learning. In the designing of a learning

experience for children attention needs to be given to the

stage& of . development through which the child passes as he

”develops hlS intellectual capaCities and the organization of

learning wh§%% pccurs at the three levels of experience;
the psychomotor,'cognitive and affective domains (Piaget,
1967, p.~5). : Although'tnese: three domains are indivisible
it is possible within a well-formulated programme to focus

upon one or other of these domains.

It is considered that the creativev dance - form can

provide opportunities for learning to take place within all

‘those three domains.- Boorman (1971) explains that it is

\-)3?4
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important’ when desigpinq a creative danoe experience for
‘children to consider 'the "doing, thinking and feeling
aspects of the child;s personality" (p. 53). It is possible
to present situations which involve the child bredominantly.

in one domain, but it wiil, not exclude those _other two

y N
domains. g

Dance situations can be provided through which the
child is ablé to focus upon and" technically master the
skills 1nvolved in an action, i.e., the child will be able
to improve those performance skills which can help ,}o make
rhe dance experience enjoyable and meaningful. The focus-
éing og particular aspects of an action or a series of
actions can load towardsl the mastery of poychomotor abili-
ties, such Es coordination, balance, flexibility, mobility,
strength and préciéion. | ' :
- Opportunities to select 'and organize movement material
for dance idea& may,allow tho childvto increase his’movement
awareness and vocabulary, thus prov1ding valuable cognltlve
experlences through which the child can 'come to Kknow the
body of knowledge inherent in dance. |
| Experiences within the affective domain will allow for
expression of those ideas and feelings which are important
aoo ‘relevant to the child. The selection of movement
material to reflect partlcular ideas and feelings will

highlight those dynamic elements of movement and may provide
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an understanding for some children of ipsues which are part
of human life.

Creative dance is a particularly valuable experience to
. the young child as it is concerned with understanding.£he
body as an instrument of expression, involving the mastery
of movement as a means of expression and communication. It
-is only after having experienced thg broad, general "langu-°
age" of dance that the child can "gradually grow towards the
symbolic forms of representation thlt kave established
meanings by more experienced ind}viduals" (Boorman, 1982b
‘p. 2). It is considered (Boorman, 1982 Hill, 1979,
Redfern, 1978) that the creative dance form is the vehicle .
that provides the: broadest pOSsible context for learning
about the symbols of dance, »p;oviding another way of
perceiving and comprehending the world and eventually
enabling the child to "understand and take part in the
established forms of dance.
Summary |

The impo;tance' of the child's experience in all of the
symbol systems has- been stressed as each symbol system
performs a "unique cognitive function" (Eisner, 1978,
P. 6).} It ,is the mastery of the SpelelC "language" which
is significant; to the child's cognitive development +the
capacity to,understand,d the ability to conceptualize and
'thenito' transform those concepts into a form for others to

share and understand. It is also important that the child
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expérience all avaiiab;e symbol systems and respective

scripts because, as Eisner (1978) points out, "incompetence

in any one o? ‘those symbol systems exacts a price that

exceeds beyond thg borders ,of its own cognitive domain"
(p. 6). The child who 'hasfnot had the oppértunitylto work
with&nia pgrticular symboi system or script will ngVer ha#én
the opportuhity to share ér express that,wa? of kn;wing~thé‘

world. .

The Laban system of notation

At the first International .congress of Movemeht

Notation, held in Israel, 1984, representatives from areas

- of study related to animal behaviour, banthropolOgy, dance

education, ethnology;w~physiotherapy, sociology and .theatre
camehtogether to discuss the application and development§ of

selected notation systems. Those systems were Benesh_

Movement Notation, Labanotation and Eshkol Wachmann Movement -

- Notation. The congress programme and the delegate'résponse

indicated that there had been considerable develépments in

the épplication .of notation syStems-and\that each rdotation

~system has a significant :ole to play in The §;udy of human

movement’. - ' . o
During the past five centuries many movement notation

éystems have been invented "and implemented, mainly in the

N > . 0 ) \
‘dadie world where they have provided a record of the social

dances and important Choreographies of the day.
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To the present day there is evidence of 124 notation"
systems, 53 of which have been identified as having made a
significant contributidh to the recording of moyement.
particularly in the area of dance (Hutchinson Guest, 1984).
Most references to a dance notation system are contained
within the literature about dance., It is- only recently,that f
any texts have been devoted entirely to the theory and
application of" a notation system or systems.

‘ Most~of the earlier notation systems, and indeed many
of the more recent systems, have _not spread far beyond_the
circle of persons directly concerned, i.e., the dancers and
teachers, working with the inventor' who was uSually»ﬁoth}

_ choreographer and repetiteur of the dances. Music notation,
which has been in general use by educated musicians for some
time, has provided an opportunity to exchange ideas about
music and encouraged experimentation with melodic andg
'rhythmic structure. In contrast, very few choreographers
recorded their work and those early dance notation systems

. in use afforded limited possihilities for dance innovation.
As. Chilkovsky Nahumck (197§) states, the notation systems"

 "tended only to affirm, define and codify the soCially

' accepfahle dance behaviour of the feudal elite" (p. 32)
,/ Evén later, throughout the nineteenth and early

\‘\# P

e

‘twentieth centuries, information regarding many of the
hailets was available through the memories of choreographers

and dancers. Any scores which did exist for any of the

. —_ ’ s
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major works were'simply‘aide to memory as’hthe choreographer

3

or repetiteur would already know the work. ; This Has
) resulted in a-lack of artifacts which can be studied and‘s
reconstructed. Redfern (1983) indicates~that(the lack ‘of anm
‘adequate notation system Funtil ‘well into“"the'twentieth“
century, though several .ingenious experiments had been’

, tried some of which provided inspiration for later innova- ”
‘ tors" (p 16) may have contributed also to the paucity of
information concerning dance works. ‘wi

: From the’ survey of the development of d;nce notation
systems it "has been found that notation systems fall into
*certain categories (Hutchinson Guest,:°1984;’ White, 1971):

| These.categories have been formulated according to the type

of signs andxsymbols selected and the processes by which the.
Signs and symbols are used to record the movement. Thé /
categories, falling " into eight clear classifications, “have
been specified as follows: Lettersﬁ‘Words, Pictures, Track,
Music, Stick Figure, Mathematical andq Abstract. There
'appears to be no chronological patterning to the introducf

tion or development of a particular cetegory, the choice of

symbols and method of presentation reflecting the -needs of

the inventor. ' I I

The traditional tools for recordingimovement - letter,
abbreviationsjl word Vnotes, stick ”figpre drawings, photo-
grapns and more recently films and video - have left much to°

be desired. kSChdrman and Leigh Clark (1972) state:



‘Because of ﬁhelr very nature they can do
only one thing describe the ‘design the body
makes in space. In other words, they stop

“.the action. Word notes are at best a clumsy
-translation - of lyric. expression  into

pedestrian prose.: Such tools therefore

dannot’ describe e elements of speed,
~duration, ‘accent, tow  of energy, .and,so
" forth, which are.su an important part of

all_movement‘ (p. vii).

Even though many notatlon ‘systems were- employed'for a

i)

very .short time land by few people theywhave made some

contrlbutiéh to the hlstory and §tudy of dance 'and -as

"

.\.Hutchlnson Guegt (1984) states. \ ",

{ .

oo A hlstorlcal survey of the development of R
dance notation systems in the western world .
reveals incidentally the progre551on in the
deyelopment of = dance, . physically and
;socially, and the attitude toward the
1mater1al of dance itself. (p.-42). F p “

*  The wnnngs of .Goodman ‘(1966\) and,. si'r'ridde (1978),

among others,‘ ha'e dlscussed the valué of notatlon as belng

P

beyond the practlcal requlrements of recordlng dances.b'ln'

’yth last decade choreégraphers, dancers and teachers have

recognized a movement notatlon system as maklng a valuable

B contrlbution to thelr work in: dance and have ldentlfled 1n .

’17

Jparticular the Laban-system of notatlon Cohen (1960} c1tes

: that Lland used the Laban system of notatlon to. record hlS

own roles ln-hallets, Venable (1960) con51dered ‘that the‘f

,f"analytical 'skills developed by notatlon helped her in

a

rehearsals (p. 44); Reber-(l976) -worklng in folkloric and

- ~

. oot



hlstor1c~dance found that this notation syst&m was able to
‘"represent ‘every mowement unequrvocally in a graphic way"
(p. 55); Backer (1976) employed Labanotation in the prepara—
tion of a book with Wendy Hilton on’ court and thea rical
dances of the relgn of Louis XIV the notationjystem-
proving "ltself lnvaluable in clarlfylng and describing ‘her
conclusions about the dance movement" (p 74); Challet- Haas
(1976) investlgatedvfthe structure - of classical ballet
technlgue, and to illustrater‘the‘ progress of analysis
considered that Laban's Kinetography was '"the ideal tool"
(p. 76), and, Drabecka (1976); in ‘reconstructing and
comparlng the ba51c step of the galliard found that "in
transcrlblng the movement lnto graphlcal Laban s notatron
Jmade the analy51s and comparlson p0551ble" (p. 65) |
Today,va notatlon system is requlred to»prov1de(more’
than‘a shbrthand or an a1d to memory for the choreographerk

or repetiteur. It . is conSLdered more \than a heuristic

——
‘

~device or tool-for documentatlon. Notatlon is a means of
capturlng and . transferrlng onto paper by means of symbols"
the 'expre551on, " the 'sense ‘and . purpose of movement. The
score becomes a record and a v1sua1 ai- which can facilitate_»
rthe transp051tlon, comprehensron and comp051tlon of movement
wildees_and can provide an authoriative 1dent1f1catlon og a
dance work. A»score should contain those features;whlch any
N performance of that work mustb exhibit in order ”to‘ be an

authentic instance of the work. Cohen (1982) considers the



29

score to be the "de51gnator of those constltuent propertres
" that  are neceséary ,to any realizatlon:of the partlcular
work" (p. 149) Today, the score is‘ seen to provide not
only a means by which a dance can be reconstructed, but also

through which- the content and structure of the work can be

-

Studied and analyzed. Youngerman (198%) state5° L

Furthermore, they (notatlon scores) .can
. provide . data, in' an wunusually" revealing
form, for - research on a variety .of topics,
including the" exploratlon of the concept of
style, of . the ways in which movement can be
conceptualized and of the . bases for
aesthetic evaluatlons. (p. 101). Co

The functlon of notatlon has moved away from a total use
as an aid to memory An the reconstructlon of dance works and
has; emerqed as Ai tool. for the study and consxderatlon of

dance, as Redfern (1978) outllnes below'

L I € . , .
‘ ™ A
Jnot only as a tool for recording any- form of - j
dance, but as a means too of learning to
think in -terms - of movement and thus tg .
compose dances other than by 1mprov1satlon
- or spontaneous response to a stimulus - ..

(p. 10).

Notation can be’ 1ncorporated into the creatlve process

so that the choreographer can vrew a, compos1tlon atﬂ%ny time
4 :

‘and does not need “to- rely entlrely up memor%. Copeland'

&

\ and Cohen (1983) state that .the "advent of a usable choreo-

graphlc notation would encourage the devélopment of an art

of gréater subtlety, complexlty and or?glnallty" (p. 26)

Po.
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One of the important functions of a notation system is
to'proyide an objective record of movement and, as Causeley
‘(1569{fexplains, "a common denominator for thinking and
' commuhication}. independent of anyﬂ theory,*style or tech-
nique- in fact a universal' language"’ (p. 13). It :is
considered that the use of a notation system in the study’ of»
dance can lead towards aestheticf enquiry and the careful
study of dance scores contributes to the understanding of
compOSLtions as compoSitions. Ullmann (1976) explains that
knowledge about dance can. be acquir;d through the careful‘
wstudy of a score or kinetogram
The interaction of the spatial pattern with
the rhythm of steps and gestures, gives
certain characteristics to a Movement

sequence, the nature of which is usefully
studied w1th the help of a kinetogram

(p. 20). | '

wge”
The particular demands made upon a not%tion system to

record dance for future reconstruction and the increasing

 demands made ‘ upon it to préiide for a means to analyze and
talk about . movement 'has often meant that many notation
sYstems have fallen into disuse. A basic requirement is
'that the”v151ble actions which are part of a symbolic system
of :dance can be transmitted through corresponding symbols of
the notation script. Further essential features are that
" the symbols are,capable,of modification so that.fine detail

of movement can be recorded and that either general or
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specific statementsl about movementv can be presented in ‘an
"economical and leqible form" (Hutchinson 1970 p. 1)

The foundations of a notation system appear to rest

upon a comprehensive and universal analysis of movement.

prov1de a means by which movement can be

The select, script, the design of the ‘symbpls and their.
orthograp

~considerdd and recorded accurately and legibly. The script
is based -upon a set of rules which correspond and represent i
the motor principles of the body as. they occur ‘in ‘space and;,
time, gilowing for modification as the contrasts and nuances
of movement patterns occur (Chilkovsky _Nahumck, 1976
h‘ﬁutchinson Guest, 1984 Lange,'1980-4Ullmann, 1976).

| The Laban system of notation (called Labanotation and
Kinetography Laban), invented by Rudolf Laban (1879 1958),_
"triggered off new ways of seeing the human body as an agent‘
~of symbolism" (Chilkovsky,Nahumck 1976, p. 32). ' The Laban
system originated as a result of a "much wider search for an
understanding of the pr1nc1ples of movement, of the sources
-of movement expression, and the value of dance to humanity
(Youngerman,'1984,'p. 105) : Laban (1879- 1958) developed his
system at the same time as his work as a choreographer and
teacher. 1In the same way that a particular ‘word represents
‘a specific part of the spoken_ language, the movement
notation, Labanotation, is considered' a. movement script
which is capab1e~ of representing specific aspects"off

movement.' Lange (1985) identifies Laban's notation as "a
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?!. -4

movement ‘'script which ‘secures the"recordinngf movement

.

progression" andvconsiders-the script to be constructed of
la well thought ‘dut basic set of symbols" (p.‘12, 13).

Laban devised the}stbols of the system as visual represen-

* " tations of the equivdlent movement patterns .and through

particular‘modifrcations the properties of movement, such as

‘spatial and temporal elements, could " be recogniqed‘and

recorded.v The system deals w1th the descrlptlon of the o

structure of movement. The shape of the basxc symbol

lndlcates actlon or dlrectlon, the shading of symbol.refers
to , the’ level;.of movement and the relative length of . the

symbol  shows the duration of the action. The use of

.presigns on the open staff or the placement of the symbols . ,

\

moving. The. staff is read vertically revealing sudceSsion

| 1n tlme, readlng the staff horlzontally reveals simultaneity

o

of actions or body parts. Whus direction, level and timing

M

of action are captured in one symbol.

¢ ‘The orthography of the »system is 'based upon logicaily |

organized characteristics which correspond ‘to the motor
" principles of the body. ;Laban/(l§56f considered-the success
of his. system after twenty—eight years to rest upon'these
"underlying pr1nc1ples of the system" which .oonsider and

reflect the movement capac1ties of the body and the "langu-

age" - of movement (p. 1). Yoyngerman (1984) emphasizes these:

claims in the following statement:

\ on the three line staff indicates which body part is.
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: Sequencing of movement, the distribution of
_body weight, the configuration. of movement

" "in the  body, the reldtionship between
movers, and the. orientation ‘of the whole
within the performing space can be'readily

" grasped.. cp. 106)

-Laban provided an impreSSive scheme».of analysis~and '
description which "offers us an elaborate and intriguing

example of the process that1has_ come to be” called“contept

*  formation" . (Goodman,~ 1966, ‘ .“214)} Laban intfoduced the

o

system in 1928 in the first: bookiet of a series called

"Schrifttanz" (Script Dance) which explained the methods and

\orthography of the system. In: 1ater writings (1956), Laban

~explained-in detail the origins and basic p;inciples of the

system upon’which,many followers, notably Hutchinson Guest

and Knust, were able to develop the work into the present -

system.

Labanotation is considered to be a valid and reliable

‘means of recording movement based upon an analys1s which is

iogically strnctured according to the functions of the human
body which take place in space. and time. The process of’
recording movement on paper involves the conversion of
space, time, energy, parts of the body and_relationships '
into} symbols which can be read and reconstructed "intaq’
movement. Labanotatﬂ.ﬁ* consists of an alphabet of abstract
symbols des1gned to reflect the movements they represent and-
which fall into categories, each member of a category being

freely‘ershanged for one . another without“ any syntactical
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effect. The symbols found in these categories can be
| modified and extended as the complexity and subtlety‘ of the
‘movement demands. A movement or a’sequence of movements is
depicted on a graph and condenseddon paper into a relatively
small space which can be‘seen‘ at a glance. Laban (1956)
said of his choice of abstract symbols:
... the motion characters of the script are
compounded according to simple orthdgraph-
" ical considerations which we have learned to

appreciate in the 1long experience of our
experimentab‘notation activity. (p. 20).

s
¥

A detailed notation script is'required for any particu—
lar analytical investigation ‘and it is conSidered that
Labanotation provides abmeanS' by Which movement and dance:
can be recorded for study and examination (Goodman, 1966;
6Lange, 1985).. In order’to do this a notational scheme must

.fﬁlfill certain theoretical requirements andvGoodman (1966)
considered that Labanotation met the necessary requirements
in that " the system "conSists of characters which combine to
form others", and each character "comprises of members which
may be ’rreely'exchanged for one_another without'any syntac-
tical'effect"“(p.'162). In this way the symbology and the
organization of the_script does allow for‘the description
and,recording ofvmovement patterns which- can be transmitted

and communicated to others.

The Laban system of notation offers three kinds of

description. Motif Description, Effort- Shape Description and
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Strucfured‘ Deséripﬁion. Motif Desgfiﬁélon provides' a
general ﬁtatement\about movement, binﬁointing the motiva-
tion of :the movement, its idea or intenﬁioq. The Motif '
Desc?iption may.remaiﬁ very general or ma&(becéme increas-
inqu_ detailed until eventually it is a fully Struétured’
Description,aproviding a‘precisé désqription of the elements
of movement defined in measurable terms. Effort-shape
Description provides a description of movement in terms of ‘
quality‘and expression, the sfmbdls representing the pattern
of movement which occur as the flow of energy within £ﬁe
body changes. The development " of the differenﬁ means of
description togéther wi:h an.alphabet of symbols and logical
'% rules "have facilitated not .only the expanding chbréographic
innévations, but also the retrieval of idiomatic eleménts in

any dance structure" (Chilkovsky Nahumck, 1976, p.'33).

The Applications of tﬁe Labanysygtem of notation

. There is much evidence 6f the value of Labanqtation in
%the professionalﬂtheatre where the score has provided both Q,
meang of"recorQing and reconétructing dance works. Such
Scores, 1ike music scores; are also available to the dance
s;udent and prSVide a’ means of studying dance.- Hutchinson
Guest 01989) has indicatéd that "through notated scores
dancers and dance scholars can become acquainted with

choreographic works and derivewgreater enjoyment and benefit

_ from seeing performances of them" (p. 4).
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Recently, significant steps to apply a notation system
‘have been made in the area of dance education with students
‘of all ages (Chilkovsky, 1980; Van 2ile, 1984). The aim is
that through.the use of notation the student will develop an
awareness of spatial, temporal and dynamic elements'of'
movement and increase ‘his knowledge, and understanding of
movement and dance. Notation is seen to play an important
part in the understanding‘ of <merment, assisting kin the
exploratlon of movementleossibilities and providing the
students wlth a means to codify dance experiences.

Ullmann ‘.(19"76) and Redfern (1978), amongst others, have
recognized the value of this system of notation as a means

of learning to think about movement. _ Howevey, very' little

‘research exists Which' supports‘the experiences.and state- -

‘ments to be found 1n the literature Teachers have sugges-
ted that it should be included in the dance act1v1ties
experlenced by both chlldren and adults in an educational or
professxonal setting wnere ‘it can be used to explaln,
conSLder and comprehend the movement content of dances.
Advocates varlous_forms of dancevand dance notatlon-have
long asserted the use of notation, vand in vparticular
Labanotation, as a valuable aid\in the learning of dance.
Preston-Dunlop (1969) reported;fthe successful use of

notation in movement study. 'Schurman and Leigh Clark (1972)

"used nctation in the teaching -ofaﬁmodern dance technique. .
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Hutchinsonlil955) used notation successfully in the teaching’
of ballet and composition;

It has been stated that notation should be considered
an inteqral bomponent of learning in all aspects of the art
of dance and many dance educators have described its uses as
.a practical and theoretical tool of legrning to think and
talk about dance §Red§ern, 1978). Tppaz' (1976) identified
Labanotation as a 'true 1anguage' that is a loéical system
which allows one to think. igjferms of movement and communi-
cate dance" (p. 5)

The logicality and flexibility of the system are seen
to offer immense opportunities to the teaching of movement
and dance, ‘allowing for the general and specific stqtements
about a movement Agituation. ',Motif Description has been’
advocgted as the kind of description and means of recording
which should be dsed by thg young child or beginner. (Hutch-
inson Guest, 1983; Preston-Dunlop, 1967), as it gives the
outline of the movement, its motivation, . without describing
in ’detail how the actions are to be performed.' Preston-

Dunlqp (1967) described the use of Motif Description as

follows:

The interpretation of motif writing (des-
cription) is left to the reader, so that it
is a perfect vehicle for describing movement
activities where the creative invention of
the mover is of prime importance, as is the
‘case in educational work. (preface).
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Hutchinson duest (1984) has identified four significant -
roles that notation has to play in dance educatioﬁﬁ?firstlyf
that it "gharpens the eye for movement - observation and
develops understanding‘ of the structure of movements beinq
learngd:" sécondly, that notation provided a 'visual--
aid;" thirdly, -that it vserveﬁl.as a "memory aid:" and,

fduféh;y, notation "provides accéss to materials otherwise

K

unattainable' (p. 159).

. af
+ In this way the teacher of dance is provided with an

additional tool. The child can be introduced to dance
through a practical exploration of the dance .content using
notation symbols. The symbols can be- used to introduge,

clarify and explain the movement cgntent and as Hutchiﬁ%en
Guest (1984) states: .
/

... children are introduced .to the raw
material of dance,. the main directions,
parts.of the body, time values, parts of the
room, basic forms of - relating to one
another, and so on =~ all of these being
applied to the creative exploration of
dance. At the time each type of movement is
explored,  experienced’ physically . and
explained verbally, the notation symbol i's
also introduced, thus providing an addition-
. al visual aid to understanding and memoris- .
~_. ing. (p. 160). - ¢

b
Children will come to recognize a movement pattern
through the. symbéls and the reading of A scoré willvmgke‘
available furthet movement and dance maéérial. This médium
alsd offers a record of an gxpefiénce and a further:means of

sharing ideas with others. Hutchinson Guest (1984) suggests
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thet children "at about the four or five year level" shouldt
be introduced to the balic symbols as movement concepts - aren
introduced and explored,- stating -that— this procedure
"clgrifies differences_clnd develops the basis of dance

literacy without interfering‘ with the usual .physical

activity of the dance class" (p. 161).

Chilkovsky (1954) also made notationvan integral part

of the teaching of dance at the Philadelphia Dance Academy

'and in consequence published a series of books thicn

involved the reading and - writing of dance vocabulary
and skills in Labanotation for young children The books
were designed to provide "practice materials for the student
as a means of improving technical skill enlarging vocabu-
lary" (p. 2). For the teacher it provided an opbortunity to
encourage students to practise at home giving specific
essiqnments from~the texts. Chilkovsky Nahumck planned the

lessons that included reading and study for notation
experience, .analyzing e theme or phrase as part of ;

composition task, or performing a dance skill previously.

.rehearsed from .the score.

;It has been found that children enjoy the challenge of

‘using and interpreting the _notated patterns and\jggrn more

quickly from reading the symbols. Hutchinson Guest (1984)

quotes the work of Rose Lorenz who "found that children -

mastered assemblés.anddsissoneéj)more quickly from reading

\



) Dansnotators (il - 12 year olds) who !"read and leerned the
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the symbdls}'leaving the ground from“one foot or two and the}
appropriate landing were visually 80 obvious" (p. 161)

Several teachers (Chilkovsky Nanumck, 1980; Hutchinlon',~
Guestf' 1984) have found that’ cﬁildren are able to qrasp |
Labanotation ranidly{ recognizing the symbols and epplyinq
the principles of the system in the writing and readinq of
scores. Hutchipson Guest (1984) quotes the example of the

¢

first movement of Balenchine's Symphony in C from the

Labanotation score". She also mad " observation that

this experience '"vastly. increased r undetstcndinc,
‘appreciation and enjoyment of the work 135).

Suggestions have been made regarding the design of the
ndance curriculum to include experiences whereby children can
acquire notational skills, identified as the ability to use
the written language cf dance. Chilkovsky Nahumck (1980)

elso proposes that: | o

Labariotation should be introduced into the-
‘dance class as it is needed. It is learned,
not as a separate sdbject but as a tool or
aid for norf~verbal description and analysis
" of movement. (p. 23).

\
sSummary

The £first part of this chapter reviewed briefly the -
place of symbolic representation in children's. learning and
described ' the rcle”‘gf creative dance as a symbcl system.

The next two sections explained the ‘features and place of

4
)
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‘:g ne iticn systems in the//pm&tory of dance and dlscussed the
2 _ particular role and appllcatlon .of the Laban system of
)/ﬁv notation in dance today.v o - \g

- If the notatlon can- be learned and applled by people of -

different ages and if the'appllcatlon of a notatlo scrlpt

o

W1th1n the. dance experlence provxdes a systematic m _s'of
”r._ldentifying and investlgatlng movement : then ‘lt _seems

reasonabl’e to assume that thg notatlon system may be learned ) a

1

and used by children -‘and that it may a551st in the chll-f

dren‘s underStanding ~and awareness of dance materlals. To
»“the author s knowlegge}‘ no study has yet assessed the

pc551b111ty of children. learning and applying the Laban

system of nctation in a creative dance situation.
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' Intrdduction o

Chapter Three

Design of the Study

' This chapter outlines the de51qp of . _the stﬁdy. The

'descrlptlon of the population and sample is followed by an

b w3

outline of the procedures for developing the materials. The

latter'prov1des inﬁormation relative to the establishment of

student profiles} notation vocabulary,‘ teaching programme,

>

~testing . instruments, and the trainingd of scorers. That

L oea s ¢ : * - . - A ' v ! ’ A‘
section is followedvby‘ the methods and procedures used»in R

. : ' ‘ w .
the treatment and testing programmes. A .summary statement

1

then rev1ews the content of Chapter IIl.

‘i 1

139 N K Q
- N

Sample ﬂv :
| o o .
The population, "for  this study,.‘consisted of those

between the ages of 9 years 0 months and 14 years 0

This- populatlon was 1dentif1edf'

4

. AN J bt : Lo
for two " reasons‘"three conseentive years of Creative dance

had famlliarlzed~ the children with , Laban s body, time, -
nd relationship themes inherent in the‘

Atesting programme,"and the age span provided

'a suffic1ently large population from which a sample could be

derived

a
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A populatlon of}'33 children Was identified by the
researcher 'through consultation with the dlrector of the =
A.C.C.DrT."EermlsSLOn from. the ndlrestor was . obtarned‘to_
contact the parents or ~guardians of thls _population;
Contact ‘was made throuoh‘ a fietter and a sample ofl16
chlldren was selected on the basrs of afflrmatlve responses.

5 The-sample, 15 girls ‘and 1 boy, were between the‘aqes}

of 9 years 2 months and 13 years 9 months. - Over the course

of the study some chlldren were not aﬂle to attend all of
o )

) the teachlng and teStlng sessrons due to illness® or famlly

commltments. Nine of the: sixteen ‘children completed all

sessions and fthisﬂigrOUp, subsequently,; became the final’

Lo

sample.-

' Materials

Materials developéﬁ ;for this study Were student

ep

proflles, the content of the teachlng programme, a notatlon

. —_—
vocabulary, testlngr 1nstruments, scorers,,-and 1nd1v1dual
’ e ‘ ) A |
B ¥

, - A
test units.

Student Proflle S };f-. T T

e : 4
For the purpose of thls study, a, proflle of'each child,

: was”made in order to ascertaln what factors, if any, may'

L»

have contrtbuted to thelf 1nterest Q@p ablllty in the .

o
e &

: mi .

-notatlon experlence.m ’ ~"'!I"

.,

»;dz‘ The st&hent proff&e ultlmately lncluded (a) age,‘(b)

I, Q scores, (e) )background experlence in related arts-‘

N

act1v1€1es, (d) preferences for actlon famllles, (e) skllr

L3
5 ) . . . X - A



in creative dance,'(g) ability in notation, and (g) attitudel
towards notation.

The chlldren -were asked to give their birthdate at the
commencement of the programme in June, 1985. The years and
months were calculated to the first day of the treatment

programme which _established their age for the student

profile. S R

Background"experience in ;“arts activities was
_determined on‘the first day‘?of ‘the treatment programme.
Thisé was identified in the form o%wa‘questtonnaire (Appendix
é),and administered to‘each child.

Prefereéce .for action famtiies " was determlned by

(Appendix " 2).. Based upon the movement ‘

by

£ Laban (1947, 1975), which ldentlfies the
the body, time," space effort and relatlonshlp,
jﬁ}%4973) identified 10 action families. These 10
' ,actlon fam%lles had been expanded “in the:wotk of the,
- A. C c.D. T. to 11 action famllles (Appendlx 2). These 11
‘actlon familles were known to' the sample -of chifdren
1nvolved in thls study, hav1ng been the foundatlon of their
creatlve dance experlence.‘h The children- were asked;to'
identify which three actlon famllles they ‘preferred and
A which.‘three ;they"most ‘disliked to perform. Time was
allocated at the beginning of the fifst~teaching Session to

gather this information.

Y
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e - \ o LA

{2 " 'skill in creative dance ‘was 'determined,’by “three
external'judges (Appendix 3); who- had prior knowledge of the
children [ work in creative dance, and by the researcher.
Each judge was asked to place in rank order, 1 through 16,
}their perception\ of the children's skill in creative dance
according to the criteria for originality and intenSity
Originality was described as the number of different ways
the.. child was perceived to handle moyement material -
breadth of Sklll.‘ IntenSity was described as the perceived ‘
ability of the child-to bring‘meaning to. movement presented -

- depth of skill (Appendix 4. o o

L.

Ability in notation was assessed through the dZSigned
etesting instrument administered indiV1dually to each child'
on four occasions (see section “on testing instrument,'
p. 46). Each child's achievement was ‘tabulated and consid-.

!‘
ered separately and in relation to’ the established ngtation

vocabulary and se ected prinCiples of the - notation syste .
This methodv was implemented in order to ascertain the
relevance of the notation vocabulary and treatment programme
to these' children.

Attitude o notation was | collected by questionnaire
(Appendix 5) at the concluSion of the third- testing ses-
sion. Ten questions were designed in an ‘indirect question

. format. This format was employed in order to engender frank

and open responses. The researcher outlined the purposes

-, and intentions of the questionnaire 'to. the children, which

L]
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was _to" generate ,information for buildi%F future notationv‘
experiences for‘other children. Thls would include informa-
tion as 'to their. likes and dislikes about notation and otherJ
‘lnformation they:chose to share. 'All of the questions werel
lread“to _the chlldren' as a group. The guestionnaire was

answered individually with -time being allowed  for its

~.completion by all children.
\7

Notatlon Vocabulary

The notatlon vocabulary was establlshed by the resear-
cher ;in epnjunctlon with advice and input from three
external resources,. Hutchinson Guest, Kane and Venable'
(Appéhdix 6). _Anrinitial.voéabulary was built derived from
the writings' of Breston-Dunlop (1967, 1969) anq;Hutohinson
Guest (l954, 1970). This was cross-referenced with the
‘writings of Boorﬁan (1969} 1951, 1982). From this 11 aotion
families were identified» which subdlvided into 25 basic
aotion units (Appendix 7). brawing further upon ‘the
wrltlngs of Hutchlnson Guest (1984), ‘Knust (1979), and Lange
(1980), the notatlon vocabulary was extended to include four
relatlonshlp units, 33 spatial units, and 10 principle units
(Append;x 7). The total of unlts covered by the 1n1t1al
vocabulary was 72.3 This vocabularvaas . then submitted to‘
the three external-‘resources for reaction and recommenda-
tions (Appendlx 8). o 3 |

Follow1ng the recommendatlons, the notat;on vocabulary

was modlfled and consisted of 77 units. This became the
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notatidﬁn vocabulary (Appendix 9) used'“in the treatment
programme and the testing i%strument. | | o)

'Teaching‘Programme |
‘The teaching programme (Appendix 10) was deVeloped to
lcover the COntent of creative dance and notation built into

‘the notation vocabulary and the several methods inherent in

‘

the testing‘lnstrument.

Testing Instrument

The testing instruments were designed to probe three

areas of  notation: (1) recognltion - the ability to recog-

niée symbols and principles of notatlon, (2) orderlng and L .
; » »

sequencing - - the ability. to order and sequence movement -

material using the stbols and principles of notation;°and
(3) comprehension -, the ability to give meaning to the

I
actions and symbols used. in a notatlon score.

In order to test each of these three areas, two wrltten
tests and one action test were designed.

One written test was desigred to examine tne ohildren's
ability to read the written notation'infor'atiOn and give in
writing a description of the notétio . "This became the
'<symbolito-written response. The action tesﬁ'was deSLgned to
examine the children's ability to read a notation symbol or
score and perforn that script. ’Thls became the symbol- to-
action,'response. - The other written test was designed toQ
examfie the children's abllity to watch ap actlon being

performed or compose and record it in written symbol
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notation. This became-the"‘action-to-symbgl response. Thé

total testing instrument, therefore, contained nine parts

.(Table 1). .

The'testing instrumént and . an ex&mple of tﬁb éqhtehts
of a test were also submitted‘ﬁo tﬁe external referees for
recommendation and comment (Apﬁendix 11). The externaL
gpféreéé confirmed tﬂ;t the testé had the potential to
reflect the children's ability to use the notation systenm,
"but. no furthei tests for reliability or valf%ity'were
| established. Subsequently,‘ the testing instrument VWas
implemented-in the_programme. | | |
Scorers ' ' o

' The scorers weré gstabiished in order that the tests
-which reéuirgd individual demonstration from the children,
i.e. éymboi-;b-aétidn responses,: qqﬂ&d?beffécilitated. Two
scdrers:(}ppenéix ié) were adulﬁg’wfamiliarv yith creative
dance, but‘ not known to the_éhildrén, were present through-
oﬁfveach of the testing sessions. a
Individual Tést Units

lIhdividgél test unitg, covering ‘the same' notation
vogébulary fand' principles, were designed for each of the
éhiidfén inQbiyed ;; the nine subtests of the testing
prééramme.“‘Thei qine subtests of the testing session, i.e.,
tes@;bpé throughfh;ne'(Appendix 13), were contained in é%EFQ

envelopes.
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Testing Instrument Notation Areas and Methods Q£ Response

Notation Areas

Methods of Response

Recognition

. Ordering and Sequencing

¢

Comprehension o

Symbol-to-written response

Symbol-to-action response

Action-to-symbol response

5ymboi-to-Written response

Symbol-to-action response

Action-to-symbol response

—-

Symbol-to-written response
Symbol-to-action response

Action-to-symbol response

o~
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'Methods and Procedures

‘The teaching and testing programmes took place in two
'phasesl Phase one occurred from 5:00‘ p.m. to §:30'p.m. on
Monday; Wednesday and F;idey _of three consecutive weeks,
June 3 to June ‘21, 1985. 'ZOn Mondey ~and Wednesday of ‘each
week the childieh were intolved in the teaching programme
and on each Friday, in the" testing programme. The seeend

phase occurred on‘SeptemEet 20 1985 from S:OO‘p.m. to 6:130
p.m. and consisted of the flnal testing sesSion The total
1nstg§ctlon in creatlvevdance "and notation was nine hours,
and the total testing 1n notatlon six hours .

Throughqut phase one and phase two gslx chlldren were
present for all sessions. In week three‘the test programme
~was administered to three children out of the normal testiné
time. The final test prograﬁﬁe was administered to three
children out of the normal testing time (Teble 2);

The total of nine children included in the final sample
was arrived at when data from the tests taken outside of the
normal testing time was added to those six chlldren present
for all sessionms. |

\

Teaching Programme A

The teaching programme seséions commenced when the
children arrived independently at the Educetion Gymnasium of
the University of Alberta, changed into appropriate clothing}
and worked with * the researcher ~on introductory creative‘.

, _ .

{ <

‘\
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Table 2

Attendance Record for All Sessions

Phése Two

Phase One

10

11
12
13
r4

15
16

<<~

/

/

Note:

10

indicates attendance

Maximum attendance

/
A

indicates absence
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dance activities. These introductory activities familiar- -
ized the children with each other and the environment which
included audio-visual equipment and an observer- technician.
Following ‘the introductory activities, which lasted apprcxi-
mately five‘ \minutes, the creative dance and notation’
sessions began.. _ |

In‘each of the teaching' sessions the.‘children were
involved in two ways of working w1th creative dance and
_notation,. " These were symbol-to-action experiences and
action-%0¢symbol experiences. |

To achieve symbol-to-action experiences the reading of
) potaticn materiai was required. Methods employed to achieve

this vwere reading notation written‘ron the chaikboard or..
large charts, reading notation from indiVidual cards which
were placed about the gymnasium or held by the teacher,
reading»and ordering cut-out notation symbgls, writing and
reading penc1l and paper scores.

. ‘The processes invclved in symbol-to- action experiences
were as’folloes; ind1v1dual symbols, or scores, were read
byﬂthe children and the movement pcssibilities were discuss-
.ed or danced;fthe framewdrk of a dance score was presented
by the teacher'and the children added detail to the sccre
ahd,then danced.the score; a score or a section of a/score
.was read and danced; the cnildren read and performed

sequences ‘and dances ‘composed by othe# children; the
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children danced their own notated sequences and dances for
each other. | o ’» h £

In action-to-symbol experiences the following occur-
red: ) teacher selected actions, sequences or compositions
were explored practically-by' the children an@ then nbtated
or read; a movement theme or idea for a dance was introduced
to the childron who then composed and notated the;r own
dance; a section of a dante or a complete dance,.composed
and taught by the teacher, was danced and_ then notated by
the children. To achieve these action-to?symbol experiences
the composing and notating of movement experlences was
required. Methods employed to achieve this were the
ordering of cut-out symbols on the floor, recordlng by
pencil on paper, discussion and recording‘the children%s‘
responses on the chalkboard. |

e ‘-
Lt

‘Throughout the treatment‘ sessions these‘experienCeé‘q

4

provided the children with opportunltles to work as a group,

with partners and Lndividually. The . teaching progression” #}

throughght was acCumulatéve, nev symbols and pr1n§ﬂ*'es
being introduced - aja supplementing npreviously presenté
' materlals (Appendlx 10). The’ treatment sessions we
adjusted, over the perlod of tlme,$ to the, learning‘rates.;
motivation and interests of the children. Throughout t} :
proqression of the treatment sessions the - children wer;fkf‘

encouraged to extend and bring: addltlonal materlal\to t

area, if they so wished. ! ‘ é?
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‘Testing Programme .

The testing programme commenced when the children had
arrived independently at the Education Gymnasium, changed
_into the appropriate clothing and each child had been given
a coded envelope 'containing. nine subtests (Appendix 13).
The envelope was coded dif:erently each”session. The code.
'was established fty an external observer in order that

researCher bias would be monitored. o

- ‘The children then gathered togéther for instructions
given by the teacher. Each«invelope .contained nine tests

" which involved writing about the notation, writing in
symbols and reading and dancing from‘scores;t Each child was
to work ind#vidually and find his own space in the gynnasinm

, lto do this. The instructions for’each test were to ‘be read

‘ﬁﬁ& together and *time would then be allowed to gompjfte the tést

‘\Qmiqge 3) At the conclusion, of each} teSting time the

h;iﬁre L™

‘dﬁh tbst card (Appendix 13).

£

re to mark'either "finished" or "time ran out" on

Throughout the testing programme- video recordings were"
fmade of “the children providing information regarding a
‘r'child's responses and participation during-: the programme.
’This was not a, continuous recording of all the children, but
random selection by the observer o ¢ _
At the conclusion of each testing Session the chiidren
gave their coded enveiopes to. the teacher and ieft individu-
ally. | ' . |

~



N

.

r

- ’ - um:oamom‘AOQE>m :uuUﬂuz - uoT3joe
i R Ssuodsal uot3oe - T0qUAS
asuodsax ua313TIm - tToquis

$31595 ‘uctsuayaidwo)
$31831 butouanbas pue. butriapio
83891 UoTITUBODIY.

-—

<.

n uﬁ&ﬁ W

R LEX )
4

'
uuna

8°

A
'

.o

@31vjou .puv 3sodwod

.wcuE s

01 OTSNW Yatm /Q o o :
*sBUTW QT ‘SIwWEy
t pederd orsny
wroyrad -
uayly ‘aIotaorad 03 -
‘oTSnW yaTM
uanbas Inoqe dITIM
3 ‘BUTW ¢ ‘S3WTY
© € pakerd orsny -

aivlou
pug asodwod
03 sazhutw gy
. wxo3xad
uayy ‘assyaoead
of sajnutw § e -
ouINbas ayy
-3INoqe #ITIM
03} SIINUTW ¢
vurIo3zIad
Yorva udamaaq
, ‘sSuT z - sauwyly
e - £ pawurojzyad:
e ’ ) % gouanbag
e - wrozaad
N uaya aotyowad
’ oY 031 sajnuIw g
aouanbes ayl
noqe 3vaIm
03 S3INUTW g
pouewroziad
yowa ussmiaq .
. TPAZR3UT
R “uTWw 7 - Sawrl
T o ) e ¢ pawxojaad
woo . T Toquis yowd
. . : ) : o wxogad
ke usyly Iovaovad
g 03 '3INGTW G ? -
- e YaTet o stoquis ay3l -
- Inoqy I3I3TIA Coe

s
-

" -

s

~m =

T~ ) UGTIeI0TIV

e o}

J@ s uvnﬂ

S-qr W £

- . «

ws T ouiou:n«..n‘m “ M- w\

s ’ ol ‘8-

°

S + O

s s

u ..;.m .. N.«, -

¥y 1

UOTIROOTTIY

- mdmunuoma<
WL - .

‘ UGTIWOOTIV
swty. -

4 QWTL -

Hoom

/ ¥

R A 1)

Z oM _ T Xaom

sucdsan

,wou< . A%y : e

;\y

. 2

ucmﬁ:uums ButIsay s ,%03 :o.ﬂ.«mooa? SWTE . S

mmﬁnma . -

&? ,/ /



o
(N
.

"-a.‘ ‘

)

.-:

' aprocedures., Each scorer recelved test 'sheets
Chlld the wrltten 1nterpretatlon ‘of the notated mszv
nd the allocatlon of marks.p' N

The scorers were also :given tthe lfollowing lnitruc-
:tlons- the”'chlldren would hbe ‘sent indiuidualiy ‘by an
'h external observer to the scorer, the children would; be sent
fto a dlfferent scorer for each test; the scorer: would watch
,‘the Chlld perform the 1nd1v1dual actlons - or sequence of

TV

actlons, the Chlld could rppeat an actlon or sequence of
actlons, and the scorer would conclude the test by saylng
thank you". w1th no mentlom/belng made of the performance
presented by the Chlld "/" | |

Analy515 of Materlal

‘l. A proflle of each hlld was constructed identify-'

-ing the Chlld s backgroun »experlence ln related ‘areas and

/

- the child! s aawlaty to use/the notatlon system.

a

2. The chlldren s 97Lt1c1patlon and response "to cné“

testlng SESSlOHS were ascertalned

~

“through the ana1y51s of - the final questlonnalre‘ and the'

teaching programme and

‘r ' I 4
v1deotape recordlngs.' !

3. The teachlng programme and testing unit were‘

B @on51dered and evaluated in relatlon to their effectlveness

in presentrng tne notatlon system to chlldren between the:.

Cs
¢

‘ L ‘ -' . . oo v. ' g
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- ages of nine and fourteen years and their integration within

" S
;he creative dance programme. . ) R

4. The selected notation voéabulary was conSidered in
relation to. those symbols and prinCiples which were readily

identified by the children and those symbols qu‘brinCiples

which were more difficult for the children to remember ‘and -

“~

- use in the writiﬁg and reading of scores.. The results were

recorded as percentage scores for the symbols and prinCiples

’

‘of the system, d’ - o . = ‘

5. The assessment of the child's ability to use the .
¥

notation;system was identified 'through the nine subtests

adminiStered in _the testing‘:instrument. .The tests were -

scored as follows:

i)  each subtest was scored on .a scale of 0 -5
Tt ‘ v . A
_ points. Therefore, if all the items in a section

) - . . A . " . . . )\ . .
o - of a”tes€'were identified correctly, - the maximum

L - of 5 pgints could pe:attained. The maximum points

;u-n'.v -

for each test was 15 .- Lo ' @?@

T

"ii) the 1ndiv1dual aﬁﬁ total scores of Fthe' nineh

:Suﬁtests for each testing .session were recorded
for,ﬁpch.indiv1dual.

~ Summary cw
_In . this ,chapter a. description of the procedures
. : i . T I . : ) . DR
“followed in fthe- study was presented ‘ The fsample ‘was

#

e /

described andjthe design and implementation of the materials  n

7in'the Tgeach%ng programme and the_,testing instrument were-

/

? : . T
' R .

8
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explained. The chapter concluded with a description of the
method of analyéis~ used‘ to consider the findings in this

L

, Sstudy.



-

“with a summary of majQ

' programme.

- /] . Chapter Foury,

" Analysis of TeachinglProgramme

IntroductioE

* The pufpose of this chapter is to discuss ‘the teaching
programme created to help ‘the children learn the selected

symbols_and' grinciples of the‘ notation system‘ within a

. : e ¢4 .-_. [4 ' . . :
creative dance experience. The design-of the materials,and:

-processes used, in the teaching of the notational skills is

V \/

described w1th reference to the findings in- ~the video

3

recording and final quizégonnaire. The chapter ‘concludes
findings relating to the teaching

Discussion ' ;";I r

The content of”the teaching programme (Appendix 10) was

‘deSigned to prOVide»experiences through which the children :

could learn and app%& selected: symbols and prinCiples of the
notation system. Teachers in the field of. dance and

notation (Chilkovsky Nahumck' 1980 : Preston Dunlop, 1969;

Topaz, 1976 Vah Zile, 1984) have advocated that notation be

learned not as a separate subject," but as part of a dance

¥

lesson. In conseguence, notational; skills are acquired by

/

using the notation system to write and read dances and only
G

those symbols 'andﬁ prinCiples are introduced which relate

'directly to the particular dance experience.

4l

' 59
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‘The‘teaohing programme in this study inclhded creative

dance as a. vehiole for the introduction and_learning of the

notation system, and endeavoured to reflect~ the aims and

objectives of dance 1n education today. '

| Consequently, processes generally- gtilized in a.

creatire dance situation, and ideas and ’materials appropri-

ate to the age and experience of the children;;were select~-

'ed.‘ " | . ' | . )

The dance curriculum is seen to be comprehensive in . *

.’scope drawing upon knowledge and experiences in-the related

areas otﬁgrts, sciences and humanities, and ‘is designed to

. encouragerand extend dance perception and'performance. It

is perceived as a multi-dimensional~ spiral involving

processes of feeling, knowing, perceiving and performing and

- ‘emphaSLZes the symbolic nature of movement expreSSion. The
"{currlculum may - be v1sualized as a series of spirals; on the
%tone hand g spiralling outwards “reachang for breadth of

Qp knowledge and experience; and “on the other hand, spiralling

' upwards,‘aiming for the mastery of skills and reaching

towards a depth of knowledge and speCialization.

' Thevdance experience is proposed as part of an aesthe-

tic education and the aim of the dance curriculum is to
fproyideda strong foundation in those basic skillsj such as -

analytic, kinetic, perceptual, rhythmic and choreographic

skills.
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4 In the planning of a dance experience the understanding

the relationship between feeling, thinking and the

g
“f;es, and an, awareness ' of the

presen , of symbolic: and metaphoric elements in basic

actibn ) “such as extending, contracting, jumping, falling,

m‘and ‘the combination of such basic actions w1thin aerial and

floor movements are fundamental to the breadth and depth of

knowledge in dance. The‘dance becomes a physical, emotional
and intellectual experience through which the.child may

shape the elements of movement into meaningful' visual

+

patterns. : e .

The'processes by'which movements are s}h_ed and formed

'into dance involve the exploration of -a dance subject or

e

associated ideas ‘which can be used as stimuli for dances.
The dance'subject is chosen.for its action possibilities and
the‘ scope' it affords for movement development.--Movement
material is identified and clarified for the dance ideafand/

finally organized into a finished compOSition. The gharing

through performance of dances provides oppo;tunities for

'developing‘critical -faculties and for extending a personal

range of ideﬁs and movement selection. - .
The written 1anguage of dance is regarded as making a’

3
significant contribution tg the ‘dance, curriculum, prov1ding

a tool for non-verbal description qu’ analYSis of dance.

van Zile (1984) stated that notation should be "conSidered

an -integral .. in fact, indispensghle ....component of

@
®

. i‘f‘ﬂ)@i}f -
5 S TN
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. learning in all aspects of the art of dance" (p. 21). It is

seen as a means to study all aspects of human movement,

specifically contributing and assisting 1in the development

R

-of. skills for the composition of dance and the appraisal of

dance works. !':(

The materials and processes wh%sh constituted the
tqaching programme in this study providéd the children with
the fgllowing opportunities: to examine several dance ideas;
to investigate movement possibilities, to create and share

their own dances; and, to perfbrm and examine dances,

‘,composed by others. Notation, relating to a particular

lesson emphasis, was integrated ‘into each task and focussed

*  attention upon - a specific aspect of the dance experience.

It became a means of identifying and clarifying action
possibilities and structure of dances and was introduced.at
‘the 'relevant points in the lesson where materials or -
procegses could be explored or emphasized. Activities such
asf reading; from cards, wall-charts and scores; writing,
using ‘cut-out' symbols, chalkboards and paper and pencil,
were implemented to encourage the children to memorize_and
recordJmovement;“ |

Obse?vations

'7A lesson»is designed to focus upon the acquisition of a

«j;particular skill or combination of skills, such as, Kkinetic,

Jffrhythmic,’analytic oxr choreographic skills which contribute'g

towards the performing and creating of an idea in the
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symbolic language of dance. The personal expegience_dﬁd
igterest of the child become the starting point for an idea
for a dance whilst‘selecﬁions of a géneral iéea of interest
allowed the child to feel some sense of familiarity and
involvement. In consequence, the dance'subjeqts encompassed
ideas, such as “Cre&tures of the night", "Sundown", "Tight-

rope", "The magic carpet", "A dangerous journey", apnd "The

“two detectives" in which the children were encouraged to

explore and select movement material for a sequence or

dance. ¢

At the introduction of a dance idea the children .

explored physically -selected . movement possibilities.

Materials from this™ ekplbration were later identified and
. ¢+

clarified through the notation symbols and principlés of the
' ' a
system. For instance, in the dance "Tightrope" introduced

in lesson two of the programme, the children explofed with

‘the music individuél actions of: 'balancing', 'falling' and

'wobbling'; the combinations of: balancing and wobbling
whilst Ttravelling; 'falling' ieading into another action;
balance holding a pqrticular shapé; and, the duration of the
Acéions. _fhe children were encouraged to extend the
selected possibiliti;; employinq different"combinations,
resdltantlactions and timing. Ideas were diScuSséd‘and the

symbols to denote individual and combined actions were shown

to‘ the childrenb by the teacher. The children descfibed$

verbally particular actions they had included in theix
: i

»

.

i
e

ﬂﬁ%%‘

S
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explorations and these were notated on the?chalkboard, such

activities as:

«

i

Later, each child selected and organized ' actions and
phrases into a dance. In the first.instance the dances
were recorded in"cut out"symbols and then transferred onto
paper. Figure 1 shows a notate&'-dance containing: the
combinationiof%the_actions of stepping and wobbling, and
stepping vand sinking; the resultant actions of -jumping
ending in a balance and fallind into a turning action.

Through the:dance erploration_ and the final recorded
compoSition of the dance, the children were introduced to
the new. symbols of [] ) and z ‘and the principle of
Simultaneous action. Previously introduced symbols, the
principle of successive action and the principle ofvstaff C°
indication to denote the‘beginning_ and ending of a dance
were-used in addition_by the children. |

Q The observations reveal an involvement and excitement
with the dance ideas andc a, focussed attention during

exploration of movement possibilities and organization of
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Figure 1. A child's example of a notated dance,
titled 'Tightrope' (Lesson 2)

.
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‘selected mbvéments in thé dances. . The children were eager
to r§call the symbo;é encountered previously' and the ‘game’
activities mainly used in the introductory part of a lesson
seenmed to make the process of learn;ng fun .and reinforced
the maferiaij One child commented that "Ann holding up t@éﬂ
symbols" helped her to learn a 'symbol.’ The children were
also absorbed - in the activity of kusinq symbols .to explo:e‘
ahd record E&éir ideas and it appeared that the notatioé'
f3cussed attention upon these explorations and selections of
movement material. | * | '

| In response to‘the guestions cdnéained in ‘the final
questionnaife{concerning the use of the notat;on system to
read and.wrigé dancés, the children replied po§i£ivei§, and
ene child further commented» that "if yoﬁ don't use the
symbdls,some people just dénce because the teacher told them
to and they ‘don't really know what their doing".

The enthusiasm and concentration in t;e practiéal
explofation and' selectién of movement material’ may be
attributed to the fact that the children are accustomed to
this procedure. The children may have been motiQated
-because the notétioﬁ material was new to them and they were .
:achieving success with the application of the-symbols and
principles‘df _the system. Comments, such as "I must get it
right so that I can keep my dance",~'réyealed thét the
children were .beginninglto realize that‘the notation sﬁ%{gm_

could be useful and important to them and ;his may havg
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stimulated the children further to focus attention upon the
activity.: .

The questionnairé required the children to _cénsider if
they would use the notation systém in the future ana the
majority repiied in the affirmative. Repiigs included "Yés,
absolutéiy", "maybe", "Yes¥, I4havé already", and "Hopgfully,
I would like to Jearn things - like, what to do with hands,
legs, middle, head, etc." | )

Dance é;udies, based on moﬁgment.themes, were presented
to the children for furthgr exploration' and examination of

dance materials. The sixteen movement themes, based on the

work of Laban (1963) and found in his text 'Modern Educa-

tional Dance', explains the uhderlying theory of his

teaching.

Each of the basic movement themes represents

.a movement idea correponding to a stage in

R , the progressive —unfolding of the feel of

' movement in the dgrowing child, and in later

states to the development of his mental
understanding. of the principles involved .

(p. 28). ' T

The studies in the programme were selected according‘to
the chi}dren's age 3pd .experience in dance and abplicatipn “
to the introduction of the notation system. Studies were

ti;led‘ ‘Travelling’ 'gnd 'Stopping', 'Travelling Dance.

Phrases', 'A Stepping Dance', 'A Direction Dancé', 'Dancing

‘Together', 'and "Tﬁ:niné and Travelling' identified the

particular area within a theme: the body in motion and
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ueight transference, combination and sequences

of.body actions and dancing witap a paxtner. A study or a'
section of ‘a étudy_uaa Somposed and notateéd hy the teacher,
and, in consequence, the children exporienced examples of
both the arrangement and an accurate'record of the movement .
‘matetipl. In leSUon»_two, the notated ‘travellinq”phrases
| illuiﬁrating the use of different;sized pathyays and
stillness were reccnetructed and performed by the‘children.

Figure 2 contains examples ofwthe travelling dance phrases.

Further studies »ﬁrovfded situations both to perform .

. f o
patterns composed; by the teaéher and to. create further
R

o .
sections of @ ;study‘ t Ecr example Figure 3 contains an

\

, example.ggivenqin ;psscnﬁthree of the notated fﬂamework of
the study A’Dancing Together' The renamed dance 'Indeci-

sion shows the additionAI sections notatedkby £wo children.

]

The@Video necording g;vei;ed thatxthe children enjoyed

the experienceﬁ of cdhpoSing within*a giVen framework. They

[

met the challenge of reading and danCLng the * composed sec-

tions and were able?tm}record the detall they added to
the sections,;plus the1r~OWn composed phrases to the score

o

“For 1nstance, in Pigure 3@‘ thg original score contained"

steps in the first four bars and the two children modified

Y

these steps. so that they became up and down, sideways

steps. Most children added such detail to the .set step’

USRS . P
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) patterns, demonstrating that ' they were\abi;,::\:dentify

ﬂnd
record the detail they had added andﬁthat it wag import

to notate the information,, for example,'the danCe-shown in
,Figure 3., The ability to create patterns ‘and reé%gnize suchv
"detail‘ ay be due to previous experience in creative dancei'
-and the children s wish to record the detail may reflect
their 1nterest 1n the. notation system." o L ;M‘fi ?'»"
H/Ehls fact lS supported in the statements made by the oo
,chlldren in answer to the question concerning the usefulness-
:Q of the written dance.} The‘children s replies varied from
'a;\"sometimes" to "quite useful" to'"yes,‘ very" and included

_ Comments ‘such as, "cause it was easier to remember them (thef'

/_ udanceS) at. a g_lancg" a.nd !'bepause » if you . fOrget yourdance
Ydu can go back"; ' 't‘ " e

!

‘ However, when the childrer were asked if they liked.to

i 2l

write down the dances therieacher'ﬁgaught

v ‘itreplies "nogr
A 3 ? .
.'really" "yes, sort of"  "you see 1 - only\like writing down‘
' L 3

when we can add to lt ourselves", and "T prefer to write o

hdown my own dances" 1nd1cated that the children preferred to
',inotate thelr own&\ conposrtions. This p‘reference could be

Ibbacco?nted for‘by the faOt that children of this age general-

-~ ly do- ienjoy creating and arrangingﬂ their own dances, that

,“;th::j children ha had extens ve experience in composing
th r own ‘dances! and stated qﬂditionally dﬁhat they"liked

fcoding their own dances.‘,if1f.7 3 ”"yy_‘.‘ o %?=j,
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The children were‘involved also in situations in whicbm
they created their own dances from a. given theme. In one
, lesson, the children reylsed the indicatlons for pathways
h. and the }diff‘tent sizes of pathways. The subject of a
journey was ;introduced"and the teacher described some
possibilitles for dance ideas""a journey w1th someone else,,
flnding a new place, a»'secretlve Journey, and a strange
Journey" The chlldren were then asked to 1isten to a plece

oi music and then to dlscuss w1th a partner the type of

Journey they-@Wbuld make. "~ The videp recbrding shows the

chlldren enthusrastlcally composingﬂ‘and danc1ng thelr own

s dances and theh later' writing down"ﬁ“ﬂkr composrtions 'The_“

-

1deas ranged‘from a 'Journey inl unglef;"'JWo frlends

exploring', . 'The 4nd Misfortune' ' and 'The
Search for Gold: Fallure; | ) , .
The task- regulféd that the teacher prov1d% addltional
symbols for some groups; for‘ 1nstance, in Flgure 4, two ’
chlldren composed the dance- tltle 'The’ Search for Gold
> ! Fallure' M for wa‘r‘ach\they requlred.the 1nformat10n for‘thi\
| relatlonshlps of leadlngq approachlng, facxng, and hands.
supportlng on the floor " The score 1ndicates that the

N’
chlldren were able to 1ncorporate thfs lnformatlon. This .

A

flndlng can be supported by further ejimples, revea ing that
(. the chlldren were‘ﬂﬁpt prevented

'lnhlbited in their
comp051tlons because they had learned only certain symbols

) - . . Y
o . . R . ‘ ) » - )
. . > P T . R ’ t
. o o M L.
. B N )
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- recording contains exampl¥s of ,the children asking for )

R 'they re easy to remember" ?* ';F. S g
‘ e

requested information in the recordif:*"

1mply that the notation system did not ‘hinder the exﬁ

movements they had cdmposed could be written. The video

additional symbols,. revealing in’ part“‘?.:.-;

| skills were in. advance of their notatio#l skills. However,

the - fact that the children were qble to- incorporate the' |

of their ideas. R %? n '«7"’_0 , ’Q
The questionnaire ~Wiso %pports' gagicact that

d’children enjoyed this experience, b”l . fonunenzte,d, for

‘example, "that J.t helps me ‘come up wi f" T -,‘s" and "yes,

4 -

its kind of‘p'. ., The questionnaire, reweals that ‘the
% ’ ’
chrldren £ " n¥he notation easy to learn and use'",

supporting the ‘fact that the notation ‘did not. inha\bit‘f the

, » 1.
to wis point and that they were eager to discover how *

"Lhat their dance_ ‘

4 .
qhildren in their composmng of dances. One child *g that' ’

the notation Awas "extremely: ‘easy to 1 dxa second

/ o
chi”ld stated that "I think I picked :Lt up fa‘rly fast and I

used it with ease" - A third child erlained that "I found

the notation quit&?has?@%ut T, think the reason is that our

_teacher explain%s very well. . Every week she seems to go over )
the symbols we did the last weeks and wn.ll giye us »new Shes

Cif we. ask \,,Once I've seen the SWIS three or four times

. T

v . o

‘An J.mportant part of : 'dance » lesson, is 'that the
‘Ay-

j.c'h‘il:dren perform their_ dances for each other sQ that ideas

~ . -
. @ - R ) =
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h'and materials can be shared and discusse& In the situa- »*%i
" tions where children worked together to compose a partner a
‘dance they had theyqppportunity to share and .discuss ideas‘
for the composition. It appeared that the notation added a
funther dimension thrpugh which to clarify ideas for each
‘ other. The v1.deo recording com:ains 'examples of the
'children in the composing and performing ‘ a dance.u During

éﬂ%ﬁhis Pprocess, the 'children Wot1d notate these ideas and

there is great discussion about the exact movemen content, |

timing and sequen@ing of. the movements in ‘the dan‘

At v.arious;'times the children were a.s}qe'd ‘read and

.dance‘someone else s sequence or . dance, thus providing a
further means through which ideas co\ld be :ha.red. The
bhildren seemed to enjoy rwing each other s dances and 4
checking if someond had danced theer compos:.tion accuratefy
In one- instance, thep children selected a given mood
" theme ‘i"'n. which to compose and notate a 'dance._ The themes
included -gadness, joy, fear, mischief .and anger and the’
‘; children no.tated partner dances» on ihe sevéral c‘halkboardsl |
provided ’n the gymnasium. Oné couple was a@hed to perform
‘their dance for the rest of the class who, before seeing the -
dance, . read the notatedm Afterwards, the class .
, identified the action content and timng of the dance, one '. v
‘ child commenting that the’ danee "was really clear because |
°r '"T ea.dv the: 'notation as well" A s S

+
* 4 ,—'



‘The 1mportance of the dance curriculum and the intrq-'

duction of " notation within a creative dance experience?!h&
3 . a? -

chffdren was descrlbed in the first section of the chapter. -

'0

']ve dance experiences were discussed and

4 I8

fthe ohi}dren S responses weﬁe described and analyzed e |

{fn

. A,
A

infogp§¥i "»qq&%a&qed in this chapter suggests that

‘‘‘‘‘

that children are able to learn and apply the;selgcted
symbois and princ1ples of the' system thlﬁﬁgh the differemt
dance activ1tie540f performing, creating. and viewing dance.

'{The ,inrormation conveyi} in thls chapter reveals

implications for the 'pi

'ing and desxgn of a notation

‘. v ewperience for children.

notatidn can benused ‘within the creative dance lesson andsgfil



. - Chapter Five
Analxsis of Notation Vocabularx and P
esting Instrument

, ¥
= Introduction

@ . £
%

The " purpose of t 13& .chapter is to ‘discuss. two areas:
o ’ - N

A‘ M

the notation. vocabulaxvmland the testing instﬁument, both

designed to investigatlptﬂt usegof moti£ description within
Codw 0

,creative dance experie 'r ghildron.‘ The first section

'~:enumeratgd$the breadtggand*demgﬁ &t the notation vocabulary
i R
and discusses the find‘

4 - in relatiom to- the children's

- scores, rated high 'Qi) average (60% T~ 80%) and low

(60%-).  This. sectiogq'

.occurrence of these scores _in 'relation to the treatment

N

'progigmme, the-déi&gn of the notation vocabulary and the

children's ~at£ith§ﬁd and preferences for”’ aspects of the
dAn 'A"-& ) ’ ‘ ‘

motif descripti¢§i¥ .7 ,
" ¢
The second secttqgwbrleély reviews the deSign of the

"testing 1nstrument It~then goes o to discuss the findings

\

in relation to the three ateas o cognition. 'ogniticn,

ordering and sequgncing, and co prehenSiof
- the children s individual and combined scoz[s: Folloying

the~discussion. is developed the relation,to le
, of-response “designed into the testing‘ inStrument,itheSe

being notation’ qymbol -——5 word description - written test

no. 1; performance/composition-———e'notation description -

77 < -

.

@ ‘_ines the possible reasons for the -

e three modes’ .

eVidenced in -

)

g
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written test no. 2; reading of notation symbol or score->

performance - action test 1.
' I; Notation Vocabularx'3 .
}’ This sdcticthonsiders thendesigned notation vocabulary
“,in relation to: the percentage numbér of times a symbol or

prlnciple of the system is answered correctly, and, certadin

l. éﬁformation collected in';the chikaren s profiles- bach
: “ground experience in. related arts, preference for action
ﬁ?”familles, and reactaon and responses to the notation. The

osection begins with a dlscussion of the final notation

vocabulary tested in the studyl and 'contlnues with an

| examlnatlon of the results of the tests.

. 'The breadth and depth of the notatlon vocabulary was
based on the four prlnc1ples of the system which describe
basic actions og the body; fundamental elements of time,
space and relationships. Knust (1979) indicated'that "every
movement of the human body can. be aescrlbed in accordance

W}lwlth four Smele prlnciples" (p. 1) ' The flrst principle"
prov1des ﬁhe descrlptlon of the action/ coptent, »in this
study the eleven actlon -famllles ‘and the four ma]or direp-
tlon lndlcatlons . This actlon contqpt is conveyed throuﬁh
the shape and de51gn ofé}he symbol, i.e. " jump. The -

' second prlnciple deals w1th the description of movement;

. ogeurrences &nd 1nvolves the directlo§ of writing and

| reading on the staff, i.e., from the bottom upwards.; Al%_

the symbols Placed one 'aboye'~the otherr in the reading



L

B

mthe arrangement of symbols ‘ on the appropriate staves.

'S o | : 79

direction indicate that movements take place on‘?‘fter the-

other, successive action;v_and, those symbols written one °
Y ' A
" 'beside another indicate that movements  occur at the same

~time, simultaneous action."Theg third principle‘attends to

the duratidn of action which is indicated by the'length of
the symbol. The fourth principle makes pOSSlble the

]

p msignation of which person performs an action, and involves
n\/,

-

Challet ﬁaas (1976) conSiders that gy... the duration of the
W,

different movements, " their direction, the simultaneity and

'y
succeSSiveness of events.are directly shown and are clearly

understood (before -or after the practical execution oﬁ'
- L . o] .

en e) ( 81). . S :
, ce)"\ (p. , | s .

From these four principles, 77 notation units were’

o

identified for use in the\:t:Sy/}Appendix 9). The implemen-

nce and became the‘foundation,of the

~ tation of this selectg: vocaffulary took place within the

creative\dance exper

N Y

teaching and testing prqgramme.

of the 80 units, only 56 were used w1th1n'\he programme

~

(Appendix 14) The difference between these twp numbers was.

accounted for in the following way:'*'the normal teaching-

-

leqrning process where ma*el‘ was adjusted ‘to the learning -

rates, motivation and in rests of the children, fhe length

of the teaching progr
for the introduction and JBise of 551 ‘of the symbols from the

initial notation vocabulary; the additional time required

<

whicn subsequently did not allow"

>



e time frame of‘ the testing programme is represented in \

| BTy
for the explanation and‘application of certain principles of
the system. | '
Of the 56 units of the notation vocabulary, 39 have -
been selected for disduss10n (Appendix 15). The 39 units
were selected as they vcontained the fundamental units with
which to begin to learn and operate the notation §§stemu, In

consequence, these untts encompaslw the basic symbols of

the 11 action families, the four major direction symbols and
the principles of the system that were- needed for the

writing and reading of action sequences and ‘dances. ‘
i
The percentage ‘number of times al~3ymbol or principle \

i

was answered correctly by the childrgn‘together with the

|

4

figure 5. For the purpose of analysis otwkhe resﬁlts, the. \
'llhigh‘scores are those .above 80%; average scores are those
lscores between’ 60 * 80%, and, the low scores ardﬂghose below .
‘ (60% when § symbol or principle is answered correctly. The %.
resul;s pr!sented 1n these’ tables clearly indicate that ‘
'certain symbol' and’ principles* were learned nmore readily

than otﬂers A number of reasons for these results will be'

]

,discussed later in this section.

f
hY

-

asf& Actions: Principle One | ~ o ,

»
LA

P This sect&on congerns thé first ‘principle of the,—
system, the shape and design of the symbol which allows for‘
'the description of the basic attions of»ﬂthe body., The‘ '

percentage number of tinies a basic action symbol is answered
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correctly over‘ the four testinq sessions is shown in figure '

?. .
A o

5. The results indicate that the children achieved high

scores (i e. 80%+) in all tests involving the identification.
of the symbols for basic actions contained in eight of the

3

A )
eleven action families. These families were travelling,
ng, rising

“and sinhinq'; 'I'he ections contained in these actﬁ"?n fa.milies

Pl

.‘jumpinq, turning, stopping, contracting, expangdj

~are often introduced‘ and mastered in the first stages of a
‘creative dance programme. The children involved in this
study, who have ‘had » thrée consecutive years of creag}ve
dance in the A c.C. D-.T.n,'; 'had acquired extensive experience
'perfor'l\ina these dctionsl.. ) | ' ' -

- “*fz The children indicated that they had af\ preferance for

jsome of -these ecétvn familf‘ (figure 6). This fact might ¢

-

\ -'also have led to. the hiqher jores in the identification and
'epplicetion of the basic’ act'ion symbols.
- Of interest in this study is the extent to which the
: children used visual ima.gery to describe and remember ;he‘
action symbols. For instance, one child commented that thei
jump symbol () "looks like a junm becaﬁse there is a ge.p
‘in i&d the two bows loc{k 1ike your legs are in the air"
i rat peed, t&f symbol for rising, ﬂa
‘:f, makes you think of' ;

"iﬁbt,}}er child to sey "it V8 \liice a candy cane
A child described\the symbol,.. r,..

v ‘enother ghild ,

0 -
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it is filled in and black". Clearly, these children are
“aCtively processing the ideas ‘underlying the different '
actlon symbols 'and some of the symbols seem to generate more
of this cognltxvevaot1v1ty than others. This evidence would>
appear to support the fact that the symbols of the systenf
were‘ designed‘ to reflect the action described by each '
.symhpl. Lange (1985) states that the orthography‘of'thev
system was "based on crlterla derlved from the understanding
of the motor prlnolples of the human body", and that symbols
were designed "as yisual ‘representations of the equivalent
movement‘occurrences":(p;;;B).

The; flndlngs /in the‘bguestionnaire provided further

/
1nformat;on to support the idea that the design and shape of

the symbols;‘ 1n presentlng a v1sual representatlon of a
- movement, helped ‘the chlldren to learn a symbol
‘instance, one child sald that she found 1t easy to remember

\\\the symbol, gs ’ vibrator%' because "WOrmstare\ wobbly" and'

) anotEEr\ghild remembered the pathway symbols, i»; because

it@"looksxlike_your'curving" ‘and)‘ I_ ," because "it isi

< ..
straight".
" The children's comments in the.final questionnaife also
1revealed some reasons_why_the children fouhdJcertaingsymbols
- easEar to‘jremember: "the way they're written for instance":
"look like little figures"f "are easy to learn ~becadse"they :

look 1like their action"; "they resemble the actual move-

 ments"; and, "some symbols ‘look 1like . their real action.




e

.
i

‘Like the jumping one the first line says your on the ground

Ton the side both kind of look like. ltS high. And then you

land baok on the ground"'

. Some ‘children established their own label or name for a

symbol which’ may also have facilitated their learning of
it. For instance, one child conSidered that the symboltfor
stopping, -1 , "1ooked like a martian, and if you saw one‘(a
martian) you would definitely stop A .child described the
contraction symbol,, X , as a "knot" and . another child
explained~that yyou could understand the direction symbols

because their noses po1nt you in the way you have to go“

The children recorded low scores in the final testing

session for the symbols from the vibratory, percussive and

-

rocking families, the results falling well below 40%. As I -

reflected upon these results, I consxdered that the percus-

sive, vibratory ?nd rocking families would often be intro-

duced later lnpﬂhe creative programme as they contain-

'
Lis WJ,']#

ed actions requiring more“advance

.' Sical skill. such

actions, involving sudden, dynamic tensron, for example, the

| actions of shaking, punching an swinging are not so easily
masteted vr enjoyed by young ‘children.’ Thus, these children
might have had little experienoe or skill to perform such;

actions. This situation may also have accounted for the '

children's low rating of - these actions in- their preferences

-~

.for action families (figure 6)

the space means you go off the ground and the two brackets,

Q
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Sgatial Directions~ grinciéle-One‘ - ‘
The basic action symbols also 'include the[indication‘.

fOr the, progressibn of ' movement in ‘space, expreSSed by :
directien symbols. Knugt (1§7i) explains that these symbols‘
are  "self explanatory, .as they are. stylized direction
arrows" (p 1) h'The fourv major direction symbols ty_
forward, q backward D to. the right, q to the left; were
introduced to the children in the second week of the study
In general the children commented that the symbols
were "not to difficult to learn and use"‘ i.e., the symbols
did signify for them the direction. One‘ child commented-
*that . " '<3 the point is pointing to the left so its easy to
remember it means go to the left same W:Lth D except its to
_the rightﬁ;- However,- for some children, the direction
symbolsjwere "the hardestﬂ to learn, and, as . one child
indicated, "most of it was easy to learn and use, fgr
example most of the movements. The directionsdis what was
a little difficult i.e. E qu ' | |
Results for the children's achievements in the variable
of direction are presented in figure 7. The scores were
generally high in testing seSSion two and may be due to the
fact that the symbols for direction were introduced during
week TWO. This could be accounted for by the fact that the
children handled only those four major direction symbol& and
‘could select any action to be performed in a direction, for

instance, could indicate any forward action of the body

x”,v : . I' to. -
‘ ’ . o .. b
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~and the children could select any twpe of forward action;

for example a jump, tra el or‘ turninq acticn.' This then.

~was an open problem gi‘ing greater opportunity for-success
than a more narrow, spec fic tvbe of problem. o
. The spatial scores fell to average (80%- 60%) in the

third and fourth testin sessions.,,In the third week of the

teaching proqramme thg children 'Ere introduced to the

N
recording of combined ctions involving the use of directicn

symbols. In these co ined acticns, the direction of the
i

particular action is

choice of- either ai éction o:f action, for instance,()h‘

indicates ‘the speci ic action of . jumping forward. The

\

5 \iecording of ccmbined actions requires also the understand-

hg of the principle‘ of timing which is discussed in the
next section. During this;;time the -childreni'were also

introduced to the dimension of level whidh requires;the

. .
’ecorded tand, hence, there is no free

&

modification of the irection symbol“ through. . shading; for

example, % - means: rising and moving forward at the same

; time.' As the children added more detail to their recording

of dances, it was necessary for them to uhderstand and apply

_the rules of com%ined ‘actions and the moggfication of

of several details

symbols. This re ired the 1dentific&tion and description
contained within the acticn. It co 4 be

ﬁthat the children had not had experience in,identifying uch

action content or enough time to 1learn. and apply the rules

which allowed for the modification of the four major

L
N ]
N !

| # E

I
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‘ Zirection | indications. These factors could have contribu-"

ed to the children's ‘relatively lower achievement in the

f
final test&%’ sessions.

tion of the timing of an action.

recorded within the, séaff and involves the direction\

‘ reading,_the beginning and ending of action, the placement

of starting positions, and. the indication for successive and

simultaneous action. The children's achievements in this
principle of the system are recorded in figure 8 which also
shows_that the children achieved high scores in all testing
psessions. These results could be due to the fact that one
! or all of the aspects of the principle of timing is applied
each time movement is recorded. Hence, the children would
have had continuous practice in -using the aspects of this,w
principle._ It is also considered that this principle is a"
clear and logical visual representation of the ordering of'
_action and, Ain consequence, can be quickly understoodvand
:<used. Miake;(lélz) states that the "notation system”is ;asy |
to\understand; as the flov of movement (is) shown visually.
Therefore the identity of the movements is shown unmistake-
ably,_and rhythm and flow are strikingly appa!ent (p. xx)".
A It may follow that this principle 1nvolving the ordering apd

sequencing of action in time would be easily mastered by
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Figure 8. .Pércentage Number of Times Principles of
Timing and Durétion of an Action are

Correctly'Identified in Testing Sessions
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children et this age group who ha\e achieved those opera-
tions of true and complex cless;fications and seriation.

These factors\ could have contributed to the high scores in

\

the principle of the system. .
The fourth\principle of the system permits the designa-

tion of which Yson performs an . action. 1In the teachinq
programme the children did encounter both sqQlo and pertner

sequences and dancps. The majority yof the tests_in the '
\\ - >

-testing instrument assessed the ”»children's’ ability .to

identify the timing and actions of'en individual/dancer,
and, in only a few instances, their ability, to identify a
partner seguence Wwas assessed. .&n cohsequence, the results
of"the twd‘principles were combined. |

puration of Actions: Principle Three ,

Vg

The children's achievements.in the third principle of
tte system, thevduration of an\action-which is indicated by
the length of a symbol, atee.displeyed in‘ figure 8. Even
though this principle was applied threughout the}teaching
prograﬁme, the ehildren achieved average snd low scores in

. the four testing sessions. This principle involves the
abstract concept of relativity which some of the children 1in
the study may not as yet have acquired. This factcr may
have contributed to the lower scores. Figure 8 does reveal

. a rise in the scores of testing session two. This could be

due to the fact: ‘that the teacher,/ aware after testing

session one that the children were having problems,wi,
. ¢:‘l

#his
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principle,‘implomented studies and dances to further oxploro
and explain the principle. Latcr, as more symbols wego

introduced and no extra emphasi: was qivon to. the principle

of timing, the scoresliell-aqain to below average. It seems
evident that more instruction is needed £or this principle
o timing. f ’ .

The general conclusions io be drawn from.the e results
.are”that the children received higher scores in\ testing
session one (80%+). The results also reveal ‘that the: scores
generelly lowefed to average (60% - 80%) over the four

testing sessions. In addition, the scores were ‘much lower in

testing session four, the majority of scores fallinﬁ\to

average or below. ' A ' Y

Overall Testing Scores

The results shown in figures 5, 7, end 8_also indicate

that the children‘achieved higher~soofes in ;estingosession
one. This may have reflected‘ an initihf interest and
enthusiasm which most children demonstrate in a new situa-
tion. It may also have been due to the feot thaﬁ the
children had only encountered few symbols and principleswof
Fhe system at that time.. However, the scores. generally

lowered over the four testing 'sessions. In particular,~the

scores of testing session four were much lower than those of‘

the preyious testing sessions. As’ the teaching programme

progressed, more symbols and principlesAWere'introduced and

it was not surprising that the children had difficulty in

o
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rcmefnberinq the number introduced (Appendix 14)Q At the
conclusion of - the teaching and testing programme. the

}

children had encountered 56 units of the notation vocabulary
and been involved with the writihq and reading of many

uquancu and dances. In consequence, there were many ideas

and conccptl to learn and retain mnot only within the
short period of the prcqramne, but also after the two month ‘
time laps'e between testing sessions three and four. ' |
The children were also required to reCOrd and read
precise detail within actian sequences amd dances. Such
detail required the modification of symbols, for instance,
the directicn symbol would be modified to describe level;
the symbol m for any turning action would be modified to
[], fj indicating\ieft and right turns respectively and
to indicate rcllinq.‘ The general pathway symbol, I ,
'\vculd be modif:l.ed tso indicate the specifxc pathways, I o
straiqht, I cUrved, I circular and‘ Icounterclockwlse and
1,clockwise. These -specific pathways would be further
modified using the symbols U1 and X to indicate the length

.of the p'athway.'_ These circumstances may also have affecteé\
" .

the children s achievems;\g in the tests.

Information reqard /the degree of preference chlldren
had for perticular action ' families was provided in figure
6. In relating this information to the results presented in

\fiqures s, 7, and 8, clearly children learned thos\unlts
that they liked better than those they did not enjoy.

o . 9] d}a:;

o ? | : : . .-7.S
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Summary | 4 SR
This soction prosentod a review of the findings of the
notation' vocabulafy The results ot selected symbols ‘and
principles of the systemn were analyzed and elso discusqod in
relation to the children s verbal and written responsos.‘
The followinq gection, Testinq Inntrum\nt. dllcribos the
v ‘ ]
results of the individual tests desiqned to assess the
children's ability to learn and use the notation sy\t!/

II. Testing Instaggent

The testing instrument was de igned t

-
focus upon the/

four principles of the notation gyst vestigate the

’children s responses to the three areasi: recognition -&the
An, ability to recognize the principles of the system, ordering
and sequencing - the ability to order and secuence movements .
uSing the principles of the system, and, comprehension - the
ability to,give meaning to the actions used in = notation
score. oz L y .
Three subtests, including a different mode of response,
were designed to investfﬁdte the children's abilities in the
three areas. The modes of response required the thildren to
go from notation symbol to word description, performance or
composition to notation description, and reading of notation'
score to performence.-,Competency. in the three areas wes<</
tested by two Qritten test; and one action test. *The'first
written test, :symbol-to-written, examined the children;s

ability to identify the symbols and principles and describe

- )
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them in a written descrlptlon. ‘Thef second writtern test,

"h action-to symbol, a ssessed the chlldren s"ahility to watch -

an actlon being performé& or compose thelr 'own movement,

| sequences and then record 1n notatlon elther what they had

B seen or what\they had composed The actlon test,_symbol-to«

\ &
actlon, measured the chlldren s ablllty to read. the notatlon

score and perform the actions contalned in it. Informatlon'

concernlng these tests 1s shown in Table 4.
Each subtest was: scoréd on a rscale of 0°-5 points.

Therefore “if all the 1tems w1th1n a subtest were’answered

‘ﬁcorrectly, the maxlmum of 5 polnts could be attalned

*

The\ max1mum number _of polnts for“each area,-i.e.,

recognltlon,.-orderlng ~and sequenc1ng and comprehensron,}

1nvolv1ng three subtests; was 15. . e

“A total. of 45° polnts could be scored for each testlng'

'msession.

} ot

In the subtests,.lnvolv1ng Asymbol to-wrltten response,

a pornt . was awardedifor the correct recognltlon of a symbol;‘

i

In the subtest, 1nvolv1ng symbol to-actlon response, a

pornt was‘awarded for the correct performance of a symbo1 or

«fprlnc1ple of the system. A proportion of a pornt was also

awarded for the 1nterpretatlon of the content 1n relatlon to'

the dance ldear



: Table 4

!
-

Modes of, Response in the 3 Subtests. for Each Area
P o | S

Mode of response Test

1l = Written

\ K .
Material given
B L. 3 .
word description

qotation symbol

!
Example: - () = Jump

View/bompOSe Symbol description 2 = Written
"Example: _ .
. ‘ - . (I) . .. IS
, Jump and turn = 1w . _ /
| . S/
. perform 3 = Ai}&on
' /
/-

Notation 5core\_
| -Example; 9

/
;I: Travel into fall
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In the subtests, involving actlon-to symbol response,
points were allocated for the approprlate actions selected

for the given dance idea.

The total testing rinstrument- consequently contained

niffe subtests, prov&dlng each child w1th the opportunlty to

score on a scale of d - 45 polnts. These flndlngs are

dlscussed in the followlng . sections where the scores are

rated as follows

|

I 4
Scores for an Area

45 maximum

High ~ 22.5 - 45 7= 15

Lew ' 0- 22,5 - ,‘ 0 - 7.5

The findings - will be dlscussed 1n relationv%;g{the
tnree areas of  the testlng lnstrument, 1we..recogn1tlon,

orderlng and sequenc1ng, and comp;ghenSLOn;.the three modes-

of response;{ i.e. symbol-to- wrltten, symbol to-action, and‘

- action-to-symbol; the childrenﬁs indiVidual scores in the

testingvsessions; and, finaliy! observations of the- child-

- ren's reactions and responses during the testing sessions.

Tables 5, 6; 7 and 8 contaln the findings ofdthe testing‘

. . i R ) .
‘lnstrument and record the results with reference to the

~ children' s age and Sklll in dance. Both the ages and skill
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levels are ranked according to chronological age and level
of skillland arranged in high and low groups,

Recognition Tests

The area& of recognition required the children to
identify'the,symbols-of the . system. 'The scores . that the
children ‘received on the three subtests ;or the area of
‘recognition are presented in table 5. The esults indicate
that the children achieved high scores 1n these tests. The
majority of children in this study have used several symbol
.systems; for 1nstance, the scripts of 1anguage mathematics
and music, and hence, they are familiar with the recogni
tion of symbols which is the basxc process measured in these
tests, This fact could have contributed. to the high level

L]

of achievement on these tests.

rdering and Sequenci_g_gests

The area of ordering and sequencing requires the

children to place the symbols appropriately on the staff to

indicate the timing and duration wof action. Marks were

allocated for the. correct identification of the symbols and /

their placement on the staff. The children were again

tested on fqQur succe551ve’ occa51ons and on each occaSion,

‘completed three subtests. As shown in. table 3, the scores

in general gradually rose over the‘.first three testing

B _,.‘ . . 3
sessions. The reasons for these results could be due in

part to the fact that thevprinciples of timing and duration

@

I~

/

/
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_are - visually and logically presented 'in‘ a score- and,
'therefore, could be easily . handled by the children. The

_chiidren also became more familiar with these priﬁciples as‘
: time progressed sxnce they are used continuously to record
movement and the children in the course of the teaching
programme notated and read many sequences and dances. The
fact that this learning experience prov1ded a ‘learning by
‘ dding' situation in which concepts may be reinforced and
assimilated may haveacontributed to the gradual increase of

scores in this area. ' o

o

Comgrehen51on Tests n o €7.
d - The area of comprehension required the children to-
,1nterpret and give meaning to the actions contained within a
notation score. In the three subtests, marks were: allocated
for correct description and explanation of the content of a‘
score. Marks were also a551gned to the interpretation of
.the score and ClaSSlfled as 'very good', good', or 'fair’.
’Qor instance, a child was awarded full marks_for the correct’
identification  of action content and  timing, plus tvery
good' for the interpretation of the following sequence of a
. journey in a magic garden: - T k
Beginning
There once was a girl called Sheen,
who travelled through a, forest
every -day on her way home. One .

day, as she was travelling on her

normal "path, she came across a

.
3
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: magic garden. Certaiﬁ@yy;ﬁ had not

sunk down  and hid behind a
bush. She;watched; fascinated for a
tgimeh 'sﬁe remembereq ~that her

~ mother would Dbe waiting at home.

-

. her cramped muscles. Hopefully, it
would still be there tomorrow.
In a score where two people

——

meet each other, a child writes:

o

called zap sinking along ‘with him.

»

He rose, arms outstretched, as was

been there béfore. ;wéiilyl she’

after’ 'a short stretgh to relieve

One day, 2ip the martian was
-.Jsinking in a - lake. ﬁL loved to .

'Qiﬁk; Then he noticed a martian

i

She rose and continued on her way'

proper to @0 when another mar;ian'f

Y _
j M sinks with you. Théy then perform-
%0 ed the proper ritual ‘of'travelling

backwards™ along ‘the water. ihen,

1 - ways. 2ip meandered on his owh

\ way. 2ap froze to watch. wﬁen he

L

J R . they turned to go their separate

EY

.' s I
m@' i . Ié was out of sight, he stopped and

©
-
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' ‘wajted for 2ap to catchi up.
(testing session two). . J
The results of the comprehension teSts are shown in
table 5. ° Tﬁe‘sgorés achieveq by the’children reflect their
ability to  conve& ;deas in' the mediqms ;nd dance and
language. Béth a depth and breadth of lanqudde is revealed
throﬁgh the manipulation and expression of ideas in images
and metaphors. ‘The observations ‘_sho; -an enthusiaéticl
response in this area of using the- notation, possibly
suggesting that the children enjoyed -a different §timu1§$
‘and = means through which theg could shape and‘communicate
ijdeas. For instance; after reading and dancing the first
part of a dance about a journey in a magic garden (symbol-
éo-action subtest) one child considered it impé;ggnt to

‘accompany her notated score with a written interpretation of

what was happening:

T

. .
- One day a little f lower started to
|u jumped and as she jumped she turned

grow and ran about jumping she .

(
I _
v around for there was ' a bad dande-
. : ]
(o) eeering
- &r lion so she backed up. (testing
Q- session two).

o



104

The child continued the journey of the 'flower' in the

magic garden with her own notated composition and written

interpretation:

T ... and closed up the dandelion
QQ ‘_ went away’to searCh for somethir;g
o the flower jumped up and stopped to
a ’&‘ | see if the dandelion was still
Q ﬁnere then jumped for 5oy dnd{
. g skipped away jqu, jumped and fell

“I asleep-. (tQ,Sting session two)

L - .

Modes of Reéponse'
.The areas of response. symbol- to—wrltten, symbol to-

action and action-to-symbol, were designed to test the
children's abiligy to use the notation system in the three

.areas.'

The integration of notation and creative’ dance in this
)prdgramme of the study provided an opportunltyewhereby the
child's holistic way of learning-could— be tapped allowing
the processing of information with three of the most
powerful learning modalities: the auditory, the k;naesthetlc
and ihe visual. The children would listen to the music
which eccompanied a dance and thereby come to know the
ph}ases and .patterns; they would dance and 'see' the ideas

) and images in action; they would view and read the notated

‘score. In td:nj the children would compose a .dance to a

L



given piece of music . and then record and

-

coqposxtion 1n symbols

Symbol-to- ritten Resgonse
In the symbol to-written response

asked to explain in words the content

ml | You start opened out.
Meandering travelling finish

by turning and sinking.

The child - further explainsl the tiﬁing and other

features of the sequence:

. you bediin the dance in a shape - that is
the symbol comes before the two lines. You .
meander for double the time that you spin
and sink - you sink and spin at the same
time.

The children's achievements in this test in all three
areas: recognitipn, ordering and sequencing; and comprehen-
sion, are presented in table 6. ‘In general, the high scores

Ny - .
in tfxs mode of response were attributed to the fact that
the childreh frequently provide information in the written
form in other areas of study. Information, collected ‘at the

beginning of the stddy for the children's profiles and

including each child's 1I.Q. score, pointed to the fact

’
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that these children were well'able=to present information Xn

both non-verbal and verbal areas. ' \\

Symbo1l- -to-Action Resgonse

Data regarding the children‘s achievements' in thel\

recoqnition, ordering and sequencing and comprehension tests
where they were asked to interpret and perform the content
of a score are displayed in table l* In these symbol to-
action subtests the children scored con -stently high in all
four testing sessions. This evidence could be related'to

the children' s previous participation in creative dance

.

l
x——-D——S~—3

where they have had extensive experiemce in selecting and

forming movement to express ideas. ‘The observations also
revealed an eagerness to interpret and dance such sequences
and dances: The fact that theigchildren have had previous
experience and thus are confident in such a situation may
have contributed to the high level of achievement in this

~
f

mode of response.

—_—

-

dancing her interpretation of the
theme. She is awarded full marks

.for correct, action content and

—

'very good' for the interpretation

of the tﬁeme ~

For example, in this segquence from

a dance about a dangerods journey,
the video recording shows a child.

%



Table 6.

Results of Symbol-to-Written Subtests

107

for Areas of Recognitdon, Ordering and.
Results

Sequencing, and Comprehension.
are Recorded for All Testing Sessions

L]

Subjects Age

Skill in Dance

Testing Sessions

(yep;s),Originality Intensity 1 2 3 4 ,

1 13;9# 2% 2» 16 145 15 s

2 13.2% 7- 7- 14 7.5 11,75 7.5
u3’ 13.2* 5 ’s; 15 12 12 13

4 12.7* 1* 1 12° is 135 14.5
.5 ‘;2.5* 6- 6-. 11 13  13.25 11

6 - 11.5-. ax . o1 12.5 - 11.75 13.5
7 11.3- 8- 8- 15 15 11 15
8 . 10.3- ‘97 9- 12 15 8.5 14
9 9.8- 3* a3 s 14 9.5 11

| ﬁigh'group

low group
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Table 7. Results of Symbol-to-Action Subtests
‘for Areas of Recognition, Qrdering
- and Sequencing, and Comprehension.
Results are Recorded for All Testing

Sessions
Subjects Age Skill in Danéev ?estin% Sessions;"
(years) Originality Iptensity Lvr ’? u4
1 13.9% 2* 2t 15 . 14.7515 14.5
2 13.2* 7~ - 1- ’A1$.7§ 10 15 11
3 13.2¢ 5 5% ',14.75 11.5 15 14
4 o12a7r 1 e 1s q 14 15 14
s 12.5% 6- ' - 6- 14.75 12.5 14.5 12
. 6 11.5- 4 4 | 14.25 14:5 10 11.5
7 11.3- 8- " 8- 14.7513.5 14 13
8 idia- 5 9- 9- 10.75 12.5‘ 12 13
Y 0.8  3» 3 12 133 9.5 14

high group
low group |
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.
ction—co-Sxmbol Response
The results of the action-to-lymbol relponlol tound in

-table 8 indicate that the children's aChievementl were -

generally lower, particularly in the subtests three and

. six. In these two subtests the ‘children were required to}

watch the _performance of an action or a sequence ot actlonl
and thgn notate what they had seen.” These telts fbculled'
totally up‘ﬁ the visual mode, a process which did not allow
for the usual integration of the ‘kinaesthetic and visual
learning modalities. It |is inportant to-nore that .this
method‘of proceseing information totally through the vilnal
learning modality was not ~used in the teaching programme,‘
andr ln consequence, the children were not accustomed to the
procedure ‘ ' | ; | L
The chlldren were asked in the queérionnaire.wherher
they like to write down dances composed,by the teacher or
danced by someqne else, and one child answered, "kind of burJ
not really. You see I only. likéywriting. down wnen we can‘
add to it ourselves", and another child commented "Yesztbut L
it's sometimes hard to write down everything exactly y
Thi§ mode of response demands an interpretatign and

selection of the important details of an action. In the

chiidren‘s notations, such detail, for example, a particnlar
- < A o

' direcrion or length of time, was not always included. This

f

" may have been because the children did'not see the detail or
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Table 8. Results of ACtiOﬂftC‘SYﬂ\bOl Subtests
for Areas of Recognition, Ordering
and Sequencing, andComprehension. _

, . "Results are Recorded for All Testing
" .~ ,* . - sessions : L
Subjects - Age . Skill in Dance . Testing Sessions
~(years) Qriginalitﬂy Intensity ‘1 .2 3 4
1 13.9% ¥ 2% ©o2x 12.5714 147 10
2 13ax 1= 7- . 11.5 6 . 12.5 5,5
. o : » o '
3 b 13.%, Cosx . 5% 13 14 14.5 10.25
a0 12a7%, 1 7 1x 14 1815 175 10
5 12.5% , 6~ - 6- 12 . 11.5 13.5 7.75
6 11.5- gx 4% 11 13.25'13.5 9 gy
7 . 11.3= | 8- 8- 12.511 12 11
s « i - - _ R ,
&  10.3- 9-. 9., 8 12.5 8.5 7.5
9 9.8~ 3% 3% 11.5 13 g8 6
R
- /= vhighf group _
7 = = low group : : N
£ Mg . -O
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iy

because they dld not think it 1mportant. It may be that’in

many cases the chlldren were able to 1dent1fy the general

\'vA

e o . :? &,
indication, l.e., .a | turn or jump, but did not see the,

further detall contained 1n the sequence. | This, conld be
due, partly,' to the 1ack of experlénce in looking for such
detall 1n movements, and partly, to the 1nd1v1dual child's
lnterest and 1nc11na£10n to dascrlbe movement in detail.

/For instance, in the following examples t%. ¢»ildren

have recorded the ‘actions performed by the teachs -

‘.,

‘ i
_ child's response = Ql
g - . Z]

EJI

‘ .

Chlld s reSponSe =

l
:&.

‘w I

‘Data described above may have contributed to the low

scores in these two subtests. In contrast, the scores were

4 '

) .
) . -
‘ ;. .
ta .
’ .



in subtest ‘nine,

" higher

~ the childfen were asked t°w

E

~dance on a given theme.

children for this
success in.hthis area '‘may
1nvolvement and interest in
bexplanation can be substan
.final questlonnalre in Wth

PN

_llked to wrlte down the

subtest|

o _,‘11.2

actlon to-symbol response, where'fv"

compose and notate thelr own

xamples of dances composed by thev'
ate found in figyre’ fj-The;
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Individual Scores

’ Individnal scores for each child in this etudy for'the
. areas of recognition, orde:ing and sequencing, and compre-
hension. together with the subtests of symbol to-written,
symbol to- action, and action toéggmbol are located in tables .
9, 10, 11,,and .12. This  section considers the children sv
‘ability-in notation in relation to the following information
collected in the profiles: age; skill in-creative dance; and

£

attitude towards notation.

Although the children had problems in certain areas of
the notation vocabulary, for example, relative timing, they

did welﬁain all areas of the testing instrument. The high



FigureVQ. Examples of Dances Composed

for Subtest Nine
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scores.may be attributed to the {hteresﬁl'and excitement‘
with which the children greeted a new set of symbols or
notation experlence;‘ Thelr enthusiasm was accompanied with;_
4comments snch as "the notatron is like a secrét language‘
that we can send messages to each other with and now we ve
got more we can send more’ messages that no one else in our
'class at school will undefstand" © A further comment was
made by one child that she was "teach;ﬁg het- frﬁand who lsf
really excit;d that she. can. read my dances." It appearsﬂ
thé% new situations do stimulate the Chlld and this fact mayn
haVe.contributed‘to the high achievement in the.tests.

The results.in the’ tests presented in tables 5, 6, 7,

and 8 lndlcate that the children's 1nd1v1dual scores ranged

from high to low in relation to age, l.e.,’ the older.

chlldren scored™> con51stently higher than the younger
chlldren. This: flndlng ‘may be. attributed to the fact-that
the  older children would have acquired those operations
which:characterize the formal, logical problem solving of’
the adolescent; for instance, the abstract lconcepts of
proportion,»correlation»and relativity.

-Skill in dance doesrnotlappear to relate to the child-
ren's achleﬁement in the notation tests (nefer to tables 9,
10, 11 and 12). This could be attributed to the fact'that
the subtests 'withln the testlng instrument did ‘not require
| only those skills in dance, ‘but also demanded skill in the

‘responses involving the written word and’symbol 1t could'_
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be coneideged that - at this point in time Uthe notation |
became ';n equalizer and, Whetever their skill in dance,
ellowed all of the children .el‘degree of profic1ency in

unicating their dance ideas.

¢

al Observations
'Observations of the children's reactions and ., responses

in the testing sessxons are described in this section. The

information was collected from the v1deotaped recordings of
‘ '
the' testing sessions.

The tesearcher attempted “ta ngreate‘ a nonlthreatening
ancyfun atmosphere wherein the ‘children could respond with
ease and show their abilities and knowledge of . the notation -
system. The use of the code names, implemented in orde; to
prevent researchervbias in both the teaching and testing
sessions,igave great delight;to the children. Ihey-had fun
keeping their coce names secret and seemed to treat tne
procedure ;: ;a "game" in whicn they could answef‘tasks and
hide their answers in -e ccoded envelope. However, the
children did treat the teets seriously end at all times
quietly ansmered all tasks dnd conscientiousty marked each
of their testing carde"to indicate whether they had been
able or unable to complete the tasks. At no time did the
children iappear worried or frusttated by the situation.

These facts may haveicontributed to the children's achieve-

ments in the tests.
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Iht the symbol-to-written subtests the children moved.to

an area separate from each other in the gymnasium and

silentl& wrote down their answers. There ‘were only a few
instan;es throughout the four testing sessions where a chiid

asked for any assistance in answering the written tasks._ In.
some cases a child asked for clarification of the ﬁasks, but

the., questions concerning ‘the identification of symbols or
priﬁciples‘of,the notation were asked by those ohildren who

had been absent from 'a preVio&s teaching session. 13’511‘
cases the researcher‘gave aSSistance, either by giVing a
further explanation of the tasks or prov1ding the children
who had been absent from “a teaching se551on information

about a symbol or princ1ple. In the latter ihstandes, the

researcher noted that the information had been given to the

child.

In the symbol-to-action subtests the children were
requlred to perform the actions’or' sequences contained in
the“score, “' The children .were given a specific length of
time to practice’before Showing.their interpretations ta one
of the scorers. The 'videotapes draw attention to the fa-
that the children,v particularly in the . first test 1Ly
sessions, quickly read the scores and spent very little  ..me

Jpracticing before showing their dances to the scorers. 1né€
videotapes also"reveal,_ and thisx was also supported by

comments from the scorers, that the children quickly

performed their actions or sequences for the scorersqf The

G .
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need to complete a task quickly may have beenldhe "to the

fact th&t -the children were concerned about rememberihg the

).
'

movements in the scores.

3

During the later testing sessions, however, most of the

children spent more of the allocated time practicing thei
3

actions and sequences and did not hurry through either the
practicing_ or the performance of their mo;ements for ‘the
scorers. The evidence, however,\ reveals that the younger
‘children were &till the firste éf.the group to finish their -
practice and show their work to the scorers, whereas the
older children would generally practice for the whole of the
allocated ‘time and reiach the scorers at the end of the '
testing period ~ The researcher had also encouraged~the
children to spend more time both in: the teaching and testing
sessions in the practice of moyements they have read or -
_composed.and this may have contributed tobthe fact that in
-%general the children did spend more time in practicing the
actions and sequences :

In the action-to- symbol subtests the children generally

wrote down their ideas without first performing the acti

or sequences of actions they had selected. In° some casgs
this resulted in ‘patterns of movement which did not flow and
in a lack of clarity in the timing of a notated_pattern.
JThe test, scores indicated that the- ohildren were more abl
" by the end of the testing séssions to notate clearly and

logically. ‘The videotapes also revealed that as the testing _
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sessions progresseo Lthe children began to perform the
movements they had selected before committing their ideas
finally to paper. This may have been due,’ in part to the
researcher who, had encouraged tae performance of movements
selected for a dance before transmitting them to the score,
and, in part to theufac;' that as the programme prooressed
the children were required to compose and notate longer
sequences and in more detail. This would necessitate some
practice of ideas. It can bevconcluded that as tﬁe children
had more experience of the notation - system' and those
processes whlsh would help them to commit their ideas to
paper that they would be able to notate legibly and clearly
and present movement'Sequeoces which are logical in movement

material and structure. Examples of some sSequences composed

ahd.notated by the children during ‘some of ‘.the testinqv

sessions are vfound in figure 5 and demonstrate the child-
‘ren;s ability to present their ideas clearly and legibly.

In each testing session a specific amount of .time was
allocated for each subtest = and the‘ children were asked to

indicate if theyvhad been able to complete the tasks. The

evidence from' the videotapes suggests that the time alloca-

tion was adequate: In the first two Eesting sessions the
children tended to use the - whole of the time allocated,
particularly for those tests which required written
aoswers. However, in testing sessiOns three and four, the

childrenjquickly finished the written tasks and proceeded on

'
o



Qetail and deeper iunderstanding of the requirements of the
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to the next, indicating, possibly, that they did not need

so much time or, on the other hand, that they wanted to

~ finish the task as 5mi¢kl§ as possible. A couple of the -

children treated the sitnation as a game, trying to finish
pefore their friend. It can also be sugqested‘that as the
testing sessions progfehped the children had become familiar
with the procedure "and did not need towoonsider the require-
ments of the " task but - oouid; concentrate on the.symbol

content.

In those subtests ‘which required the reading and

performanoe of a score, ymbol-to-action' response, the

evidence indicated thgt the children, particularly the older
ones, wanted to ‘use the whole of the time allocated in order
to perfect their performance,, whereas the younger children
tended to rush through the practical tegts. As previously‘

mentioned, this could reflect the older child's attention to

[

“task in hand.

Summary of Findings "

I 4

The design and range of the notation Vocabulary was

demonstrated in the first‘ section of ,this chapter. The

second section provides evidence to suggest that tﬁe

children were able to learh and»use'the notation vocabulary

. ' .

within a Creative darice experience.

The results jndicate that the designed notation

‘vocabulary ‘was appropriate for an experiEnée in notation for

4
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chi&&ren between the ages of 9 and 14 vyears. The scoree

were relativelx\hiq& in all of the 'tests for each child
to indicate that thé selected symbols and principles of the
system could be hendled by children of this age. The
" evidence found in the videotapes and questionnaire point to
the fact that the children were at eaee and enjoyedlthe

experience. ' ‘ ' : : \ | o
JHaving ”ueed selected aepects of the vocabulary four
principles of the system in the"teaching ‘and testing
programme of this study indicates that a notation vocabulary
should include~ the basic actions of  the body, the four
major direction symbols and the dimension of level the
principle of timing of actions including staff indications,_
‘successive and simultaneous timing .of actions; and the“a
duration of actions. | ' |
The evidence expressed in the findings reveals implica-

tions for the planning and design of a notation experience

for children.
' |



Chapter Six

Summary, Discussion of the Findings, Conclusions
'and Recommendations

-

~

Ing;oggction

This chepter presents an 'outline or; tne research

. purpose and procedures. " Major findings in the selected
notation vocehulary, designed teaching programme and testing
instrument are described. General conclusions are drawn
frog;gpe findings and ,recommendations are made for further
research. | | |

summary of the Research Purposes and Procedures

The purposes of the study addressed the following

concerns:

1. The design and implementation of a process pf
learning‘ and instruction which would be relevant for
children between 'the ages of nine and fourteen years and

would enable the children to learn and use - the notation

©

system in a creative dance experience.
: 4
2. The_ design of a notation vocabulary which would be

appropriate for children between the ages of nine and

fourteen’years who have ‘had three years‘successide experi-

¥

ence in creative dance. -

. The identification as to whether' the children had

learned ‘and were able to .apply the selected symbols and

&

122
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principles of the system in the writinq, reedinq and

performance of actions, sequences and dancen. *

4. The consideration of children's attitudel and
responses to the designed programme and in particuler to the

.)
notation experiences.

Design of the Study | e
A group of 16 children, 15 girls and one boy, between ’
the ages of nine years and 0 months and Lﬁ years and 0
months participated in the teachfnc programhe andftestinqj
unit. ,Nine children, who had completéd all/teaching and
testing sessions, became the final sample d&f *the study.
Each teaching session, lasting one ‘and one-half‘gours,
‘;involved "the practical exploration 'of selected themes
of cfeative dance and the related symbols and pri ciples of
the notation system.- After each of - the two éPnsecutive
teaching, sessions end after‘a two month time lapse following
the completion of the programme; the children'§ ability to
learn and nce the notation system was tested. The‘resulte
of the notation tests together with the. responses and
participationﬂof eac; cnild were considered and theicontent
and methods employed in 'the,teeching progtamme and testing

instrument were described and evaluated.
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Summary and Discussion of the Findings in the Teaching

jProgramme, Notationgyécabulary'and Testing Instrument
&ad . . - . ' .

- Teaching Programm
This section presents a summary of the design. and major

]findings in"the teaching programme. " The discuSSion of the

findings is speculative in nature and is based on the

reSéarcher s observations dqiing the study and the v1deo

!-]7

_recordings of each session, together with the responses of

‘\Fhe children in the final questionnaire. b

The nlaterials and processes - which constituted the

teaching programme in the - study proVided the children Witn
«
‘the following opportunities- to examine several dance 1deas,

“vto investigate movement pOSSlbllltleS, to. create and ‘share

s

their own dances, ‘and to perform and examine dances composed

by others, Notation, relating to a particuiar lesson

P -~

‘emphasis, -was "integrated into each"task aﬂd' focussed
Jattention upon. a specific aspect of the dance experience.

| ’ The children s responses and attitudes toward the dance
and notation experiences appeared to be most positive. The
various ‘ways in which the notation symbbls were introduced

and, later, recalled and reinforced,. for " instance, the
[ . , ( . SR

"game" astivities and the use of "cut-out"fsympols,uhelped’
the 'children "to learn and master the principles of the -

system in this environment of trust.

g M '
Several reasons may have contributed to thlS. of

v

' > primary importance was  that all of these children were

&»
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- volunteers, had parental support and approval "and had a

. strong affinity for creative dahce. The children had- also

been in contact with the teacher/researcher for the past:
' ’year in the creative dance env1ronment dnd a mutual trust

relationship ﬁad already been developed. Although all

teaching-learning should ideally occur ‘in an atmosphere of
trust, 1t may be of particular 1mportance in an area such as

- notation where a child's self-esteem could become strongly

linked to success or failure.

Building upon this trust relationship, the notation was
'introduced to the children‘ in "games" - like activities,
v"cut-out" /symhols, chalkboard activities, secret codes,

etc. By utilizing these “activities the child's‘ﬁocus was

distracted from the notation per se and freed them to learn

in a manner suited to their ?ge and experience. This led to
an enthusiasm to‘explore the movements for the dance studies
and ideas and record their own movement selections u51ng the

notation system. The dance st .lies and ideas encouraged and

[.challenged the children both to perform the notated sections_

and to compose and record within the given framawork. The
‘children § notated scores indicate their ability to handle
the notation system 'ln both the writing and )rea@ing of
dances. The questionnaire also revealed that the children
:had enjoyed the experiences in the teaching programme and

felt that they were able to use the notation system in their

dance work.

L.



i,

. 126

This has further implications ‘for the teacher _of o

'notation. There must be a built' iﬁ'success ratio and the

children must be able to select and choose from a-range of’
challenges. Children will bring different strengthsfto
notation, one will bring preciston and deSire for detail and
accuracy, another will wish to grasp meaning of a moreé'

global nature. SOme will be strong in the Visual perception

of an action, ‘others Willﬂread with greater fluency..-Ihe

notation environment must . be built ‘to accommodate those -

differences.

Notation Vogabhlarxi_

This section presents a summary of the design and the -

major findings’ of the notation vocabulary The results are

\.
based upon the children s ability to identify and apply the

.",

"selected principles of the system. & L

The notation vocabulary was deSigned'to investigate the

K

.use of motif description within the creative dance experi—

ences for children It was based upon the four prinCiples.

- of the notation system which'describe.%the pasic actions of -

. AT _
the body; the fundamenta@ .e'_lements of time, space and

'.relationships. From these four principles, 56 units were

\finally identified and used Wlthln the study. These units

were introduced and eﬁplored Wlthln the creative dance

experiences.

Thirty-nine of thes@ units were selected for discus-

‘siOn. The units encompassed the basic symbols of the ll.i

h
& =
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action families, the four major direction symbols.and the
principles of the systemi that were needed for the'writinc
and reading of actioﬁﬂseqdences and dances. The childrenfsf
,'ability to identify the symbols and‘”principles within the

de51gned notation vocabulary was assessed by considering the

., percentage times a notation unit was’ answered correctly.

For . tﬁe purpose of the analysis - of the results, the high
scores were those above 80% the average scores were,those
'between 60% - 80%;° and the low scores were those below 60%
Vhen‘a symbol or principle was answered correctly. -mﬁé;
results summarized below indicate that éertainisymbols and
princxples were learned more readily than others | |
1. The children attained high scores
i) principle one:””the; identification of basic
actions of the body '(figures 5 and 7, pages .
82, 83, and 88)  «. ﬂ‘ S
ii) panCiple two, the description of the timing
of ‘an action which involves the directlon of
reading, the beginning and ending of action,.
the placement of starting positions,‘and the |
4indication for successive ‘and simultaneous
action (figure 8, page 91) |
iii) principle four, the designation of ,which
person performs' an action‘y(figure 8, page

91).



128

The children ’inVOlved in this study would‘have had

extensive experience in the physical exploration and

~*pérformence of the_-ebove principles. —This experience,

‘together Qith the-repested practices in using the principles

fok, both “the writing and reading of action, would have

°jcontributed to their success.

2. As shown in table 7, the children attained average
to loy» scores in principle three, the description of the
duration of an action. | |

Thls‘ principle involves the _ abstract concept of'ﬁ
relstivity_which‘ some of the children in the study may not
as yet héve acqnired. This fact may haveicontributed.to the
lower scones.r |

3. In the testing seSSions the children attained:

i), higher scores in testing session one

iif. scores which generally lowered to aVerage‘
over the four testing sessions

iii) sooresr which were much lower in testing
session four, the majority of scoges_fellinq
to average Or pelow. *

The higher scores in testing Session’one may‘:have been
due to the fact that the children had.only}enoounteréd few
symbols and principles of the system-at that- time. As more
symbols and principles were introduced during"the teaching
programme, the children had more information to retain and

recall in the sucoeeding testing sessions.” This fact may
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haye contributed to_ the. gradual louering of the scores.
The fourth testing session took place after a two month time
1apse following the third testing session. During this time

the children had not taken part in any sessions ‘involving

’notation and a natural tendency to forget information which

is not used continuously may have‘contributed to the lower
scores in the final testing session.

The' results of this study, whilst inconclusive,
proyided pertinent information for further investigation°
specifically because few studies have occurred in relation
to notation‘ with children of this age. The most important
information is that it is possible to design a notation
vocabulary for children that they can both hamdle -and enjoy.

Testing Instrument

- _
This section presents a summary of the design and major

findings of the testing instrument. The results are based

upon the children s abilities in the three areas of notation

[

and the three modes of response

The testing instrument was designed to focus upon the'
selected notation vocabulary and investigate the children's
responses to the three’ areas: recognition - the ability to-
recognize the v principles of' the system; .ordering and
sequenCing - the ability to order and sequence moyvements
using the principles of the system, and comprehension - the
dbility to giye meaning_ to the actions uséd in a notationa

score.
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Three subtests, involving two written (word description
»and notation) tests and one action test, were designed to

assess the children's’ abilities in the three areas. The

total, testing instrument consegquently contained nine
‘T_subtests, providing the child with the opportunity to score;
5 points for each subtest and a total score of 45 points.‘
The scores were rated for each area as foIiows. high scores'
22. 5 - 45 points, low scores 0 - 22. 5 points. 'The'scores
for each subtest were rated as follows: high scores 7. 5-

15 points; low scores 0 - .7.5. ThevreSults of the tests are

' summarized below: =
1._ In the area’ of recognition, the children attained high
* .scores for the first three testing sessions. . -
o 2. In the area of ordering and. sequencing,g the scores

gradually rose over the first three testing sessions.
3. In the area of~comprehension, the-scores were high for
the first three testing sessions.

i The picture that appears ‘to emerge from these
three results may be very specific to this population
of children and at the same time have implications for
thdjintroddction cf'notationnto children. ‘In the area
of recognition, these children were "high flyers"
because of their I.Q. scores and their experience with
symbolic systems. Recognition presented them with few
problems. 9%n the area of ordering'and seqnencing, the

scores indicate, by their gradual increase, that having
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grasped the underlying prinCiples of the.system, these'
children were able to apply them with ease. ‘

of particular note, however, is the children's
response in the area of comprehension. These children
are continually raised in their creative dance experi-
ences to understand the symbolic nature of movement .
At an early age they are experiencing the visual
1maging me actions conveying the ' meaning of rain,
clouds, snow, wind. As abstract concepts develop, the
meaning in action becomes tranquility, power,,angerﬁ

peace. The children, therefore, having been nurtured

in the symbolic meaning of action were able to build

. upon the understandingjand instantly 'see' meaning in

. ‘
notation symbols. Again, ~because of the symbolical

depth and breadth of creative dangce, it may be that

introducing notation to children. in this form should be

one of their primary notation experiences." fhis would

be in. keeping with our understanding of hoW'cnildren
learn and bring meaning, to their ‘world and derive
meaning from it. | "
In the symbol-to-written smode of response the scores
were generally high in all testing seSSions "
In the symbol-to- action mode of response the children
attained high scores in all four testing sess%ons

These results. indicate that the children revealed

very little difference in their ability to handle the
it e
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symbol-to-written "and the symbol-to-action modes of
response. Thig is perhaps an nnexpected result as one

might have anticipated that symbol-to-action would have’

" been the children's strongest mode of response. Three

reasons could be proposed for this expectation. The
first reason is that these children are familiar with

the action content in this study. The second reason is

_that it would be natural for these hignly skilled

children to use action rather -than words to convey

. |
... their ideas. For example, whereas (R , jump, can be

interpreted in a wide variety of ways in action it is

restricted in the written word to Jjump, Or a few

derivations or synonyms. One could propose, therefore,
that, in symbol-to- action, theTe is greater freedom of

response and more possibilities than in symbol- to?

. words.. The third reason that could be‘conjectured is

‘ \
the nature of the process from symbol- to-written. One

would anticipate an intervening action knowledge

| occurring‘in the process. For example, for the symbol

() the child has a visual image or a kinaesthetic
image of the () , and then translates the image to

the word jump. These two modes of response to notation

clearly need further investigation:

In the action-to-symbol response,'the children attained

high scores. However, these. scores were not as high as
»

the scores attained in' the other two modes of
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response. This was particularly the case in the

subtests three and six, which required the children to

~watch the performance of an action or sequence of

actions and then notate what they had seen. |

The action-to-symbol response 1is particularly.
omplex because of the nature of movement. A singie
action,‘is - received visually by the child.” This
requires heightened powers of observation and an '
bility to extract the significant features of what has
been seen. It could be that the child with high visual

perceptual Skill could in fact score very poorly in

such an operation because they do not understand which/

Vinformation to omit -and which to record. ‘This couid be

L)

" the reason why subtests three and six show lower

results. .

'Subtest nine,o yhere the children were asked to
compose and notate on a given theme; presented the
children Wlth an easier task of selection. Here the
children would notate what = they considered to Dbe
re{evant and important in the moﬁement content of their
dance. | |
The scores ranged from high to loﬁ in relation to age.

It would be expected that the older children would
attain higher 'scores than the younger children as they

would have acquired those operations which characterize

the formal,,logical problem solving of the adolescent.:

<
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8// 'skill in dance did not appear to relate to the child-
/* ren's attainment in the tests. )
This was a homogenogs groupg each child being
highly “skilled in the area of creative dance. There-
| fore, it was naot possible t? eq?ate the'range of scores
in the notation tests where tde children were beginners
with their experience and high level‘of skill in dance.
General COnclusions. 4ﬁ§
‘ | The study attempted to | ;cswer certain questions
reqarding the relevance and appropriateness of the selected
notation vocabulary and the designed teaching and testing
‘programme. The use of the 4creative dance form in the
teaching programme presented the chiidren with an appropri-
- ate vehicle through which to learn the notation system
Findings indicate that through practice the children were
. able to 'learn and apply the principles of the notation
' vocqbuiary in the writing and reading of dances. The
chi&dren were able to recall and use the notation symbols
and principles during the teaching programme and fairly well
after the two month lapse of the programme. Observations
-reveal that the children were enthusiastic and responsive

participants in both the teaching programnfe and the testing

instrument of the study.
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Recommendations

Recommendations for the Design of a Teaching Progrgmme which
Integrates Creative Dance ‘and. Notatiog ) ‘

1. sSelected dance ideas and notation materials should
be appropriate to the age and experience of the children.

2. Notation should be. introduced into the dance class
as it is needed and lgzrned through the context of the dance
experience. | | -

3. Opportunities to investigate movement possibili-
ties, to create and share their own dances, and perform™and

examine dances composed by others should be included in the

programme and become the vehicle for leafning and using the

-notation systen.

Recommendations for the Design of a Notation Vocabulary

which Can be Used Within an Integrated Notation and Creative
Dance Programme . |
1. An initial notation vocabulary should be based upon
the general description of movement, called Motif Descrip—'
tion.
2. A notation vocabulary should include
i) the description of the basic actions of the
body, principle one of the system, recorded
through the symbols of‘the system.
ii) the description of the_ timing of action,
principle two of the system, involves the

- staff indications .of (direction' of reading,’
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beginning and ending of action,ythe placement
of'starting 'positions and the indication of

9 successivefand simultaneous action.

iii) the} delcription of the duration of_action,.
principle three of the system, is indicated
by the relative length of the symbol. .

iv) the/description -of which‘ person perrorms an
action, principle . four of~ the system, is
expressed by the placement of the symbaqls in
the appropriate staves..

3. A notation vocabulary ~should be identified which

provides the means to record and read dances composed by

IS

others and by the children themselves.

4. In the initial stages of the teaching programme,
the notation vocabulary should be used continuously so that
the. children have a good understanding and are able %o apply
the basic principles of the system. Eventually, further
symbols and,principles can be added and the notation_system

utilized when needed to identify and clarify movement

material within the dance programme.
Recommendations for the Desi of a #hting Procedure
1. The testing pracedure should assess those areas of

cognition: recognition, ordering and sequencing and compre-

\l
7

hension, which enable children to apily/ the notation system

in the writing and reading of dancesf*/
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. 2. The modes of response throuqh which children
indicate their abilitiol to apply the notation ciatem should
reflect thoge developmental staqes throuqh which childron
progress to include the written description, word and
notation, and action description, the interpretation and
performance of the content of a score. . |
3. Tests should assess the children's abilitieo to

[

write down movement, :in the recording of their own composi-

tions and after viewing. one else perform.

4. Tests’shonld the children's’ aﬁilities“to‘

read and interpret the t of a dance score.

Recommendations for Further Studx

1. Further implementation of the teaching programme in

“

different dance settings. This would assess the relevance
of an integrated notation and creative dance programme ‘for
children both in the school and dance studio environments.v

2. Further examination of the »length of a teaching
programme integrating notation and the creative dance form.
‘This»would reveal an appropriate period of time for the
_introduction and application of the basic principles of the
system. . | '

3. The introduction‘of the notation system to differ-'
‘ent age' groups of  children, consequently identifying an

appropriate age at which the notation , ystem can be intro-

duCEd . ' ] /}

o
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4. The develcpment‘of the teaching programme»implemenzf
ted in this study to 1dentify the stag at which‘structured‘

description could be introduced to chil .

5. Follow-up examination of ‘thet testing procedure.\_

This would esg:blish a meané 'through WHich‘ children's

abilities to record and read dance could be assessed. .

6.  An examination of the types
‘teacher, for example,

and sequencing of

materials that would assist the dance

¢
',written lesson plaps, notation scores, v1deotapes, audio-

. tapes and visual'aids.' ‘ - > : ,
‘ . ‘ - L

o
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" consequently, relates specifical
. thesis, but does not encompass the full spectrum of "the

. - dance without too many€xternal pressures impinging upon-th

;- Appendix 1

» ‘

BERTA CHILDREN'S CREATIVE DANCE TREATRE

“ The~Aiberta Cchildren's Creative Dance'Theatré, founded

‘in 1968 at the University -of Alberta, Faculty of Physical
Education and Recreation, provides an on-going programme of
Creative Dance for children from the age of 3 to 14 years.
The programme is many faceted and defies singular definition

or simplistic description. The following information,
1y to the context of this‘

- theatre" in either process or practice. S

In 1986 the A.C.C.D.T. operates within the administra-
tive structure of the Department of Physical Education and
.Sports Studies. The 160 children registered are drawn' -
non-selectively from both community and university based
families and Epan'the ages 4 to 14 years. X

The programme content is specifically the creative dance
form growing out of the . conceptual framework of the work of
Rudolf Laban. The content of Laban's movement analysis is
both modified and enriched by a strong emphasis upon the
importance of musicality and languyage experiences. These
three interwoven strands provide the children, throughout

" their creative dance experience, with understanding of thé

symbolic process inherent in movement. Simultaneously the
children are nurtured in a teaching-learning environment that -
fosters recognitionlof.the»child being central to the K
creative dance progess. Empowered to own their own dance and
to risk creatively, the children deveélop strong trust--.
relationships with teachers, parents and audiences that’
‘enables them to enter into new situations (i.e. notation)
,with openness and a "sense of adventure". .

L Parental understanding and suppbrt built into the
.programme throughout all of the years finally ensures that

‘the children are secure in a society that gives minimal -

attention to this art form.

: ‘ N . L , ’..

| The_ﬂtgggpre" then, perhaps uniquely situated within a
university structure, can examine, observe, record .and
esearch the develop al phases of chjldren's creative

Y

"dalicate etology" of"such an efvironment.

 [JLB) Marck '86. .'a-.

:7$ :_‘).‘ o ‘?'(-J
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Appendix 2“

QUESTIONNAIRE REGARDING BACKGROUND EXPERIENCE,
LIKES AND DISLIKES OF ACTION FAMILIES

¥

A . '
Name "\,-“‘Licoono.- o-ooococ-:co.o-oo‘
"y _ :
Age -oo‘-o‘coot-o\o. ‘.‘""‘:,Date Of Birth OQ.O....:O.“C.!

“which of the following activities do you like to do? Tell
me i¥ you.go to claSées ‘or have taken any examinations in

- any of’ the activities:

.

art

Dance

Drama

Music

]

Look at the chart of action families.

Tell me which are your favourite 3 actions.

..

Tell me which actions you do not like to do.

-

159



ELEVEN ACTION FAMILIES

Travelling actions
vibratory actions
Jumping actions
Turning actions
Stopping actions

' percussive actions

Ccntracting actions
Expanding actions
sinking actions
Rising actions

" Rocking actions

160

4 SR~ .
g

_§§%=

.

160

g



Appendix 3
< THREE EXTERNAL JUDGES
Boorman, Joyce .

Professor, Department of Physical Education and Sports
Studies, University of - Alberta.

Director and Founder of Alberta Children s Creative
Dance Theatre, 1968-1986.

) Chairperson of First International Conference on- Dance
" and the Child. :

Recipient of Queen's Silver Jubilee Medal, 1978. n‘
Alberta Achievement Award of EXCellence, 1978.

Tait McKenzie Honour Award 1985 |

Honorary Member ‘'of Dance and the child International.

* Author, researcher, and international guest speaker on
the developmental phases of children's creative dance.

16l
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L

Carline, Sally “ (

1969-72 . Teacher Training: I.M. Marsh College of
Physical Education (England). Teaching

Certificate.

1972-74 Physical Education Teacher: Eccles Grammar
' School (which became Ellesmere Park Compre-

hensivé during that time).

1977 Lecturer: Fine Arts course. Grant McEwan’
College. :

1978-82 Consultant (E.O.F. grant) at Campbelltown”
. School, County of Strathcona: implementing a
Movement Education programme for regular,
opportunity and slow learners.

1981 Graduated from the University of Alberta:
B.Ed.

1977-85 Staff of the Alberta Children's Creative
Dance Theagre under the Direction of Dr. Joyce

Boorman.

1982 Go-writer with Qr..Joyce Boorman of the Dance
. _ curriculum for the Edmorton catholic School
Board, Grades 4 - 6. .

1983-85 Sessional Lecturer. Department of Physical

: Education and Sport Studies, University of
Alberta: Movement Education courses and
Creative Dance courses. : ‘

1977-85 Inservices, Professional Development, Teach-
ers' Convention (Creative Dance) for: .

Early Childhood Association

Counties of Strathcona, Parkland, .Red .
’ Deer

Edmonton Public School Board

Edmonton Separate school Board

Parks and Recreation _

Alberta-College Music Department

1985 Presently working'towardé an M.A. in the
Department of Physical Education and Sport
studies in the area of Children's Creative

Dance.
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vallance, Jarnette M. |
Education:

Stratford TéacherS‘College.
University of Wesﬁern ontario, B.A. ';,’

Ontario Department of Education P.E. sﬁpervisors
Certificate : : : ‘

Chelsea College of Physical Education, Speciaiist
Certificate, U.K. SRR :

Art of Movement Studio (Laban), Specialist Certificate,
U.K. ’ ’ .

York University,‘M.A. * .' ‘ o

Research in Creative Dance Educétion underway in Ph.D.
studies, University of Alberta. ’

“.Teaching Experiencé:
Rural classroom: Colborne Township Board of Education
Urban classroom: North York Board of Education '

 Assistant Supervisor of Physical and Health Education: =~
North York Board of Education ,

staff member: Ontario Department of Education.
Teachers Summer Courses, McMaster University

Staff member : Truro Teachers College, Nova Scotia

Associate Professor: Faculty of Educatfanf—ﬁepartment
of Elementary Education, University of Alberta

Administration Experience:

Vice-Principal: Ontario Department of Education.
Teachers Summer ‘Course, Guelph University; Principal
Summer Course, Guelph University; Principal Summer
Course, Doa Mills, Toronto .Qi' .

Inspectof and Consultant Ontario MiﬁlStry of Education
and Thunder Bay Regional Offices- .

Vice-Principal: Huron Street Public School, Toronto
Board of Education. . :
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Appendix 4 L L
ASSESSMENT OF SKILL IN DANCE \ i;"’-

Please plaCe'the children listed ﬁﬁﬁow in rank order dccord-

ing to the following:
'the number of different ways in which the

ORI ITY -

INTENSITY -.

§

child handles and arranges movement material
(breadth). v |

the ability to work with the material present-”
ed and bring meaning to the movement (depth).

ool

T 11T

R . .
—



Appendix 5 -~
QUESTIONNA]BE REGARDING ATTITUDE TOWARDé NOTATION

O
Please tell me your opinions and ideas about tho work 1n

-

notation we have been doing together. ' You may write as much

ag, you want in answer to a question or you may answer Yes»

’

L

No, or Do Not Know. ‘

1. pid you find the notation easy or not too difficult to
learn and use? .

» »“‘“, ; M
AN o N _,
. ?,’ ? - ' “ ) 3
,.\ . @ s «
%(} ¢ N \ o¥
" , ' d ¥ . ,fA .
2. Explain ‘what makes it easier to remember some symbols.
L (5;5 1 . % N ‘
o ‘ : . o
- L e ' Co \ h
R ;%rﬂfﬁﬁt o i_ “
N v‘r w\ + i ‘ k ;v " »e

3 Did éay of the movemeqts help you to learn a symbol?
I% SO which ones? .-

¢ LA * T "
i . A "." q(‘ A § . - 4 : ;; .
PN T -
3 ‘o ~ : >
.‘ {:‘;:n} ;"
/; e ?
‘4. Do you 1ike to: read the symbols?
G‘: ,.,
'ig g L .
.

. 165 .
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. 6.. Do you like to see the symbols and thien dance?

| | . ’ ’ s
) o . ' . : PINS.. R - ' ‘
X . ‘ ‘ . ," | |
: . . . ) :
B AR ] . . | /

ce ' e A
KR O - v B

T PO‘ you like to w“r;ite_"dqwln the dances the teacher
v . ' o } o
V4 : :
T s e . R
b o S
"8..° Do you 1ike to write down the dances which you cofn- . .
posed? L : , » .' : ! S . ) : k¥
: e , R " g

)

R S . o o /’
, o B \

fuscrul to havé the dances written down?

.l,’“.‘ .

L d

| S:‘.:.' . ' .‘ "i\ \"(\ ., . \ ,.‘*’_’k.
Voo T e T - {)»

/e

o

100 Do .you tchink you will use the notation ag"aj_fn'},



‘ v Appendix 6 i
SUMMARY OF RESPONSES & RECOMMENDﬁ?IONS -OF EXTERNAL REFEREES

‘%{ The external referees recommended adjustments 'in the
deSigned notation vocabulary and definition of notation

‘terms Appendix 9 contains the modified notation vocabu-
. w ‘

vlary.' The queries concerning the” teaching ana teStéyg
fprogramme were con51dered and ass15ted in the final devél
ments of materials for the study Each of the three referees
comcluded their recommendations with support of both the ,‘

nota"on vocabulary and testing prccedures, for example

) ¥‘ﬁfye’falance~of‘the notation vocabulary seems . good

i

'stiqns are clear and tﬂe Scope is wide

‘I feel the .
enoudh tolobtain the » q&ﬁféd ‘information re the
writp and ﬁa’nce .

chltdrentsv

A
~

’ ‘
Agreed that with ' three - lelslonS of.’ testing able to

.evaluate strengths and weaknesses in learning ;
. (Venable)

AR

. The followxng recommendations were made-
= . ‘e ) e,
d’”lﬂ Thé reordqring'of Adtion Families equivaldepces in.

' o Labanotation. This includes the addition af certain
o actions ‘to th ,families, for instance,; the tturning ,
‘ ‘family to _include- -the action‘pf twisting, the contrac-.
' tion family td include the action of unfolding;. the

: ‘rockind family' to include the actions ‘of’ swinging,’
. tilting an¥ weight shift the vibratory family to

: include accents.,

‘ rise/sink.v

o . -,

‘.f Cy ‘, . :
3,»’ The recategorization of the action of traVellingv _
\into th’Basic Action units.

\ o A

'-167,_ B R

(Hutchinson GuestY

. _,»"ﬁy e

~
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4. Tﬁé modificatiod of symbols. The symbol of open and
 close, JL I , were changed to ~— «—, in order to agree
with the decisions of International Council of Kineto-

- graghy Laban. .

As there is no general symbo} for the'action‘of'swinging
"in the notation system it was necessary to devise an

agprqp:iate'symbol. The symbol +  was agreed upon.

5, The occurrence of symbols in the riotation tests. .It WAS

commented that @ appedred often in the tests and that

1% did not appear at all.

a

“

:The Following questions concerning the teaching and’

testing prog}ammé'weref%osedg

1.

R 4

me? -

How will the ‘sessions of 1#4 hours each be struc=

tured? Will there be a general framework of basic
movement exploration, followed by specific identi-~
fication of the appropriate symRols ledding into

creative use of the material- in%hand,'con"uding

with .class evaluation of what has emerged, the.
tions" and so on?

Would recognition be taught thfduéh‘watChingv°ther5

’or*thrqugh‘experiencegin the dance class?

o ’ ‘ & : . ) ‘ /
Wwas the teaching of rhythm implied or would it be

taught as a separate subject area?., _

T R _ _ *
Would the materials be tested prior to the program=
‘ ‘ ‘ \ ¢ . g - N

Would.all the children be tested at the same time

in the testing sessions?

‘u

B} - : B B
. . -

.

. children trying out one another's class."compqig- o

y
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® o EXTERNAL REFEREES

L]

 ANN HUTCHINSON GUEST

. Director, Language of Dance Centre, London..’

Honorary President of The Dance Notation Bureau, New York.

Member of the Board of Governors of The College of the .Royal

‘ . ‘Academy of Dancing, London. o
_ Licentiate (€ecchetti) of the Imperial Society of Teachers -
o of Dancing, Londoh. - .
-~ Instructor and Advisor at The Laban Centre, Goldsmiths'

wﬁ College% London*University.

“core Member of the International Council. of Kinetog;aphy
Laban. .
’ !‘m L "”, . . . ' - ’,"

. oo
. BIOGRAPHICAL INFORME w“?‘

~Born in New York Cit' educated in England.' Proféésional '
dance career J.n New ork City. Married to dance historian, .5 %

N

[

-

Edugatidh Cambridge Universxty.

r

Honorary Doctorate fre Marygrove College, De@%oit :
UniverSity (L.HvD.), 1977. A

~Dance MODERN Diploma, with notation certificate, frdh
2 the Jooss-Leeder Dance School, England - f year
RS course.

Wwith Hanya Holm, Martha Graham Jose Limon,lNew

4York ’ o \ ,
BALLET: Cecchetti with ' Vincenzo Celli, Margaret
- ' .craske, Antony Tudor, and 1eading teachers
' f the Cecchetti Council of America and .
the Cecchetti Sec1ety in London.

N

' . 'v R sian% Ballet Ants, School of:. American ’
S allet, etc. _ N
,}?“’v Courses in folk, ethnic, jazz etc.

- Music o Piano up to Higher Examination, Royal Academy of
) ‘Music, London. o

Notation 3 years at the Jooss-Leeder school, in the Laban_

Training system, one year ﬁgrther practical experience as
‘ notator to Ballets Jooss ‘(Green Table, Big City,

. Barl in Old Vienna, Pavane). - ‘ N

\ T T g .

/ 0," ! R \
‘)V .
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Work with senior Kinetography Laban teacher
‘Albrecht Knust, and other notation tolleagues.

- Notating The recording of 20 major choreographic works,

‘ o “such as Humphrey's nThe Shakers"; Balanchine's
"Symphony in C",‘"Orpheus",-"Theme and vVarla- -
tions", "Four Temperaments'", "Scotch Symphony",
nconcerto Barocco", "Bourrée Fantasque", etc. .

, - etc. Tudor's nSoiréé Musicale"; Massine's "Beau

"vpanubeﬂ;~Robbins' ncharleston Ballet"; ‘also .

“Aunierous smaller dance WO s, such as Ted Shawn's

: "16 Dances in 16 Rhythms"§¥Balanchine's "Pas de

el °  Neuf nBetter Dancing with Fred Astaire", "The *

Y 3 3 Six i%iries' variations from Sleeping Beauty", ¥

‘ S “Juankova!siversion of "The Sugar Plum Fairy". .

\ . Regording of Thé Bournonville School; .R.A.D. Chil-
L drén's:8¥llabus; Historical Syllabus of the
' I.S.T.D., &nd many other Labanotation publiglg '

~ _tions. 7 gk . - ¢
ST T e o | [
Movement Caqncentrated on the study $ old and ceontemporary

: Notation dapce and ‘movement nddatlor systems. Has studidkd -
Systems .24 different systems, @hd ig-fluent ‘&n five. = 7
- : B ) . s N . \ .
‘Editor/ The Dance Notation Record, 1942 -_19%%E' & LAl
_Author The Labanotator, 1957 - 1969, 1978 - * . v :

— . Co-Editor: The Kinetographer, 1973 - 19?6;

‘Author of LABANOTATION textbook,"¥954. ReVised and | Y
Labanotation . expanded 1970. R oy
Bublications vprimer for Dance" - Books I and II",-1958,
i 1959. S , P
~ "Pirst,. Second, Third-'and Fourth Ballet.
.Reader"

wpallet ABC gy Books I, 1I, III"

. 9fff} Tpallet A)phabet" S
~ . ~7_  Correspon ence.Courses .in LabanotatioﬁT] e
& Language of Dance Teaching Aids. © | -
. Language of Dance Course - Modern. .

. Language ‘of Dance Course - Ballet.®
 Compiler and Editor of "Dance Techpiques and

-~ studies". , .
R Miscellaneous Children's Rances, Children's
. y .- instruction books. 2 : o
Articles on Contributor of "Choreography and Notation" for
‘Dance - ~the Encyclopaedia Britannica. - = o0
- Notation Author of numerous’ articles on notation in

books and for the leading dance and physical
educa;ion,periodicals. ' o :

-

K W

s
Be



Lecturer on % Labanotation: Career as a Dance ‘Notator; The
' . History of nilﬁe Notation: A Comparison of = . s
notation sys®ms through the ages; Notation as g
an Educatipnal Toocl; - at colleges and ballet AN
societies in the United States, England, . ‘\*LA,
Holland, .France, Denmark, Sweden, etc. oo

- : R A » . c
.Production = Rehearsed and directed recons ructions from '
Experience the Labs@tation scores of < ~

- . balletsu. ’ .
Reconstguctiong? . Balanchine's "SYmpﬁo‘vl,ﬁi . )
Revivals ~ # . Tudor's ﬂSoiﬁge Music; =
.w. I : ) . " g " '
C ‘ %. The § gl usicar " e Katel" '
. Research; ~ Fanny -Elsd “‘TCachucha", tran;éribed from
-~ Historical: the old # g :ion and taught to dancers of .
Rivals _ < the Royal - England, and the Vienna

. Ballet' ' 3 . . ,‘ - .

Al The Pas def Sik-from "La Vivandiere", trans-

‘ . . cribed from ‘the old Saint-Leon notation and -
e ;taught to the Joffrey-Ballet, New York, and

'the Sadler's Wells Royal B let, London. -

"chaconne ‘for Haflequta: +¥anscribed from

2 - Feuillet notation. -
uille " . ,
» 4 € / W !
_ o i-f l. .’ B



IR Certificates. _
B . o :
3‘1983-84: Language of Dance .Ceptr \WLondon.

[N

cm
RS

-

‘ o , . PR L

ANGEEX KANE ~ ~ ° . o

Lecturer, Laban Centre for Movement and ‘Dance, London;f(;%“ﬂ

_ DANCE AND NOTATION TRAINING o - RIS
- 15971—"%4: Hull College ofgucation,' N. Humberside.

1974: Certificat

: in Education. Main subject{‘“v
. - - -Physical Educatigm ‘ o
, , aL EEETE

and Dance.

: ¥ : . - . o ‘
1981-82: .Laban'Centre for Movement and Dance, London. .

1983~ Laban Cerntre for Movement and Dance,

gE A ) ‘Studies 1985-86: Aesthetics and Dance Crie'cism.
1985~ ~ Adwanced Labanotation Certification: o -
- Q%Reconspruction completed. v, -

§ IEACHING EXPERIENCE . - s

AN

"+ Elementary Laban Ccertificate. Intermediate Cgrtifi-f

cates in Education and L anotation. _
Dance Notation Bureau ElQR

Assistant to Ann Hutchindon-Guest. Main project:
. correctind, up-dating and cop ork of George
" Balanchine's "qerenqge". :

. £
3 ” London f
M in Dance Studies -degree, 1383~ Twentieth
Century Dance History 1984-85: Advan Laban*

g

1974-81: Brunswick Junior'High School, Hull,.N.,ﬂmmhersidg.
. ~ January, 1976: Scale 2 post - Head of Girls'

| . Physical P@ucation’and Dance., . . ‘

1978-81: full, Adult Evening®institute, N. Humberside.

‘Technique, Improvisation and Creative Dance

‘ ses. / , . ‘ )

AJ

©..1982¢82: Laban Centre.for Mpvément and1Dance, Loqgon;

Gradua;e,Assistant teaching Labanotation, Tech- ‘.
_ nique; Improvisation‘and_COmpdsition. S b
. , x R } . - . ~ ' . O..
1983-". Laban Centre for Movement and Dance.
S _September, 1984: Lecturer II appointment.

. 1984-  University of London Goldsmit®'s CSmiegé:, -

Evening cldss for teacher,Awithaspecial'rgference-"

for the G.C.E. '0'-Level examination in Dance.

-

[

iftary-and Intg;mediaté '

vy
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. ' St v
1984~ Institute of Choreology, LoR&nﬁgﬁj;i L
- eaching Labandtation'to Beneshft;agnedfspecialist_

Tnotators, ‘physiotherapists).- . =~ =

PO

SHORT COURSES L
A P S St ¥
2, 1983% Froebal®Institute, London ) _ ,
i 2 week Intensive Notation Course for Year I
_Dance Students. - ‘

m".‘ 46 . }‘u e .q; ’ } e
ﬂ§83: Introduction to Notation for visiting
584& Norwegian Drama Teachers. ‘ :

‘fj*Q‘p

N S . 35
#pJanuary; il

“February, 1984: Thamesdown.Educatiof Authoé@@?.._lntroduc—

4 - tion to the @.C.E. 'OL\quéiviq,géﬁpea%; o

) » . . . 'wn,hﬁﬁﬁmyu B I e :m%@ﬁé,J
September, 1984z Inner ‘Bondon Education Authority, Ldbndon.
, Foue Introduct{gn' to the G.C.E.”'0' Level in

Dance. = . )

3

Y ¥ » y . .
"October, 1984:?&{University of Surrey, Guildford. Notation
. .. " course for teachers involved in teaching

G.CuE.V'O' and 'A' Level Dance.

January,'EQBS: Teachersf Training College, Bergenz Norway.

. January, 1985: Newhan Education Authority, London.
' ' : ¢ Introduction to the G.C.E. 'O’ Level in

e | ‘ .Dance. i
- . v l . , " R . Lo .
' January, 1985: Newham Education Authority, London. .
R 77777 . Intréduction to Labanotation for Primary  ©
*  Teachers.. : . : o
Sy (J‘h

April, 1985: \ Y.W.C.A., London (Norwegian Drama Students) ,
' . Notation as a stimulus for creative activ-

ot ity.
- m' N , o . A . . ‘
July, -1985: Labin Inteinational Summer Sckool, Laban
’ . ‘Centre for Movement and Dance. Teaching
- ' Beginners Notation and Twentieth'Century -
AVARS S » . Dance Histoty. ' : o o

. CONFERENCES A ~
) N Ay ) S y‘ ) .
 pugust, 1983: '®Trnternational Council of Kinetography
. : ’ ) '. “ K Laban ’ ‘ New York !-. U‘o s.o A'c ) ° B
. . W R L oes P -9 . . .
August, 1984: International Movement Notation Congress,
. Tel Aviv, Israel. .

.
P ’ /
A ° - :

3
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#

national Council of Kinetagraphy

Laban, “Brighton, England. Naminated for

Fellowship and for ‘membership of the

Resdarch Panel.

o
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- LUCY VENABLE

ofessdtf The Ohio State University. “
. * L »

IN LABANOTATION | ‘

- Directing D o v
- ,Recqnstructidns gworRS‘directed from dance scores) S

The Ol%o State University, "Soaring", ¥ ey
Stockholm, Sweden, "Day on Earth", 1983 :
. The Ohio State University, "Day on Earth", 1980
.~ University of Maryland, "The Shakers", 1976
' José Limon Dance Company, "Ritmo Jondo", 1976 .
The ohio State University, "Negro Spirituals", 197
The Ohio State University, "passacaglia & Fugue in C
. Minor", ¥973 ‘ : '
The Ohio Stat@ University, "The Shakers", 1973 .
‘The oOhio State, University, "pop. 18", 1971 B
University of Utah, '"Water Study", 1968 N
Foundation for Modern Dance Education, "Partita No. 5",
R 1967, 1968. - o - . :
: Hackensack, N.J., "Water Study", 1966 o
American Dance Theatre Co. & National Education . e
~ Television, "Passacaglia & Fugue in C 'Mgnor", 1965
. New Dance Group, NYC, "The Shakers", 1965 L
High School of Performing Arts, NYC, "The Shakers",

L

1959, 1963. » » ‘
High School of Performing Arts, C, "song of the
West!, 1959 .
Rhode Island College,; "The Shakers/' . > : .
. t i o .y
Directing Consultant . Iy

-~

UniVErﬁipflof‘Wiscons}n (Milwaukee), 'Passacaglia &
‘ Fugue in C Minor", 1970, 1981 o :

University of Ijlinois, "The Shakers"$ 1980.':.\ e,
SUNY at Brockport, "passacaglia & Fugue in C Minor",

1979 n _
Ohio University, "The Shakers", 1977 ot
University of Maryland, "The Shakers", 1976
University of Marylard, "passacaglia & Fugue in C

Minor", 1972 . ' R

. Company Director

Company Director, 1954-57, 1958-60, Merry-Go-Rounders
Dance Company for Children, .
92nd St. YM-YWHA, NYC - ‘ v
1952-53, One of the founder & company
notator S

W,



Reﬁeargg; Director’

nThere is'a Time" by José Limon,

RESEARCH

| S}tandards Committee,

Member of Research Pané

176

taught by Jennifer

Scin;q? to the University Dance Company - 1983.

@

of Kinetography Laban), 1969571

participated in't

\v

. %2" Lo . ) N
.\ rarrytown, N.ng(COnferenpe Chairman), 1983
) Columbus, Ohio (Conference Chairman), 1981

.* chawtilly, France, 1979 "

Eastbourne, England, '1977

. Herisau, Switzerland, 1975

Hilversum, Holland, 1969 o

- Egssen-Werden, Germany# 1965 .

Cone

Researc

Resource person-for: ﬂ\,

»

Nonington, England, 1973
Leeds, England, 1971

Addlestone, England, 1967

. , 1
jved and directed: Labananalysis Research

wifh the Labanotation elements «
/

pance Notation Bureau, develo

1 of ICKL (International Council.

o

, he following-ten day gonferences for
;. the development of the Labanotation‘gyﬁteng ’

L3

. the development of the IBM Selectric Ball

.
Plng

methods of score checking, setting s%andagds_for

scores

* . - . v

Jean Daubenimire's psoject "A Study of the -

Communjcative Interaction of Nurse-Pdtient-
Physician", School of Nursing, OSU (funded),

’ 1971

Archlab Consultants, recreation project. £or the
* handicapped for the Department of Natural
', Resources, State bf Ohic (funded), 1973-74

-~

1] .o “a . . ’ . .

Supérvisor of project by George Karl to make a special

Labanotation program for the Apple 512K, 1984-
-y - ., R .

.

=\

present ) o

g

7

»

LI
e
&

P

rkshop -at The Ohio State University, 1973 'g 42976 7
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EQBLICATIONS

Dance Scores in Labanotation (Dance scores are usually
not published but are available for study and
rental at the Dance Notation Bureau Library, NYC.
Those not marked published are to be found there.)

Revised score of "Soaring" by,Ruth St. Denis & Doris
_ Humphrey, 1985

Revised score o£ ‘mplickers" by Charles Weidman, as
directed :I“Linda Mann Reed, 1982 - in progress

"There is a Timeé" by José Limon as taught by Jennifer
Scanloen, . 1?83 - in ‘progress

"A Gift of Wings" by’ Rosalind Pierson, editor of score,‘

1980 ,

"Holiday in Isr*el" By Fred Berk, published by DNB,
NYC, 1977 . %

Revised 1st Movemént of "vivaldi Concerto" by José
Limon, 1973 y y

\
"Les Noces" by Jerome Robbins, with Muriel Topaz

”With My Red Fires" by Doris Humphrey, with Els
Grelinger, Muriel Togsg, Rena Gluck

"Ikkaku Sennin", a Noh play, with Odette“blum & Ray n
Cook '

‘"Family Scene"'from "Memoir" by Helen iamiris, 1968 A

"Women's Song", by Helen Tamiris, 1968

b}

c}Negro sﬁlrituals“ by Helen Tamiris, 1968 Y

"Brandenburg #4 lst Movement b Humphrey-Currier, L
- assisted by Jennifer Scan on, 1961 = }
o .,4 ,;ﬁ
"Passacaglia and Fu e in c Minor" by Doris Humphrey,cvw"g
1955 - qu R | ‘@éﬂ&*@g?

o N . - w ! "
Booklets : - 'iﬁﬁgg;; Lo S ii
B . EEY A ‘ iJ' Y
Dances from -Israel, co-authored with Fred Berk DNB, )
.. 1963, Rev. 1967 ' t .



e

LT S

io‘golk Dances in Labanotatigg, ‘co-authored with“Fred%' :
Berk Music P ers Holding Corporation, NYC,,=
; © 41959 o “@ﬁ

Articles . \
| "Labanotaticn" Quest, Monograph XXIII, Jan. 1975, };{g@l

' ppe 44—50 '
"Dance Notation" The Artas The Ohio State Universg

. "will Dance Be Literate" Journal of Physical Educ,tiéﬁ
1969 «

and Recrggtion, January,

1938-65, The Art of Remaking a Dance", ’
vol 1, no. 1, Spring,a1969 o I

)

"passacaglia

', » Dance scope,
Rev;eg!?" o ' -
""ékplorations"' Dancing Timesl-London, vol. 59,

¥ NO. 708' 19 v . dor

X r Move by Ann Hutchinson Guést, CORD Dance Research
jo Joyrnal, Fall 1984 o v ,

¥ icshops Abéut Labanotation (Prior to 1968 unlq!;

-9

ey,

. . l., ’
Harvard School'for Cognitive Studies
‘ColqmbiadBarnard . o,

New York University ‘
Wells College ‘ ’
New School for Social Research Ve e ’
- Pratt Institute ; ‘
.Temple University ‘ :
Eastern District Mepting of AAHPERD S
for Phyezcal ’

]

1964 Workshop. of National Association:

. "Education of College Women

Friends of the Librarie; qﬁ osu, 1977
(]

R AAHPERD Pre-Convention shop, Detrolt, 1980

CRAEE T CQ;umb - Branch-of :Ni twohal Eeagqg of American Pen y
e "Women, 1985v*“ ”'M. WA "., Lo :
%&‘ * N A " LI,

SR ourggggpz (fhvited Penel‘ﬁember or- ChairmAn of Panel)

’ Movement Notation ,

: The International congress~o )
B Chairman of panel on

;erael, Augl 12-22,"198
Practicalities of'Notation

’International Laban Centenary Symposium, Goidsmiths
College, London, England, July 23-27, 1979. :
Report on Dance Notatipn Bureau Extension at osu.

¥ o :

CI*'.

. . .
Lo P e s B
4 3 . . o . »»
- Cedlg v Rt
oo A WA S PRI PRI l“l’
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3 I
W) RN

» - | . ’ d \
CORD (Céngress on Research in Darice) ConferenZs, San

o Francisco, 1974. Chairman session on recording
dance P ;
Many Roads: A Wellesley Career Conference, November,
1974 - Kk

. ' The Developmental Conference on Dance, UCLA, Nov. 24 - -
. Dec. 3, 1966. Sponsored by the U.S.{O0ffice of

: Education

PROFESSIONAL ORGANIZATIONS
‘OfficéS‘(last 4 years)

-‘vgcéechairman, Intefnatidé:h Council of Kinetography‘
‘ Laban, 1984-87 = , o :
Chairman, International COuﬁcil{of KinetOgerhy‘Laban;

1980-83 .

Dance Notation Bureau: C
Board Member, 1968-presgent. ”
Co-Chairman, Professional Advisory Committee,

1979-present

‘. \

S Board of Examiners for Professibnal Notators, ~ /-

. 1978-present :
. " publications Committee, 1981-present :
Congress on Research in Dance, Notation Editor for /
"Dance Reseatch Journal", 1974-present ‘ ,
g Lo EEER .

v

URRICULUM DEVELOPMENT L R
J .

CURRICULUM DEVELOREZSS . AR

»  Dance Fundaﬁentaxs (Dance 111.02% s
" Dance 620, 621, 622, 623, 820, 821, 822, 823 - The/
; undérgraduate and graduate Labanotation seqqqﬁces,

dn collaboration with Odette Blum | : s
Directing from Score ' AR A
Elements of Dance (Dance 803 and 804) e/

Alexander Technique:(601.07)-

Advanced Fundamentals (Dance'694p)j L o

4
I L ¢ “ N e gy .
s M g B ERE X . o . +
"s}‘),\', g , -% ‘f‘!‘ . % - LW, r : Y - e .
PR o ARt . s .
S PN T ¥ ) . - .
b ’ . . = . ' - 7 )
- ~
. s i

N . "
- .

'CORD Conference, Tucson; Arizona, 1972.  Notation panel ‘

(O
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10 Principle Units

raghic Stgucture R

1.t Movement'is recorded‘ihrough‘the use of abstract
symbols placed on a vertical staff. '
2. The vertical staff represents the flow of time. \

3. The notation is read and written from the bottom of the

.

o page upwards.
4. The shape and shading of direction symbols describe the |

progression of mQvement three dimensionally.

3

Spatial Indicatiggﬁ

1\ - Direction and level are shown by the shape and shading

1s£\\he symbols

2. ‘All directions are basi?ally related~to the front of |

It

. the mover.

Py

v‘l,

iming and Duration
1. Timing of movement is indicated by the placement of the

symbols ‘on the staff

2. Duration of movement is shown by the proportional
ength .of the symbols. '
3. Symbols written vertically up the staff indicate the

,‘succession of movements.

4.(' Symbols written across the staff indicate Simultaneity |

-

of movements. -



Appeﬁd;x 8
'REQUEST,TO EXTERNAL RESOURCES FOR REACTION AND

RECOMMENDATIONS TO’NOTATION VOCABULARY .

May 2, 1985

L4

Dear : Ce

At present I am studying in the Faculty of QGraduate
studies at the University of Alberta with a view to obtain-
ing my M.A. degree. My programme of studies is within the
' Department of Physical Education and Sport Studies. My
advisor is Dr. Joyce Boorman and ‘my thesis committee is made
up of Dr. Ted wall, Professor and Chairman of the above
department, and Dr. Bob Jackson, Professor Language in the
- Department of Elementary Education. During the course of my .
studies my research focus has been towards the application
and integration of Labanotation in the creative dance
experiences of children. o

As you are a recognized international expert in the
field of Labanotation your advice and input to my research
proposal would be invaluable. My committee has therefore
advised that I contact you to seek input and guidance. This
will be both recognized and inserted at the appropriate
place within the thesis. In addition, if you are able to
contribute in this way we would appreciate receiving a ‘ ,
curriculum vitae from you that specifically addresses your _—
- work in the. field of Labanotation. This too will be placed

in the Appendices of the thesis. - . '

The research project in which I am involved is concern-
ed with identifying features that relate to children's
abilities to understand and apply Labanotation in creative
dance experiences. Inh the course of designing this research
it has been necessary to establish:

i)'& the Lab;notation-test vocabulary (see Appendix I).

ii) the procedures and methods for scoring the test
vocabulary (see Appendix 11). ‘ .

) . -~
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Yéur sbecific input isurquestéd in the following:

“in-youf'opinioh, qppropriate
ars of age who have had

1. 1Is.the test vocabulary,
no Lapanotation x

for children from 9-14 ye
previous-creative dance experience but

_ experience? 4
'12. iis the test vocabulary,.in your bpinion, apprdpriate
" for the time length of the research programme which
consists of- 9 consecutive sessions of 14 hours per.
session over a period of 3 weeks? . ' : ~

»

3. Do. the combined testéfreﬁbgct”a palance of the test
vocabulary or do they ovar-emphasize or de-emphasize

any of the 72 units? .o

Although your reaction is xrequested specificaily to
these three gquestions, other imsights that you may have
which would be of value to the research will be most welcome.

: Thank you for your anticipated codperétion. Hopefully
we will see: more and more research involving the area of

Labanotation which will penefit the field with which we are
: - ‘ |

all concerned. Y,
. N . « v »
Yours sincerely,
Ann‘Kipling-Brown
Graduate Student
AKB/1s3 | . .

Enclosures
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131Principlq Units

A

A

Graphic Structure ' | \K

1. Movement is recorded through the use of abstract
symbols placed on a ver;ical staff. S

. 2. The verticai staff reﬁreéents the flow of time.

3., The notation is written and read from the bottom of the

page upwards. ' o
_ 7N\ :

4. Double horizontal lines mark the beginning and ending
of the action. : : \ .

5. Indications placed before the\déqbie starting line
signify a position; those follawing the double line
signify movement. ' BT

6. A separate staff is given to each individual dancer;
only one staff is needed if a group of dancers are.
moving in unison. N

7. All parts of a score are joined tbgether by a line at

the start and end of gach page.

Sgatial Indications

N

2'. E

Direction and level are shown by thedshépe and shading
of the symbol. !

All directions are basically related to the front of

. the mover.

ﬁimiﬁg and Duration

1.

2.

Timing, the movement of occurrence, is indicated by the
placement of the symbols on the staff.

Duration of movement is shown by the proportional
length of the symbols. 4

Symbols written vertically up the staff indicate the
sequence of movements.

Symbols writteﬁ across the staff indicate simultaneity
of movements.

“_‘.



Appendix 10

SYNOPSIS OF THE TEACHING PROGRAMME

the staff, begin-

ning and ending

of the dance

sequential move-
" ment

Notation Symbols & Dance Method of .
Principles Introduced|Vocabulary - Presentation (
Lesson 1 I =] Introductory Activity]
1. A B ¢ Travelling & stobpinq
k-1 ' | X I ‘
A . * LA Individually:
the symbol different  |i) practical explor-
' ways of , ation of the
running, actions, dance
sﬁipping, vocab.
galloping, etc o
ii) view symbols
2. . éreeping Dancé idea: Creatures
rrl + m + of the Night.
number of actions . '

M-

Individually:

practical
exploration of
'the actions

i)

ii) view symbols

iii) compose a phrase

select the cut-
out symbols
which represent
the composed
phrase

iv)

a partner reads
.and dances the
composed phrase

v)

190



- | A

[}
3. L Dance idea: Sundown
B I ' B l Individuallys
. - i) prac oal
-*y exploration of
o . . V1 the actions
sequential movement i1 ) ymbol
) view s ols
relative timing (11)
compose a
sequence
iv) select the cut-
out symbols
, which represent
— the composed
sequence
) v): dance for a
. o ‘ partner )
4. '7’ I . | pance idea: Get up in
; ( ) the morning .
N ox () ~ 1«
N | Individually:
N X i) practical explor-
. ation of the
actions
v : ii) read a composed
dance phrase '
Lessoﬁ 2 ' |
weseens e T o -
1. . o | Introductory Activity
B l m Individually:
s C 11T, view
Lﬂu”%< ii) practical explor-
ation of the ‘
actions intro-:
; duced-in Lesson 1

4
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" actions

ii) read and dance

\ 192
- '
& t
2. 'f I T 7T Dance idea: Travel- ,
i L “1 Y I T, ng Dance Phrases
) . [ ]
timing in rela- . T ) Ifdividually:
tion to phrases - T T x W ‘
in the music x N i) practical explor-
‘ l. 1 A L + ation of the
r ot
I
X v
kL

the‘scote

Dance idea: Tightryppe .
Individually:

practical
exploration of
the dance idea

1)

ii)

iii)

iv}) compose a
sequence

v) select and order
the cut-out
symbols which
represent the
movements in the
composed
sequence

vi) transfer the

("\ notation to

paper




+
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a. o o Dance idea: A step-
_ ‘ : ping ‘Dance
'l , | |individually:
' 4 S | () ik dance the
simultaneous ‘ ! 1l - sequence com-

. movement \ i~  posed by the
o B ' . teacher '
sequential S .
movement . o ii) read the score

o - ) iii)‘record,any addi-

tional.details
to the sequence

*

iv). compose and

R R - C . , record further
' : ‘ , sections
' ¥y . v) VQanCe‘fbr a
! . ° 5 ' partner
Lesson 3 | L  $ | v ‘ DR
s T4 |
1.« . , | Introductory Activit
i | _— > | Individually:
e T o X ,ti (|)"i) view individual
' - L ' - symbols and ;
-~ ' o . phrases of

. " | ii) practical explor-
E A ation of the
' actions previous-

[
ly learned .
NI AN : < LA\ ‘Exploratiqu A
- -1i) practical explor-
. timing.of v E I - ation of the o
~ simultaneous - theme of opening
actions x - and closing of
B - Ej (U' - fsimgltaneous‘
v ‘ : | o actions =
. e ] {ii) view symbols
— e : ; .
Q v !
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X

; Dance idea: A Direc-
( K tion Dance-
| ) s
{Ek j .,E} Individually:
. N ) i) 'practical
j - . exploration of
: | directions
‘e ii) compose and
: . notate a
| sequence using
paper and pencil|
i iii) dance for a
! partner
4. - Dance idea: Dancing
’TJ together
%E} 'j[ . i)  dance the sec-
‘ tions composed
by the teacher
, | ii) read the score -
{Ek () of these sec-
’ a tions
iii) record the addi-
\ tional details
to these sec-
tions
iv) compose and
record further
sections
5. Exploration of the

theme of travelling
With a partner:

i) practical explor-
* ation of the
pathways -
leading and .
, following
ii) view symbols
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13
»
Lesson 4
’ : ~ m , ;
1. , I . Introductory Activit
~ A~ . ' '
s With a partner:
£ T 1 i) "view_$ymbols »
relative S l boo|id) practical explor-
timing ation of the *
. '~ actions
. : * N “. :
2. Dance idea: The Magic

| Individually:

. exploration of

Carpet

i) practidal
thevactioné_
ii) view symbols:
iii) read and dance:
the score F
iv) dance for a
" partner

Dance idea: A Danger-
eus Journey "

Individually: ¢

i) practical _
exploration of
the actions

ii) - view symbols and
~_ staff indication
for two people

Withea partner:

iii) compose and
" record a dance
using paper and
pencil
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. \ v
. |iv) give a title to
the dance

V) dance for the

. group . .
Lesson 5
L. L ‘ \ Introductory activity
timing of _—_— ‘}2 '[J Individually:
actions : ' ' ' ‘
within a - ‘ i) view symbols
pathway _ ‘ o :
symbol (5 [] ii) practical /
‘ ° exploration of.
: - ' the.actions

With a partﬁe;:

iii) compose and
record a
sequence using
paper and pencil

- . ‘ iv) dance each
. . other's partner
}& : ‘ : sequence '
2. o . Dance idea: Moods
with a partner:

i) practical
exploration of
the movement

~material for a
particular mood

PR ii) compose and re-
. cord a dance on

the blackboard

iii) dance for the
group

S , iv) the group reads
- the viewed dance
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\

\

3.

7

number of

1. — turns

starting
position

N T Y

. LY
Dance idea: Turning.
and Travelling Dance

Individually:

i) dance the com-
posed framework
of thg dance

ii)— record any addi-
..  tional detail

iii)} record the
starting posi-
tion

.5

ships
with a\partner:

i) practical
exploration of
relationships

' ~.

ii) compose and

~  record a
sequence showing
a particular
relationship

iii) select a title

,

Introductory activity

Individually:

i) practical explor-
ation of the
relationships

ii) view symbols

— \

Dance ideaﬁ Relafion-
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Dance idea: The 2
| Detectives

Individually:

i)

with

11i)
. first section

iii)

. tional details

iv)

record the next
section of the
‘dance

read and dance
the dance score
- the first °

section of a
. dance

a partner:
arrange the
w%th a partner
record the addi-

to’the score

compose and °




Appendix 11 U; \

AN EXAMPLE OF THE TESTING INSTRUMENT\\
SENT TO EXTERNAL REFEREES |

Y

1. Recognition Tests

~r

!

Identify the following symbols by writina‘under
each symbol the movement equivalent:

(symbol - written)

RN

Read and dance the £following sequences:

(symbol - action)-

~

watch the teacher dance the following movement ¢

patterns and then record what is happening:

(action - symbol) :
[ T 0o |
T ‘
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2. oOrdering amnd Sequencing Tests

4 'what differences do you see in the following
~ symbols and where does the movement sequence begin
and end?

(symbol - written)

1
T [

|
| | (|)

5 ~'Read and dance the following sequences:

(symbol - action)

— [+ £ —
<
Yoo -oe all: e X T '
N “ : l J
. 1 -l. i T i ‘L s
g _ , 9 'T
I of the . E% E , 6] 4
room ) \ . ‘1_‘_
So—— X - — _ ¥ ’ app—
o T
6 " After listening to the mudic, arrange the follow-

ing movements in a sequence which you like.
Record your pattern. :

(action - symbol)

—c—
o«



3.
7
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Comprehension Tests

i Write a story about’éhe following sequence:
(symbol - written)
e—
' d?q )
. N ’
-

]
ﬂ

D
|
g
L
|

\

BT
= S g : 3

» Read and dance the section of the dance called
"The Sea".. .

(symbol - action)

compose a final section for .the dance called "The

Sea". .Record your dance in the space provided on
the score. ‘

(action - symbol)

-
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L] — .
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—

]
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Appendix 12
THE - SCORERS

JACQUELINE MAISIE WEIR formerly Erskine, nee Marshall

EDUCATION:

Hons. B.A. in P.H.R.E., University of western Ontario,
1953 ~
High School Teaching Certificate at Ontario College of
Education, University of Toronto, Special Summer
Courses 1959 and 1960, Type A summer course, 1962
York University: Elementary Guidance Certificate, 1966
Concordia University, Montreal, Quebec, one courseé at
_ graduate level, P.E. in Europe, Summer, 1977.
M.A. in Physical Education, Léeds University, 1980
(program coordinated by June Layshon).
York University: Part I Special Educatigfi, Summer 1985
" University of Alberta: Doctoral Candidatge '

PROFESSIONAL STANDING: T

Type A Permanent High School Specialist in Physical

_ and Health Education ’ ‘

Type B Permanent High School Assistant Certificate in |
English, History and Geography L

Elementary Guidance Certificate

0.S.S.T.F. Category IV A

St. Johns Ambulance lst Aid current o

National Coaching: Level 1 Gymnastics, Level 2 Basket-
ball v .

PROFESSIONAL ORGANIZATIONS: ) BN
Member of CAHPER
Member of Canadian Society for Psychomotor Learning and
v . Sport Psychology- -
> p.E. Heads Committee for Scarborough Board of Education
Member of OSSTF holding various offices and committees
at local staff level, delegate to Annual Assembly.

TEACHING EXPERIENCE -
1983-1984 Chairman,/Emily carr Public School, Grade 3
- Teacher, Scarborough Board of Education
.1968-1983 Head, Girls' Physical Education and Guidance
' Counsellor at Sir Robert L. Borden Secondary
School, Scarborough Board of Education, S?arbor-
ough, Ontario - o
e )

203



1966-1968

1961-1968

1959-1961

204

Teacher of Girls' Physical Education, Business
Practice and Guidance Counsellor at Midland -
Avenue Collegiate, Scarborough Board of Bducation:
Teacher of Girls' Physical Education, Dahforth
Technical School, Toronto Board of Education,
Toronto, Ontario

Teacher of Girls' Physical Education and English
at St. Mary's District Collegiate, St. Marys,
Oontario, St. Marys Board of Education

EXTRA-CURRICULAR INVOLVEMENT:

M '

Coach of many teams over the years including Basﬁet-

-

ball, Volleyball, Archery, Track and Fleld,
Softball, Gymnastics, Cross Country ‘Skiing,
Folkdance

-

Coordinator of extracurriculakx dance clubs, and

organizer of Outdoor Educ&t&g;aProjects (1969-1982;

choreographer for exhibitions, student performan-
ces, school shows.

SPECIAL ACTIV;TiEs:

outdoor Education: Initiator (1969) for residential

outdoor education programs with Scarborough Board
of Education. 1In Service Training and safety
Committee for Scarborough Board (1970 to 1982) in
Outdoor Education, Session Chairman for.OSSTF
Conference in Outdoor Education 1971. Active
participant in Sir Robert L. Borden Secondary
School Outdoor Education Program (1969-1982) .

,Adyisofy Member of Committee for First Conference at

Seneca_College, Wwillowdale, Ontario, on Opportuni-

.tieés for Women in Sport, 1983.

Research Project funded by Ontario Educational Research

council 1983 on Special P.E. Program for SLD
students

Participant in Outdoor Ed Courses at Glenmore College,

Aviemore, Scotland, 1980, Plas Y Brenen, Wales,
1980 and General Mountaineering Training at
canmore, Alberta, 1983 v

Presenter, Conference on Research in SChoél P.E.,

Jyraskyla, Finland, 1983

Co-author of.articlé in Physical Education Review

PERSONAL INTERESTS: o

(England) 1983 :

A

Member oftgcarborough'Cross Country_Ski Club
various offices in Cottagers' Association of Ontario,

.

Wolf Lake Branch

Pfompter and Organizer of local Craft Show
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Member of Bruce Trail Hiking Assoclation
Member of Alpine Club of Canada.
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CHRISTINA CLARE LITTLE (nee TOZER)

~ Teleghone: 435~6141 (403) j

Birthplace:' London, England, December 22nd, 1918
: I hold British and Canadian citizenship.

Marital“Status: Divorced (2 dependents)

1960 - 1967: Attended High School in England and success-
‘ fully completed ;he seven year acadenmic

programme.

1967 .- 1970: Attended "Worcester College of Education",
' England.. Completed the "teacher - training"
p  programme in Modern Educational dance, dance
composition and notation with movement

studies angfarama.

1970 - 1972: Taught High School in England as a speclalist
' Dance teacher with Subsidiary Drama. Age
! range taught, 11 years - 18 years.
1971: : Became a member of the Laban Art of Movement
4 Guild, having successfully completed the
"standard Examination". ’

1972: Arrived in Ontario, canada as a 1anded
immigrant. Married a Canadian, and settled

in London, Ontario.

*

1972 - 1975: Taught with thé London, Ontario School Board
(2 yrs.) and with York County (1 year) as an
Elementary teacher, grades 5/6. ,

1975:' came out of classroom teaching to raise a
fami ly . v ‘ ] Iy ’

1976 - 1977: I was invited by Tom Hennesey, Physical
. Education Consultant.for the Londpn School ,
. Board, to conduct a series ofs twelve work- |
shops in Dance for elementary school teach- .
_ ers. This was part of a profassional develop-
ment Progfamme, funded by the school board.

Also I had returned to study, part time, at
the University of Western Ontario, to upgrade
my qualifications to B,A. level. ' Courses
completed include dance notation, history of
dance and composition. During these two years
1 instructed recreational Programmes in dance

SN



1978 - 1980:

1980:

1981:
11982:

1983:

April, 1984:

-3

ki

o
! C
S
s
S

" at, Mayfair Park.

207

agleassisted with a major city production of
p#nsel and Gretel". o o

My husband's work took us to England for two
years. My degree studies were interrupted.
During these two years I became interested in
‘Education Philosophies. This led to the
beginningsvof;devéloping.a "personal philoso-
phy" "as applicable to dance and the child.

.My own teaching is deeply rooted in the Laban.

method and I would by no means call myself *
"eclectic". 'However, in order to create and

synthesize one must be cognizant of many
artistic forms. . .

niq' o J;
‘I returned to canada and re-settled in
Edmonton. - ~ R N

Orientation year. ' .

I wbrked with,glasses 1-5’at_Parkallen
SQhool,,"Waldorf Programmé";-teaching dance.

- Staged a Pageant at -the school in June, 82.

”I.alsé worked with a,group Of,teag%ers and
"directed and danced in ncahticle to the Sun",

a celebration of Midsummer, which was staged
-C > 4

1' registered 48 a part time student at;the

 University of Alberta to commence studies on

a B.Ed. degree.

"1 was issued a !'Letter of Authority" which

gave me certification gq substitute. teach for
the Edmonton Public School Board during thif
year. R . '

In order to hagten cdmpletion ofimy'degree, I

| gggg?gfa'full time student at the University

Iberta. : :

"On the basis of my previqus academic studies

I was granted two full years advance stand-
ing. o ‘ ‘ ' ‘ L
As I was unable to sPécialize in dance I ‘
opted for drama, following a seconggry route.
All studies will be complete by the end’of
Spring Session, 1985. ™ _ ' : i

N . : .- 7 ’&

] . . . ‘

4
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EXAMPLE OF 9 SUBTESTS

—
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’ CA e e - el e

-

o N

t . - T - "
1. ldentify the following symbols by,yrittng under’ each_set of symbols the words

which describe what is happening.

\

- 11 <

a e b 3 : d e
. ) -~- time ram out
. ! --- finished

7. Read and dance the' followingasymbols.

You can dance them in any order.

-~- time ran cut

—-- finished

l

3. Watch the teacher dance the actions and then write down in symbols everything

you see in the actions.

Write down the atérting position also.

. -
i —_— —_——

a b 2 d - e

e RO --- time ‘ran out

--= finished




4, Describe what 15 happening in the following sequence. How long do the actions take.

' foReY
. . vy
© === time ran out

-~~~ finished

SO
’
. s
[
- ¥
m
'
--- time ran out
=== finished
3 : .

=,
6. Uutc'h' the ceacher dance cthe sequence and then write the sequence in symbols. é@f

~

~ ., === time ran out

r ) 89 --- finished

ED Y

)



LS

7. This is.a éUQucncc from a dance about a journey in a magic garden. .

w;t:.’. story about what is happening.
Do .

. -

o

t

~--- time ran out
-
-== finished

3

x —~ — .
T - = Z (:;? ,
. -~- time ran out
\ -~~~ finished

9. Compose and notate an ending for the dance nboul your journey in the migic garden.

~=-- time ran out
=== :finished

211
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) [/” '13 Principle Unhﬁii . )

”

1.

& e

‘Graphic Structure

Mobement is recorded through the use of abstract
symbols placed on'a vertical staff.

The: vertical staff represents the floy of time.

The notation is wrictehjand read from the bottom of the

page upwards.

- Double horizontal lines mark the beginnihg and ending

of the action.

In&iCationstplacgd beforé the double starting line .
signify a position; those foll%wing the double 1line
signify mavement. ‘

A separate staff’ is given to each individual dancer;
only one staff is needed if a group of dancers are
moving in unison. ' :

All parts of a scére age*joiped-together by a line at
the start and end of each page. : . '

Spatial Indications

1.

2.

Direction and level are shown by the shape and shading

. of ‘the symbol. ) . ,

All directions are basically related to the front of
the mover. ' .

Timing and Duration

"2,
3.

4.

Timing, the movement of occurrence, is indicated by the
placement -of the symbols on the staff. ’

Duration of movement is shown by the proportional
length of the symbols.

;Wstbols written vertically up the staff indicate the
« sequence of movements.

Ssymbols written across the staff indicate simultaneity _
of movements. : @
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Principle Units

Graphic Structure
1. The notation is written and read from the bottom of the
page upwards. .

2. Double horizontal lines mark the beginﬁing and ending of
the action.

-

Spatial. Indications
i

1. Direction and level are shown by the shape and shadiflg
of the symbol.

2. All directions are basically related'go the front of the
mover. , .

Timing and puration

1. Timing, the movement of occurrence, is 1ndicated by the
placement of the symbols on 'the staff.

2. ‘Duration of movement is shown 5yﬂthe proportional length
of the symbols. ‘ -

3. Symhols written vertically up the staff incioate the
sequence of movements. . .

»

4. Symbols written across the staff indlcate sxmultaneity
- of movements.

Pt



