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CH APTER I 

IN TRODUCTION 

Art migl1t be de s cribe d a s the aesthe t:i c procuct of 

the creat i ve minds of p e r sons who possess exceptiona l 

artis tic skil l. Mu c h of th e a ~sthet i c product of arti-tic 

mus ters h as b e en p r ese rved f or prt? s~ n t a d f utur e 

gene ration s be cause o f the n<1ture of the cornpo e nt s of t11e 

product : word s , p ai n t , me taL musica l r~ot es , <::nd o t her 

s imilar med i a . The g e nius that is 1'1ozart , h e co l or and 

the graceful form that is Re noir , .:1 n o th e mastery of the 

l ang uag e tha t i s Sh a kespea r e ca a ll be e njoy ed toci.e1y 

thoug h cre a t ed long age . 

But what of the danc e ? HoH can on2 captur(~ a rr1o;r.en t 

of moverne nt in time and spac e ? Many g r eat choreog r ap1nc 

works by highly r ega r ded art 1sts have b een l o s t due to the 

l ack of an adequate me ans with wh i ch to r serve th em . 

valid and flexibl e s y stem of notation has long bee n 

? r . 

1 
n eeded . In tl1 e pa s t fifty y 2 r s sev e r al excell en t sy"stems 

of notation h ave b een de veloped . These not onl y meet 

1 
Samuel Thornt on , _1_aba n :_s Th eo ry of 1-loveTne r:t : ;\ ~:; 2 ,; 

.E§.r~_Qe <;:t:i.:yc (Boston : Plays Inc . , Publishers, 197 1 ), 

.PP .. 5 9- (i 7 . 

l 
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the stan dards and qualifications necessary to p rese rve 

a work b ut a l so record the act i ons and dynamic inte ntions 

of the chor e ographe r . One s u ch system is Labanota t ion 

which is named f or it s i n ventor. Rudolf Laban .l 

Al thoug h Labanotation h as been in u se for more than 

for ty y ea r s , only rece ntly ha s the dance direc t or 

recogn ized the potential for thi s ~y t 2 m. The p.::- sent 

choreograp11er proposed to uti 1 ize thi s potenti a l by 

choreographing a d a nce which explor d t 11e Lc:1ban Effm L 

Factors and by notating the work . 3 

Th e t e rm "effort," Kith specific meanj n q to 

movement , a l so i s attr ibuted to Rudolf Laba n . l t def1ncs 

movement dynamics by ana l yzing t11C body ' s att it ude to ,·a -d 

it s use of energy . This use of e n e r gy includes fou r 

var i ab l e factor s that can be d ef ined in t erms of weight, 

time s, space, and flow. Wi thin e·ch of thes e four facto r s 

are two opposite e leme nt s . 4 These are d etermined by how 

1 
I bid. , p. 60 . 

2Ray Cook , The Dance Director 
Nota tion Pr ess , 1 977 ), p . v . 

(N e w York : Dance 

3cec ily Del l, A PrimerJor ~l9_Y'_~l~ent De.scri ticn 
(New York : Dance Notatjon Press, 1 97 7), pp . l - 4 . 

tj ~ ~ -r= - \-I<uc,ol .. La,)a n, T1J.~ _ __!j2st.er.Y._0:..:.t k19:~~?i"'~~:t , ~C\:j sed lY: 
Lis a Ul lman (Boston: P.l a ys lnc . , J 9'7 l) , pp . ".'4-7~ . 
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the b o dy a pplies e n e r gy to movement . We i ght , for exa~pl , 

wi ll b e eith er s trong or l ight; space , direct or i ndirect ; 

flow , bound or free ; time , sudden or. susluine d . 

Manipulation of b od ily actions affects the f low of 

motio JJ a nd tr.u.s designs space wit.h J .i.ne, e n ergy. and 

vary j_n~J rhythms . Altho u gh mor cmcnt possibiJi i es ar c 

endless. t 1le chorcogr aph "' r c an foc u s on u.nJ hi.gl1li ght 

speci fic qu a l ities . Attention cu.n b e CJivc n to 2 lJ tr1~ 

effort s at one tj~c or narrowed to one or two ut any 

particul ar moffienL. Thi s approa 11 l:.o chorcc~rrnph · \,·os 

extremely appeal. !"l•J to the j n e:o tigator a::: a mc<:tn~ of 

growing art i stically b e yond t he mere se t ti n g of s t eps 

a nd ser.v d as a bQs of d e partur e for the Htu d y . 

Sta t .e me nt o th P- Puc-'""'ose 

Th e purpo se of this s t udy \·:as to chore o g r <:tp h a dance 

work based on the qualities of t he four Laban effort 

factors and provide a Labanota ti on scotc of e x cerpts fr om 

the choreographic work . 

.§.~~.t emer..-t of tr1 e _pro!:-l Q_:_:_: 

Ths :::pe~ifi. c p r obl em o f this sL.udy \;u. s to utilize 
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score of Laban n o t a t ed excerpts o n a n intermediate 

reading l evel. Thi s involved the following s ub-probl ems . 

It wa s n e cessary t o compl e t e these s t eps : 

1. De rive sever a l specific qua litie ~ of opposit i on 
from the efforts . 

2. Use these q ualitie s as a basis for creating an 
i ntegrated design of bot1l mu i c and c 11oreography . 

3 . Cultivate a chorcoqraphic a w rc 
oppos it e q u a lities inherent i n 
factor s c o n sist of : 

a . Flo w- free or b ound 

b. We i g h t-- liqht or stron g 

ess 11u.t the 
he four effort 

c . 

d . 

Time - -quick or sus~ained 

Space--dirccl or ind i rcc~ . 1 

4. Bl e nd t .h c-'se opposite qualiti - s i nto a final 
r e!:;ol u t i.on . 

5 . Ana l ysis the movements o f th e dancers to prepare 
the notated excerpt s . 

6 . Submi t the nota ted excerpt s to t ht.? Dance 
Notat ion Bureau for a me chanical check . 

_Limitation§. 

Thi s study was U .mited in the follO\hng ways : 

1 . The c larity cf the Laban efforts was limited to 
the dance r s ' phys i cal in t e rpretations . 

2. T1le aJ.::-r angements of the t!lel'les v.-ithin the n:u sica l 
s core did, i n part , s uggest appropria t e move:::snts 
the r.·:e s . 

·-- - ------------
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3. The cho r e ogra phi c p r ocess ~as l i mi ted to 
two months , by t he sch0d~l0d pe r formance 
date s on the unive r s i ty calendar . 

De l i mi tation s 

Thi s s tudy wa s de l imite d in the fo llowinc ways : 

l. In order to s i mpli fy the choreographic and 
s c o r i n g processes t he s tudy wa s deli~ite to 
a duet , a dan ce fo r t wo . 

2 . Th e p iano score was delimited o approximately 
1 0 P1i. nute .s . 

3 . Th e choreoyrapher was certified in the 
e l ementary and intermedi a t e levels of 
Labanote1 U_on. 

4 . The Labanotation excerpts wor written ilt the 
i nter 8ediatc l eve l . 

5 . The r ehearsaJ~ we re r estricted to two ses ion s 
a week , for t\vO hou s ut a time , with 
a dd i t i ona l rehea r sa l s s chedu led ~s eccss ry . 

6 . Th e r ehearsa l p e riod encompas sed t he first 
week o f Oc t obe r 1 979 through performance 
dates , J anuary 1 8th and 19th of 1 980 . 

Th e followin g t erms are defined a s uti l ized in the 

stud y : 

Th e written r e cord ing of t he score . 

A parti c u l ar a r ea o f the body where the body ~ass 

The spEcific point of the body ~hich 
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transfers the body we ight from one p o int in space to 

ano t h er . 1 

Effort : -----

The n ame Laban gav e to the inner function ~~1ich 

2 originates movement . It i s the " . .. inn e r i mpuL~e v.:h i ch 

3 
give s ri se to movement, " or "how t he body concentrates 

its e xcrtion . " 4 "The mechanics of motion with in livi n g 

movement in Hhich purposeful control of the phy ·.ical 

5 
h appenings i s a t \YOrk . " Effort i s composed o - four 

mot ion fac t ors : FloH, \vei g ht , Tj_mc , and Space:. 

The inhe r en t and essenti· 1 charoctcri s tic or 

dist inctive pro p e rty of a movement ; it s distinguishing 

6 
f l c.vor or color . 

1 
Rudo l f Laban , Modern Educa ti o n a l Dar.~~ ( ondon : 

MacDona l d and Evan s Ltd., 1 975 ) , p . 1 21 . 
2 
Laban, The Ma s t e ry of Movement , p . 24 . 

3 
Thornton , Laban ' s T11eorv of 1'1ovemen t, p . 3 4 . 

4 
Dell , EL__Primer for rJover.1e r.t Description, p . l.l . 

5 
Laban, Tl1 e t•1astcry Qi._!·~_g_ve:ncnt_L p . 24 . 

6 
Ai l ecne Lock11art and Estr.er E . Pease, t! ode"--~-Q 

J?.2n~g_f_ 5th edition . (Dubuqu·~, Ic;·,~-a: vim. C . l3.:::·ov. r; Co ., 
Publi s h e rs , 1 977), p . 20 6 . 
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F low : 

The motion o f the body and i t s p arts throug1 space 

inf l u e n c e d a nd "contr olled by nerve- c e ntre r eacting to 

externa l a n d inte rnu l st i muli . "l These stimu l i mod ify 

the f l ow by cau s i ng changes in the amoui t of r es i stance 

prod u cing e ither f r ee o r bou nd movements . TrH~ body i s 

ready t o " g o" in e ither continuous motion or with a 

f f h d . . 2 
· ee ling o esi t at i on an 1nte rrupt1on . 

Free fl ow: 

"An acti o n in w1liC1l it i difficuJt to stop t11e 

3 
movemen t sudden ly . " 

Bound f l o1v: 

"An a c t .ion capable of bei n g stopped und held without 

4 
d i ff iculty a t an y morr.e nt . " 

l Laban, The Mas t ery of 1ovement, p . 22 . 

2 Va l e r i e Preston , F . L . G . , f-._ Handbook for tlodern 
Educationa l Da nce (London : MacDona l ci and Evans Ltci . , 
1 96 3 ) 1 P • 22 . 

3 Laban, Modern Educational Dance , p . 56 . 

4 
' I b i d . 
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We ight a nd time : 

Qua lita tive a s pect s that deal with i mmeasura b l e 

atti t u d es a s opposed to the quanti t at ive aspe ct s that a re 

measured i n grams o r second s . Th e movements which r es u lt 

fr om s uch attitu des a r e the outward expr ssion of a n inner 

d . 1 
r lve . 

The _we_j.g_b_t___fac;:to.r. u sed in th is s tudy ma y be af f ctc:d 

in two way s and the r e ult i n g qualitie s c n be e ither 

s tron g or light . 

!-,. f i.rm movem_nt with resistc.lncc· forc~ !u l ; 

"produces an ene r g e t ic state" o muscu l ar p o wer withi n the 

2 
bod y . 

Light : 

A f i n e mov ement , a d e licate tou h ; using only s l ight 

3 
t e nsion; a buoyant, airy fee l ing in the body . 

Th e time factor u sed in this study may be affec t ed 

in two wa y s and the r esul ting qualities can be either 

s u dden o r sustaine d . 

1 Pr eston , A Handbook fo r Moder n Educa tional 
Dance, p . 9. 

2 
Ibid. 

3 
Ibid. 
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Sudden : 

A quick movement; "immediate di scharge of e n ergy," 

s harp , excited , . 1 ln stantaneous . 

Sustained : 

A slow, smooth movement, one tha t is prolonged; ~ 

fee ling that" ... the whol e being indulqes in time . "2 

The area in whi c h dancer s e xist and concentrate 

3 
t h e ir foc u s . The spat i al focu s will pr. d uce movement 

that is e ither dire c t or j ndirect . 

A movement having a s ingle focu s or direction of 

4 
attention . 

A mov ement with a "constantly fl xible" focu ; 

"movemen~:: in which spatial at t e ntion cor:s i ts of over-

. 5 
l apping shifts in the body a mong a nurnbe1· of focl . " 

' l -Preston, A Handbbok for Mode rn Educationa l 
Dance, p . 1 0. 

2 
Ibid. 

3 
Dell, A Primer for Nov crren t _Desc r iotioD. p . 11 . 

4 
Ibid . , pp. 28-2 9 . 

5 
Ibid . 
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Ge nera l Na ture of the Study 

The chore o g raphe r u sed t h e effort factor s to explore 

mov e ment s which r esult f r om varying uses of energy . 'J'he 

da ncer ' s characters a n d their a t titudes toward mov i nu ~ere 

expressed throug h the va rying e nergi es and the r esultant 

opportunity to initiate movem nt and dictate body shape . 

The c horeograph ic work was a d uet and the two characters 

are ide nt ified in these pages as Dancer J and Dancer ' j . 

The dan c ers expressed contrastin movcm_n j_d c- s 

r egarding the use of e n ergy and explor2tio of r.to v enclt 

possibili_t i e s . Dancer J' "" movcmer: ts reflected a bound 

flow , a s t rong weight qual ity, sustained liming, and 

direct approach to the s pace . I-l r opening stat ei<cC l~t 21 d 

g e ner a l characte r we r e in direc t contrast to Dane r i'i . 

Dancer M di spl ayed a free f low, a li ght weight quality, 

quick timing , a nd an ind irect approach t o the space . 

Th e duet began wi th a sing l e dancer , J , movi ng alone 

on s t age in a s l ow and sus ta i nc~ manner . Dancer ~ entered 

and d e parted wi th quick. f l icking, dar t ing, and s p oradic 

move me nt , inte r rupting J ' s concentration . T1le two dancers 

conf ron t e d each othe r p~esenting and exchanging their 

move me nt i deas . Reflecting u pon their ~ew exper1 ences , 

the work e nd s with bot h d~ncers having incorpor a ted and 

i ntegrated an expanded r angr,; of movcmsll 'c q'l.oli tie s .t..': to 
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their respective r epetoires . 

An o rigina l piano score wa s u sed ; it was composed 

by Dale E . Ramsey , Associated Mi ni s t e r, National Avenue 

Christian Church , Springfield , Mis ouri . The eleven 

minut e musica l score wa s performed liv by arah Davis , 

acc ompani s t- composer at the Te xas Woman's University Dance 

Departme nt . 

A video tape of tl e work is available at the Texas 

Woman ' s Univers ity Library. In addition, Chapter v 

cons i s t s of a partial Labanota tion ccor of the work 

conta ining the opening thematic statements of both dc.nc -r s . 

The notated excerpts are intended to co 1plcme nt th e vj_deo , 

adding a not a t ed de c rjpt ion of the most important 

movemen t s and qu a li ties performe d by each danc~ r . 

Outline of the Remainino Content of the Thesis 

The r emaining sections of the thesis i nclude the 

following chapt ers : Related Works and Literatur e ; 

Pr ocedures ; Descr iption of the Perfor mance; Th e Score 

Excerpt.s ; Evaluation and Critical Ana lysis ; and Su mm ry, 

Findings , Concl u sion , and Recommenda tions for Further 

Study . A Bibliography and Appendices f ollow these six 

chupters . Included in the App endice s are : (l) Musica l 

Score; (2 ' E'va luation Form ; · I ( 3 ) Program and Flyer; 

( 4 ) Press Release; (5 ) Pub licity .l..rbcl es ; 
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(6 ) Photograph s ; {7) Costume Rendering ; 

(8 ) Correspondence ; and (9) Light Plot . 



CHAPTER IJ 

RELATED WORKS AND LITERATURE 

To effe ctively u se Laban ' s p rinc ipl es of moventcn 

as a choreograph i c tool, the c hor0ographcr s urv ycd the 

1 ite r at ure d ea ling wi tl1 Rudolf Laban's theo r i cs of 

movement a nd sys t ems of movement o na lysi~" . I n c1ddi l ion, 

t.hP c l1oreographer found it h e lpfu l to CX<J!nj_ n c th r: 

The information surveyed covcr~d the follow ing f vc ~ r~bs : 

(1) LaL·~an ' s concept of "eFfort" ; (:?) \li ..: r'' ~•"J' ~; Ctpproach to 

ch0rcoC]::-uphy ; (3) Tl1e Labanoto.tion SystcP<; (4) ['I.::Jnc ;> 

theses tha t have employ d Lubanotation . 2 

Effo . t 

Human movement ar1d the energ·y er:;pJoyed t o achi e ve 

that movc1~~;::mt vrere t wo aspe cts of m:m ' s l ife tl1at had 

0uc.l if i _s::.£.=. 
t icm.s for ;:! Sco r.· e S u bmi ttccl._for 8C1_D_~-~---=\QtS!_t__:i.o_n Bun~au 
~~t~t:i-. t~~~~-~ t ~_QD·----(~e \:::-York~- --·· Dan c e Not3 tio iJ r ea u Pre~ s, 

1976) 

2 .; -~ ...... . , ., L.J_,,_l ._eo t.o t11eses 
L··nd e.::- tr"Je Si.i}X:rv;_,, i_on of 
ext e nsion of ~ ice. 

done at Ohjo Ctate c,ive r s ity 
t ·he l)?~(~.cc~ ~otclt~ io ~ -: t3u.cec.tu 
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always intere s t ed Laban . 

1 4 

"His desire to understand 

phys ica l and mental effort l ed him on a lon g cours e of 

2 
study , experiment and r esearch . " Laban ' s s tudies in the 

fie ld of human moveme nt invo lved two dif fere nt a ·pc .ts of 

human motion, those connected Wlth ind u s try and those 

characteris tic of artistic f i e l ds . 3 In both ar c::as , 

st rove to simpli fy man ' s li fe by t eaching him Lo ~ov e 

more eff ici e ntly . Lu ba n approached t h e ctudy of human 

movement in a sc i enti f ic fa hion, i dentifying a n d 

class i f ing t .h e mental and phy sica l aspects tha goverr. 

motion . 

During World Wa r II Laban t ur ne t indu ·try 
and es t ab l ished the Laban-La~rence Indu s trial 
Rhythm, which compri sed ne w approache s to 
s e l ection, tra ining , p l acin _,, inve~tiqctjon of 
working proces ses and a-sess in g job apacitics 
based on hi s r esearches into the nat 1ral 
rhythm of ma n ' s movement . ~ 

From these investigations, Laban and hi s coll eague , F . C . 

Lawrence, co-authored the book, Effort : ·conomy in Body 

MO'{_SJ:l.l§nt, 5 \vhich d e al s with changes that occur in movement 

1 
Rudolf Laban and F . c . Lawr en c e , Effor t : Economv 

P l ays , I nc . , Pu blishe rs , 1 9 74) in .~od_y_J:1gye1ner.t 
p. xiii . 

5 
Ibid. 

(Bo s ton : 

3 Ibid. I p . l. 4 rbid ., p . x iii . 



1 5 

1 . t. 1 qua 1 -1es, the fac t or s which initiate these changes , and 

the prin cipl es that govern a ll huma n movement . 

Reading Effort provid ed th e chor e ographe r with a 

better understanding of the under l ying str uctur e Laba n and 

Lawrence found to be present in a l l human mot.i on . I n 

chapte r t wo, Laban and Lawren ce di sc u s cd the prob l em o f 

economiz ing th e effort n eeded for pr: od u ci ng motion . The 

fir s t step , they explained , is to analyz a nd t ai l or th e 

effort to the task so that the c o rr ect amount of c ncrry i s 

exerted . They theoriz ed that once o n ga_ins co1 rol of 

the e ffort involved , the n the moveme nt wi ll be come 

efficient . They furth e r exp l a ine d hQt gainin . control 

of one ' s effort a l so involves the us e of the c r c t 

proport i on s of the four 11 f act.ors of mo U o 1," cj_CJh , 

space , time , and f l ow . 2 In chapter thr ee, Lab2 and 

Lawrence deve loped t he idea that sk ill comes fro m 

repPatin g an effort until the appro riatc a mou .t of energy 

i s ce t e r mined, or what they termed 11 
••• gradual r ef i nemen t 

of the feel of th e movement. 11 has take n plac e .3 They 

1c eci l y De ll, A Prime r fo r Movenent Descr1ption 
(New York: Dance Notation Bureau Press , 1977) , p . 6 . 

2 
Ibid. 12. I p . 

3 
Ibid .. 1 4 . I p . 
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expl a ine d t h a t a s a mental under stand i ng i s r eached and 

phys i c a l control i s mas t e r ed , t h e mover s tart s adding 

shad i n gs or c on t r as t ing e l eme nts to the motion factors 

to pro v i de v a riety , a l te rnat i vity , exe rtion, and e l case 

to the b ody parts invol ved . 

Samue l Th o rnton ' s book, Laban's Th eory of l\iovemen t : 

A New Perspe ctive , 1 is i nt ended to clari f y and s yn 11c'· i ze 

the many work s which h a ve b een written on Laba n' R 

p r incipl es . As Thorn t on interpreteci. the!ll , L a l.J<.i. il' 

movement pri.i1ciple s serve the move r in "l. \vO ways : ( 1) by 

h e lping on e to under s t and the physi c a l c apub il.i_t i e c; or the 

human body ; a n d (2 ) by giving each ind iv i ua l ~ dis l inctivc 

qua lity t 11at is h is own unique tradema rk . 2 

Thornton ' s explanation of La ban ' s ·cientific 

a nalys i s o f the mot i on factor s h e lpe d the chore o g r a he r 

i nterpr et t he c ontrast i ng e lement prese nt within each of 

t h e four mot i on fac t ors . In Thornton ' s vi e w, Laban 

c ons i dered effort to be not only the a moun t of e n e r gy 

d i spl ayed b y a mov i n g body but also the mann e r in which 

t h a t e n e r gy i.s u sed . The mover's use of energy i s 

1 s a mu e l Thornton, Laban's Th2o~f f'v:ov e 1ent : A 
l}_eV{_____E~r8pect_i ve (Boston : Plays , Inc . , Publishers , 19 '17 ) 

2,. b . '"' 
...L ..J J. '-"" ~ I p • 38-39 . 
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dete rmined by how one utilizes the mot ion factor s of 

We ight, Space , Time , and Flow . 1 

It i s the way in which We ight, Spac , Ti me and 
Flow are u sed which gives each effort i ts 2 
distinctive power , shape , dur a tion and rhythm. 

Each of these effort fac t or s und e r g oes c hanges r an~1ing 

b e tween two opposit e e xtr emes , dete rmined by the amount of 

effort exerted . All of these effort qua lit ie r c flc t a 

3 person's behavior and movemen t pref r e n ee . 

Th e choreographer f ound Cec ily De ll' s book , ~}..:J..!.!..O _ 

f . . 4 l l _Q~~)v ement ~Qsc~t1on an cxce .ent sou r ce cca u ~e it 

d ef ine s the effor t factors a nd thei r opposing qualities in 

terms applicabl e to danc e . Each effort factor i ana lyz 2d , 

di s cuss e d , and related to the body 'c rca tio. to th ~ 

energy exerted. Dell exp l a in s that the body int e rpret s 

the f low factor in eithe r a free or a bound ma nn r ; the 

time factor in either a quick or sustained man e r; the 

v;eight factor in a manner that i s either s t ron g or li ght ; 

and approaches the space factor in eithe r a dire ct o r an 

i ndirect fashion . 

The choreographer us ed the in formation she compiled 

on "effort" to form a basis for choreog r aphing with the 

1 .. d Itn . , p . 4 2 . 2 b. -I 1d. 
') 

_., Ibid . , p . 1 2 . 

4ceciJ.y Dell, A Prjmer for J"lQ.~~-'-~~nL Descr:L2_tion ( \ !eH 
York: Dance r:-: o tatio-;-Bur-:-~~-~-·Pr ess , 1 977 ) . -
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four effort factors as motivation for movemen t. The 

opposing qualiti es inherent wi t hin th four factors 

provided contrast ing elements that we r e crea tive ly 

explored within t h e choreographic work . 

Wiqman ' s ApprQach to Ch oreoqr'l2_hv 

Whe n s urveying the literature r eg rding cho r eograpl1ic 

procedures , the chore ograpl1cr Has extremely irnpr ss -'d \vi th 

tt1e ph ilosophy of Mary Wi grna n, a pionee r of the Gc..c k n 

express ioni s tic s tyl e of modern d a nce . \'V.i grr:· n , :.tudcn l 

of Laban , whose tl1eori es on d ance a n d rnov en.cn t hi:;-v·._. ::1;-::d e 

d eep impressions o~ the Arneric n mod - rn danc e mov ement , 

based h e r body techniqu e on Laban's sys t em of 

The choreographe r wa s abl e to fur th r syn thcsiz~ Laba ' s 

move ment principles and how they apply to dance by 

studying Wi gman ' s approach to choreography . 

Co~nenting on her choreog raphic proces in a n 

artic l e fir st appearing in Hod e rn r u s ic , Ja r.uary - February, 

1 946, entitl ed "Composition in Pure Mover.1en t, " HigE:an 

talks about each dance as being " ... uniqu~ a nd free , a 

1 Mary Wigman , "Compos it ion in Pur e l'lo v er.1e. t , " 
.!::fgdern Music , January-February 1 946 , quoted i n G ise lin 
Brev1st0T-~ ·-ed . , The Crea tive P.r.gcess. (Ne-..; Yc r:" : The L\' e w 
American LibrarY,- Inc-.-,-Ivlentor Books, 1 952) , p . 79 . 
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sepcira t e organi s m whos e form i s s e l f-det e r mi n e d . " ! She 

felt that it was e ssent i al t h a t each n ew work h ave i ts own 

unique d e ve lop i ng process tha t f r ees the d a n ce f r om a 

d d h . 2 epen e n c y o n t e mu s 1c . Expoun d i n g on thi s theory s h e 

stated : 

The paral l e l d e v e l o pmen t of the d ance with the 
a lre ady comple t ed worked o u t mus i cal i d ea is 
what I fi n d in mo t in s t a nc s o be fu n ctionally 
wr ong . 

Each dan c e demands o rgan i c a u tonom_, . So I h a ve 
come gradua l ly o f ee l my way t oward a new 
r e i n t egr a tion of mu s i c wi th th dance . I do 
not c r eat e a d ance a n d the orde rnusic "'-Tittcn 
f o r i t . As s oon as I c o nce i v r2 <1 t11CJ1 tC, an 
before i t i s c omplete l y define d , c a ll in rr.y 
mu s i ca l a ss i stants . 3 

She f urthe r e xp l a i ned h o w, th roug h impr ovi ation , h e a nd 

the mu s i c i ans b egan t o expand o n t h e ide~ until they fe lt 

t h a t t l1e wor k h a d achi eve d a n "indis s o l uble unity," a co­

o p e rative in t e gration o f t h e mu s ic with the dance . 4 The 

c oncept of d e v e l op i n g t he mu s i c and t h e dance from a col-

l aborati o n of c h ore o g r a pher an d compos er, paralle l s the 

app roach which was taken i n t hi s s tud y . An o vera ll t heme 

for the wo r k was join tly d e t e r mined by the choreogr aphe r 

a n d the composer, l aying the fo undati o n for t he unif i e d 

work tha t was p r oduce d t hrough a co-ope r at ive arti t ic 

- - - ··-- ·- -- - -

1 b. " 78 I .lO . , p. . . 

4 .. ): . . , l .n o . 

2 . d. '7 0 Ib l . , p . ./ . 3Tb'd - l . 
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effort . 

Wigman' s ideas on stru ctu ri ng a g roup piece fol l ow 

the same guide l i n es . Toge the r , the choreographer , 

music ians , a n d dance rs search for a "commo n d nomin a t o r" 

that will be a basis on which to bui l d . 1 Afte the ma in 

idea i s p r esented e ach dan cer i mprovi ces un il an und e r-

2 
stand ing is r each e d t hrough movemen t . 

" . .. the e l emE: n t s wh i ch g i ve th o dan ce it s lif e . .. Timc , 

3 Strength , and Space . " The book i s an a utobiography abo ut 

her l i f e ' s work in the f i e l d o f dance . The book e l ates 

h e r personal feeling toward s the ma y wor ks she created . 

Each dance i s ca r efully interpreted , vi s ually d cribed , 

and presented a s an open ac c ount of the crea tiv process 

that is involved i n successfully producing a work of a rt . 

The mo t ivationa l fo r ce be hind each work is al s o related 

t o the r eader and , i n some cases , consists o f nothing more 

t han a pi ece of cloth . The choreog r a phe r felt the mos t 

i mportant advice Wigman gave ~a s to l e t th e art spea k for 

i t se l f, al J o wi ng the mov ement to be true to t he idea b e ing 

p resen ·t ed. 

1 
Ibi d . 2 Ib . , l O . 

\1::n: y vh gman , Tl!_g_ _L aDC} l!o9_:"= of__lJi:',...,C:§. (!,1j cd l etmm , 
Connec~icut : We sleya n Univ etsity Press . l S6G ) . 
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The chore ographe r was i nspired by Wi gman ' s writings 

t o c reate a d a nce work tha t was not based on a story nor 

c reated to t ell a story . Rather, the choreographe r 

p referred to l e t the moveme nt s speak for the ms lves and 

the danc e dev e lop from the i dea of cre ating line and fo rm 

fr om var i e d uses of e ne r gy . As Wigman had indicated , the 

choreographer chose to u se i mprovisation a a choreographic 

too l, a llowing the dancers to become familia ~ with the 

choreographic idea through movement before th ! dane was 

structur~d . 

Th e Labanota tion System 

In 1 928 , Laban publ.ished a y stcJO of movement 

notation cal l ed 11 Ki netog rap11y . 11 J T11e system Has 

synthe s i s o f variou s o t her systems and r quired sev _ra l 

r evision s before achi e ving continuity and accurate timing 

of act i ons . 2 In the Unit ed State s , the system i s known 

as La banotation . It has r ece i ved" .. . world-wide 

recognition and i s now pract ised in connection Hith a 

v a ri e ty of human activiti es by scientists and artists 

l Laba n, p . xiii . 

2Terese Elaj_ne Sekora, "Dance Notat ion : A Hi s tory 
of the Dance Notat i on Bureau : 1940-1 952 . " U-LA . thesjs , 
Texas Wcman ' s University , 1 979 ), p . 31 . 
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al .Lke ."l 

Labanotation is written on v e rtica l s taves and 

uses the r e ctang l e as the basic symbol of motion . A 

sununary of how the system work s is presented in S kora ' s 

thes is : 

Labanotation . .. i s r ead from the bottom u p . 
The staff i s divided into co l umns wl j_ ch 
represent v a riou s parts of th body . The 
c e nte r l ine repre ·ents the vert ica l axis 
of the body . The right s ide of the body 
i s indicated by place ment of s y mbo l s to 
the ri g ht of the center line while t he 
l eft side of the body i s indicate by 
s ymbol s place d on the l eft of the cen t e r 
1 ine .2 

Th e s ystem has many practical a pplica tions including : 

1. A means of international comm unication 

2 . A dance equivalent to music nota t ·on 

3 . A means for the preserva tion of chore o g r aphy 

4 . An adjunct to films 

5 . A tool for movement education 

6 . The development of movement conce pts 

7. Training in movement observation 

8 . A t ool for movement research 

9 . The deve lopment of n e \1 professions 

1 

J._Laban , p. xiii . 

2sekora, p . 32. 
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10. A means for the es tabl ish~en t of danc e libra ri es . 1 

In addition , the system prot ec t s the choreogr~pher ' s work 

through a copyright. 

One of the ma jor r easons for the s ystem ' s 

popul~r ity and widespread r ecogn i tion in t he Un itc<1 s ates 

a nd abroad was the estab l ishme nt of the Dane Nota ion 

Bu ea u in 1 940 . The Dance Not a tion Bureau wa. · formed by 

a few people of vision who r eali zed the pr~cticRl 

n eces sity of a cent e r dedica ted to the study an1 

p reservation of dance . Convinced thLt Lab~n' s sys t ems 

were the most accurat e for a nalyzi r1g and rccon"i1 lHJ 

movement , the Bu r eau' s first priority was " . .. to stan-

2 
dardize Laba n' s notation s y stem . " 

The presen t day activiti es of t he Da ce 
Notation Bureau have b r oadened to includ 
acting as a c e nter for movement r e earch 
and a naly s i s as well as t he practical 
applicati on of movement ana ly s i s , notati on , 
and o ther r ecording devi ces i n t he. 3 
p e rformi ng arts and behav1oural sc1en es . 

The establishment of the Danc e Notati o n Bur eau b r ought 

'di th it a n e w phenomenon · f o r the art. of dance : 

lA u ·· · Lc"'banotation nn ... UtCillnSOn , c" (1:\ e w York : ':!''heatre 
Art s Books. 1977), pp. 6-1 0 . 

2 
Sekora , p. 43 

3 . Butchutson, p . 5 . 
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... the growth of dan ce lite r a cy ... a 
mean s of ensuring the durability o f thei r 
(the choreographer s ) artistic es tat e 

b e yond their life-times for the benefi t 
of the ir heirs and the gen e ral da n ce 
community. 1 

The chore ographe r, having successfully compl e t e d 

the e l ementar}' and i nt e rmed iate cour ses in Lab notation 

o ffered by the Danc e Notation Bureau, wa s intri g u ed with 

the p ossibil ity of pre paring a n o t a t ed score of a dance 

work. Notating thi s study afforde d th _ choreog raph e r the 

pract ica l expe ri e nce de s ire d for f ur the r work in the fie l d 

o f no t a tion . 

Scoring Requ i r ement · 

A preliminary r e view of Labanotation s coring 

mat e rial s was under t a ken to better pr e pare the 

choreographe r for the scoring process . Re - exami na t ion of 

the princ iples of Labanotat ion found in the e l ementa r y 

and int e rmediate study guides a nd r efreshment o f the 

1 Berbert Kummel, 11 Toward a Lit eracy of Da nc e : Have 
You Re c.d Any Good Ballets Latel y ? " , Grov.rth of Danc e in 
fim~r i ~§:.. !... __ l-.:rj~-~. in Society, Volume 13, Number 2 , Summe r ­
Fa ll, 1976, pp. 236 ·-237. 
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writing rules were incl uded in the revi e w. l• 2 

The choreographer found it h e l pful to e xamine 

3 
Varon ' s Readings in Modern Dance II, which conta in s 

s everal exce rpt s from larg e r notat ion scores . During the 

scor ing process, it wa s necessary to r efer to Tlut chinson ' s 

l:_aq_anota tion 4 to answer questions a bou t ana l yzing and 

notat i n g not p r e vious ly fami liar to t h e choreoqrapher . 

In addition, the chor e o g r aph e r r ece ived assi s t ance 

i n t h e prepa r ation o f the score from Hillary Gal of the 

Dance No tation Bure a u who che cked the s core for prope r u se 

o f wr iting rules and for movemen t sen se . Ga l , an advanced 

no tation stude nt working t o become a Certifi .d No ator, 

(a per s on certifi e d by the Bureau f or the preparation nd 

che cking of s cores ) , e xamined the score and per fo r med 

wha t i s known a s a mecr1anica l check . Th i s method of 

1 
Peg g y Hackney , Sarah Manno , and 

Study Guide for El ementa ry Labanotation 
Notation Bureau , I n c. , 1 9 7 0) . 

Muri e l Topaz , 
(New York : Dance 

2 Mud_ e l Topaz, Study Guide fo r Intermediate 
Lab_9_notat ion (Ne w York : Dance No ta t i on Bureau , Inc . . 
1 9 7 2 ) -------

~s -varnn, Rea dings in Modern Dance II 
Dance Nota tion Bureau, Inc . , 1 977) 

( Ne v-' York : 

4 
Hutchil cS On , Laba nototion . 
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c h ecking the accuracy of the sco r e d mater i a l i s the 

f ir s t step toward c e rt i fication of a score . Certi fication 

r equi res examination by a Ce r tifi e d Notator which ofte n 

t akes several month s due to the large volume of mate ri a l 

p r e s e nted ea ch day for c onsiderat ion t o the Dance Notation 

Burea u . Be cause the choreographer ' s score was writt e n on 

a n intermed iate l e v e L it wa s a greed , by her committ. ee and 

t h e Dance No t ation Bureau, that a mechanica l che ck Gy 

Gal woul d be acceptable fo r thi s stud y. 

Th e Da nc e Nctation Bu feau h as i ss u ed '' ... guid e line 

l 
f o r the prepara tion of notated scores . " Thee guide l i n es 

ar e desi g n ed to standardi ze t.h e s coring process for 

. 2 
r eading , and recon s truct1on purposes . Th e pub l i c a tion, 

guidelines cov e r severa l area s consid e red vital for core 

c er tifica tion : 

l. Notation--wr itten with the reader in mind 

2. Introductory mate rial--titl e page , ta b l e of 
conten t s , production information, and a 
gl o ssary of i mportant information about the 
score 

1 ·Muriel Topaz , ed . Score Requjrements : Qualifi -
~at_ion s __ [.gr_q __ s~qre Subrnitte d f or _DaQ.<;::_Q__~iotatiqr. Bureau 
Certj_f icat ion (N e w York : Dance Notat ion Bu r e au P r ess , 
197 6 ) ; · ··--p·~--1:--

2 ' d Iln . 
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3 . Layout-- t he phys i ca l construction of the 
s core materia l 

4. F l oor plans - -states dir e ction s and p l ac ement 
of the dancers on stage 

5. Writing r u l es - - specifie s criteria for making 
the score read clearly . l 

The c horeographer followed these gui d e l in e i n th e 

p r epa ration of the excerpt s included in thi s st udy . The 

score was prepared according to Dance Notation Burea u 

standards , and could easily be r emoved from the s tud y and 

u sed to r econstruct excerpts f r om th e dane without ne ed 

f or f urther explana tion . 

Mast e_r ' s Theses Tha t Have Employe d Labanota t ion 

Seve ra l theses at Ohio State Univ e r ity have d eal t 

with preparing a Laban notat ed s core . I- 71, chor o g r ap1•ed 

by Vera Bl aine , was nota t ed by Timothy Ivan Maur e r in 

19 ~, - 2 
I 1 • The p i ece had a ca s t of f ourteen women and six 

men and ran approximately fift een minutes . Pr e ceding th e 

score we r e several pages d escribing the history, ca s t i n g , 

costuming , music, sets , t echnica l cues , and notes on 

perf c.)rmance . Progress ions , al so c horeographed by Ve r a 

1 Topaz , Score Requirements, PP · 1- 25 . 

2'I'.i_mothy Ivan Maur e r, "Labanota t_ion Scor e of I- 7 1 " 
(M. A. Thesis, Ohio State Un iversity , 1 97 1) . 
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Blain e , was notat e d by Sco t t Cl a rk in 1 9 7 9 . 1 The de s i gn 

of t h e thes i s is almo s t ident i ca l to th e M& u r e r thes i s 

except tha t th e s core fol l ows the g u ide l ines set forth in 

the Score Requirement s . In both ca se s t h e s cores were 

prepar e d und e r the s upervi s ion of t h e Dance Notation Bureau 

extens ion o f fj_c e l oca t e d a t Ohi o State Unjve r s i ty . 

Maurer ' s sco r e wa s prepar ed under the supe rvi s ion of Lucy 

Venab l e and Cl a rk ' s s cor e und e r Odette Bl um . In e ach 

ca se the autog r aph y o f the scor es wa s don e by someone 

other tha n the choreogr aph e r . Both theses con s ist of the 

int r oductory materi a l previous l y mentioned and th e 

notated s core . These these s served t he choreographer as 

mode l s f or the pr e limi nary work , proper procedures and 

introd uctory mate ri a l r equir e d for pre paring a 

Labanot a tion sc o r e . Al though th e pr esen t study invo l v e d 

scoring on l y e xc e r p ts a s opposed t o a fu ll score , th e 

chore ograp h er f ound tha t t he Ohio Sta te Univ e r s ity theses 

off e red invaluabl e info r ma t ion and t he guidance n eeded 

for the ana ly s is and not a tion proce ss . 

1scott Cl ark, "Pr ogr ess i ons" , (M. A. Thes i s, Oh i o 
State Unive r s i ty , 1 9 79) . 



CHAPTER III 

PROCEDURES 

T}le purpose of tl1e s tudy wns to c horeograp:1 a dance 

work ba sed on the qualities of th e four Laban effort 

f a ctors and provide a Labanotation score of e x ce rpt s from 

the choreographic work . The spe cific prob l c in of t1l e st udy 

was to utilize the four Laba n effort factor s o f f low, 

we igh~, time , and space in a choreograph i c work by 

designing movements with v a ry i ng use s of those effort 

fac'coi-s and to provide a score of Laba n not o t ed e x cerpt s 

on 2n jnte r med iate reading l evel . The choreographer us e d 

the effort f ac tors to explore mov e men ts ~hich r e3u lt 

from v arying us e of energy . 

Selection of Musical Accornpanime_nt 

One of the chore ographer ' s major conside rations was 

to have a n ori g inal score written especially for t h e study . 

During July 197 9 , the ch6reog r apher had several conversa ­

tions with Dale Ramsey , M. M. , an accomp lished mus ici an, 

organist, composer, and personal friend concern in g th e 

feasibility of producing il score that would su1t the 

choreographic idea . ~·1 r. Ramsey, who had on occasion 

2 3 
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rrms i c for severa l of her p e rformance s, a g r eed t o un d e rt a k e 

the proj e ct. It was mutually d e cide d tha t t he s cor e a nd 

the choreog raphic idea should close ly p a r a ll e l e ach othe r 

in i nitial design , y e t b e d e velope d as a u tonomou s wo rk s 

of a rt. 

A g e neral the me to unite th e two e l ement s was 

dis c u s s e d . It wa s d e cide d that the t heme s hou l d be b r oad 

eno u g h to all ow fr eedom o f arti st i c in t e rpre t a ti o n a nd 

approac h for b oth composer and cho r e og r a phe r . Th e t h eme 

chosen wa s a di a l og ue be twe e n a dominating steady p u lse 

wi t h c ounterpoint pl a y e d agai n s t i t . 

The compose r wrot e t h e musica l s core in a AB~ form . 

The s t eady pul s e was car ri e d by the ba ss an d treble li nes 

whi l e t h e a cc o !~1panimen t appe ared i n the sopr ano l ine . 

Section A had a s t a bl e pul se t hat wa s wr i tten i n 3/ 4 a nd 

4/4 time signat ur e s. The rhythms were n ot comp l i ca t ed ; 

the p e rformance speed wa s s i x t y be ats p e r mi nut e . Sect i on 

B wa s writt e n to be pe rformed at the much fast e r t empo of 

132 b e ats per minute . Th e rhythms we r e mo r e comp li cated 

with the accompaning motif ad d ing vi gor and excit ement t o 

the score . Section ~ again r e turned to the s lowe r t e mpo 
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but with accompan iment that appeared in Section A. 

The composer described hi s work to the choreographer 

in a letter written in ear l y Octobe r 1 979 . 1 

The mater i a l in "A" con s i s ts of three 
ingredients : the accompanimental 
motif of repeated two note chords such 
as i n measure l; secondly , the quick 
triplet f igur e of measure 3 ; and third ly, 
the dia l ogue between the tre ble and bass 
-- s t a t ement (measure 4) and a n answer 
(measure 7) . 

B begins with a quick , rhythmi c intro­
duction of some l ength- -14 me a s ures (65-7 8 ) 
The me l odic ma terial beg inning in meas ure 
7 9 is a form of the tr ipl e t figure f r om 
"A , " now stre tched out over ha l f no t es . The 
accompaniment becomes an i mportant v e hicl e 
to bring th e pi e ce to a great climax at 
mea s ure 155 . 

~ begins to be varied by a ne w harmonic 
treatme nt and a me lodic d e velopme nt . The 
dialogue returns for a time , but g i ves way 
to a free d evelopment o f the harmony . 

Mr . Ramsey 's orig inal score took approxima t e ly 

e l even and one half minutes to p e rform . The choreog raphe r 

chose to delete two smaller s e ctions of the score tha t did 

not s ui t the choreogr a phic intent, thus bringing the 

performance time close t o ten minutes . It wa s agreed 

during the month of July 1 979 t hat the score should be 

1 na le E . Ramsey , l etter to Kimbe rly T . Sta l ey, 
3 Octo}:;er , 1 9 7 9 
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fini shed no later than Thanksgiving of that same year . 

However, the composer wa s able to finish the s core by late 

September . After making the prev i ou s ly mentioned del e tion, 

the performance s core was finaliz ed by mid-October . 

The choreographe r and compo ser d e cide d tha t th e score 

shou ld b e delimit e d to a work fo r a s ingle pi ano s o the 

score could be writt e n within three mo nth s time and so the 

musi c mi ght b e performed live . Sa r a h Da vi s , an excellent 

pianist and fac ulty membe r of the Texas Woman's Univer si ty 

Da nce Department, agreed to perfo rm the work . 

Deve l opment of_ the Chorcoar~lic Idea 

The chor eographer cho se to explore the dia l ogue theme 

as a conversation between danc e rs. After con s iderjng 

sever a l alterna tive ways to un fold th e conve rsation, th e 

choreographer found the following approach to be the most 

s uitab l e for her chore ograph ic i mage . The danc e rs made 

separate statements presenting the movements and qualities 

tha t comprised their t hema tic cha r a cter . Each dance r was 

only concerned with playing and exploring her O\m 

movement moti fs and was not conc e rned with t he other ' s 

statement . 

The cont e nt of the movement conve r sat ion was based on 

the f our Laban effort factors . Ea c h dancer was given four 

contra sl i r:q motion qua l i ti es : Dancer J ' s qua l it i es w~re 

s i:Tong .. controll ed , ::;ustained, and Here direct ir;. 
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man ner . Dancer M' s movement vocabulary was light , qui c k, 

energet ic, unpredictable, and was p e rforme d with a sense 

of f reeplay . Although the contra s ting e l eme n t s formed the 

bas i s for the conve r s ation, the danc e r s al s o s ha r e d a 

c ommon denominat.or: the use of effort or ene r gy a s a 

motiva tional factor for movement. Thi s ide a paralle l s a 

verba l conver sation that present s t h e subj e ct matte r a nd 

the n offers differe nt approa ches fo r di s cuss ion . The l as t 

a spect of the di s cussion focused on a con f r o nta tio n of 

ideas which offe red the dancers an opportunity a nd 

cha lle nge to consider ideas that we r e n e w and d i ffe r ent. 

In this way , the dancers were abl e to r esolve thei r 

diff e r e nces and grow from the e xchange of i dea s . 

Chore ographic Process 

After the choreographic i dea had bee n d e t e r mined 

and the qualitie s tha t each of the dance r s woul d portray 

had been defined , the chore o graphe r h e l d auditions f or the 

se l ection of dancers in the beginning of Octobe r 1 979 . 

Selection of the two dance r s was based on their movement 

ability and how we ll the y portrayed the ef fort q u a litj_es 

particular to each character . Danc e r J was chos en to 

po~tray slow , susta ined moveme nts , exhibit stabi li ty, and 

move through space anti time with a s e n se o f con f iden ce a nd 

Dance r M was chosen to portray qui ck, 
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energetic movements and to be interruptive and 

exper imental in her approach to space and time . 

The choreographer us e d improvisati on as a tool to 

exp lore the range of movement possibilities for eac h 

effort quality. Improvi sa tion was also u sed to find the 

particular movements that could bes t di splay th e desired 

qua lity for each individual dancer . Dur ing these work 

sess ions, the dancers we re a sked to experiment with 

mov e me nt. The chor e o grapher gave v e r ba l in s tructions 

intended to motivate t he dance r s to move with a spec i fi c 

qua lity . The choreographer al so u sed i magery to h e l p the 

dancers interpret the choreogr apher ' s movement int e nt . 

From these sess ions it was d e cide d tha t Danc e r J ' s s l ow 

susta ine d qu2lities would be portrayed through movements 

that made use of large amount s of spac e with seda t e 

exten s ions and bal ances . Dancer M' s quick , e nergetic 

qualities would b e portrayed through movements that were 

sharp, jerky , used quick changes of direction, and 

employed fast turns and $ t eps of eleva tion. 

The movement preferen ces for both characters wer e 

then used to develop th e dialogue betwee n the dancers . 

The choreographer divided the work i nto four sections 

based on the AB~ mu si cal form of the score. The musi c a l ~ 

' L was divide d chor e ograph ical l y into K and A . Each 
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s e c tion presented a different aspect of the conver sation . 

Section one (A) was an introduction o f the 

characters and their moveme nt qualiti es . Duri ng thi s stage 

of deve lopment, the choreographer work e d with the dancers 

separate ly defining the ir movemen t statemen t s and 

evo lving their characters . The dan cer s e xpe rimented with 

movement and the best way to int e rpret the g iven movemen t 

qua lities. The choreogr apher wa s e xtr eme ly caref ul to 

stress that the moveme nts should come from the u se of 

energy . 

Section two (B) d eve lope d as a con f ronta tion and 

meet ing o f the characters through th e u s e of body cont a ct 

and visual focus . Al l work s ess ion s from this point on 

were conducted with both d ancers present . When the 

choreog rapher brought the two characte r s with their 

oppos i ng qualitie s together , the almost sponta n eou s 

r eaction was a confrontation between the two dance r s . 

Because of Dancer M's lightheart ed quality t he confronta ­

tion developed with a playful mood . The c horeographer 

wa s pl eased with the d eve l opme 11t a nd deci ded t o expand upon 

the idea of high spirits in the c horeography . The 

choreographer h ad originally intented for Danc e r M to 

l eave the stage afte r the conf rontation bu t l a t e r felt 

that her absence from the stage wou l d cause a dro p in the 
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l eve l of e nergy that had previous l y been di s playe d. 

In section three l (A ) Dancer M moved in and out of 

the space ; each time she adde d vigor and i mpul se to 

Dancer J's moveme nt. As section three d e velope d , the 

dancers reflect ed upon the ir c onfrontation by exchang ing 

qua lities . The fourth section 2 (A ) became the final 

r es o lution . Dancer J as s i mil a t e d M' s qua lities into h e r 

o wn move ment vocabulary while Da ncer M, 11aving d i fficul t y 

copicg with all the qualities at once, was left a lon e o n 

The chorcogr phcr 

t h e e ,, ,r,~ nt back t o the uar.ce rs I open iD<J s tatements to show 

h ow the dancers had incor poratc0 e~ch oths~ ' s movement 

qua l it ies into their own mov e ment preferences . 

The finish e d work was a pprov e d by the commit t ee 

during the final studio showing the second week of 

December 1 9 79 . The committee al s o gave sugges tion s for 

i mproving the performance qua l ity. No choreographic 

changes were deemed necessary as each member of t he 

committee had seen t he work and made suggest ions throug hout 

the chore o grapl1ic process . 

Costuming 

The costumes were designed to r e flect two concepts : 

t he unifie d dialogue and the indi v i dual characte r . Th e 



37 

to achieve a sense of univer sa lity for both danc e r s . A 

pers ona l element was achieved by se l ect in g a di fferen t 

col o r for each dancer. Thes e c o lor s were carefully 

cho sen t o refl ec t the specific p ersona lity of th e 

characters ; Dancer J wore a me llow color achieved with 

sha des of green while Danc e r M wore more exc iti ng co l o r s 

of light pink and cranberry. A phy s ical d escript i on of 

e ac h costume is included in the introd uctory materia l in 

the notated excerpts : 

appendix. 

a color plate appear s in t he 

Production 

The approved Master of Art s candidates ' choreographic 

works were scheduled for production in Redbud Theat r e on 

January 18 and 19, 19 80 . One ful l week of t e chn i cal 

preparations of the theatr e and f ina l r e hearsa l s preceded 

the concert dates, culmina ti ng with a video tape sess ion 

on January 17, 1980. 

Lights were hung on Satur·day , Janu a ry 1 2 ; a li ghting 

rehearsal wa s scheduled for the next day . Two s~ecial 

lights wer e designed for the war~ : one for the pianist 

and one for Dancers J's ope ning statement . The l ights 

were designed by E. J. Rhodes, senior t h ea ter student . 

The technical aspects of the production we re handled by 

the theater faculty and dance production students were 
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secured by the Master of Art s candidates in De c embe r . 

Publicity materials were distribut ed u sing th e 

medi um of radio, tel evis ion, newspapers , postca rd s , f lye r s, 

poster s, and commun ity marqu ees . Public serv ice 

anno uncements and press r eleases were i ssued two week s 

prior to the p erformance dates . Two hundred post card s 

and over one hundr ed f lyers we re distribut e d d uring the 

s e cond week of January. In add i tio~. three hund r ed 

programs were prepared for di stribution during th e t wo 

c oncer t dates . 

The public performance of "The Int e rchange" was 

presented on Friday and Saturda y, J a nua ry 1 8 and 19 , 1 980 . 

The a ud iences for both nights ran ged be tween on e hundred 

and fifty and two hundred per night ; con sequ e ntly, the 

number of programs printed proved to be inadequa te . The 

work was evaluated by the thes is committee and othe r Te xas 

Woman's Unive r s ity facu lty members during the second 

night's p e rformanc e . The evaluation forms we r e prepa r e d 

using adaptations of the. crite ria develope d by 

J -. . h 1 acque.L lne Snn t . 

l l' M Jacque lne . 
Qui_9_g_ For Teachers 

Smith, Dance Compo s ition : A Pr actica l 
(London : Lepus Books, 1 976) . 
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~reparation of the Notated Exc erpts 

The choreographer, inte r est e d in gain ing prac tica l 

exper ience in Labanotation, decide d to prepare a not a t e d 

score of the two major movement themes . The prepa ration 

o f t h e e xcerpts was accompli s h e d by a pproachi n g the work 

in various stage s : 

1 . An analys i s o f the movement s of t h e dancers with 
regard to the body pos ition , d ire c t ion, and 
spatial orientation. 

2. Preparation o f a pre liminary draft checked by tl1e 
thes is cha irma n . 

3 . Re s ubmi ssion o f the cor r e cte d exc e rpts for second 
che ck b y the committee cha irman . 

4. Pre p a r a tio n o f excer pts of the s core i ncl ud i ng 
introductory materi a l s , g l ossary , and floor 
pla n s s u bmi tted to t h e Dance Notation Bureau for 
a me cha nica l che ck . 

5 . Re submission o f the corre c ted e xcerpts t o the 
Dance Notation Bureau . 

6 . Preparation of the fin a l e xc e rpt s of the s core . 

To p repare the scor e , i t was n ecessary for the 

danc e rs to perform the work in a s tud i o sett i ng . The 

choreographer analyz ed the danc e r s movements and scored 

the m to accord with the Laba notation scoring principles . 

At times the dance rs could not r emember s peci f i c details 

about the choreography . In the s e ca ses , t he c horeog r aphe r 

r e f err ed to the video t ape . 



CHAPTER IV 

DESCRIPTI ON OF THE PERFORMANCE 

The Chore o g r aphic Design 

Tl1e choreographe d work invo l ved t wo dance rs , each 

util iz ing a different compo s i tion of movement qualiti es . 

Dance r J was self-containe d, controll ed and possessed 

a ful l awarenes s of the space i n which she existed . At 

f ir s t she seeme d sa ti s fi ed to r ema in in the space , b u t 

gradua lly she b e gan to mod i fy her point of vi e w by 

exploring her surroundings and th e s p a ce that lay b eyond . 

Her mov ement quali ties wer e s t rong , had a steady pul se , 

and were concerned with controlling h e r center of gravity . 

Her exploration of spac e u s ed a n even flow an d suspended 

movements . 

Dancer M was forwar d, exp e rimenta l , and d es i red 

contact with, as well as r e cognition f r om Danc e r J . Her 

movement qualities we re light, ene r get ic, and had a 

vigorous pulse that made use of counterpo int. Sh e li ked 

to utilize her center of gravity to propel h e r body 

off-balance . Gradually she developed the ability to 

cont rol her energy and thu s p e r f ormed s ustained movements 

as well. 
40 
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During the work, movements o f Dancer J and M 

interpr eted the four Laban effort factors in the manner 

illustrated in the followin g chart: 

Effort. Factor Dancer J Dancer ['.1 

Flow Bound Free 

Weight Strong Light 

Tj_me Sustaine d Quick 

Space Direct Indirect 

Al t hough the dancer s basically followed these 

i nterpr etat ions in t heir movements, they did not focu s 

on every effort simul taneou s l y . Durinq c i ffc~cnt portions 

o f the work a spec i fic effor t wa s emphasized , and, al t houg h 

other effort factors we r e present , t hey were not 

predomina nt . 

Th e Pe rformance Description 

The work was divided into four sections . Each 

section presente d a progression in the dialogue based on 

the movement motifs of the two personalities . The 

sections were accompa nied by appropriate l igh t changes 

which enhanc ed t h e mood created by the movement qualities 

of the dancers . 



42 

Section one was a presentation of t he two c haract e rs 

movi ng strictly within their given qualit ies . The 

performance b e gan with a special e ffect s spotlight on th e 

accompanist, seate d at the piano pos itione d in the co r n e r , 

upstage right. She introduce d t he pr e lud e . As t h e musi c 

prog r essed, special lighting g r adually r ev e a l ed, ups t age 

l e f t , Dancer J already moving but a nc hor e d in on e s po t . 

She b egan he r opening s tateme nt b y m~v i ng i n d i agon a l pa th s 

with a su s tained quality a nd a s e l f-dir e cte d a ir . Th e 

lightin g slowly cha nged to a l ow- warm s e tting . Th i s 

da ncer's mov ements encompassed a wide area indu l gi ng i n 

the spa c e a nd as if su s p e nded i n time . She di sp l ayeu 

s tr e n g th and command of her e ne rgy . 

Suddenly, Dance r M e nt e r ed t h e s pace movi ng in mor e 

curve d indirect paths. The light s i mmed i a te l y became 

brighter reflecting the increa sed sense o f e n e r gy Da ncer M 

brought into the space. Her movemen t s we r e i n d i rect 

contrast to those of Dance r J. Dance r M moved quick l y 

from one place to another a s if a f rai d t o sto p mov i ng for 

fear of missing something . She did not c a r e about b e ing 

cautious and seeme d anxious for n e w e xpe ri en c es . Her 

almo s t reckless qualities had a di sturbing ef f e c t on 

Dancer J who tried to ignore her a nd conti nu e her mo v ement 

e xpl ora t ion. 
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Section two was a confrontation and exchange of 

movement ideas through the u se of body contact and vi s u a l 

fo c us. Dancer J attempted to r emain detached f rom the 

d is order that Dancer M had brought to the space by 

cont inui n g her own motif but was soon unab l e to i g nore 

M's dynamic qualiti es . Although Dancer J tri ed to escape 

f rom the unstabl e energy and erratic movements of Danc e r M, 

she was drawn into a playful interchange with M. At f irst 

their movements were in r esponse to curio s ity about th e 

o t her , but late r they began to move out of the e njoy ment 

of each othe r's company. Dance r J be came r e l axed in h e r 

movement s , abandoning h e r controll ed qualities and 

becomi ng more fully invo lved i n the other e xpe ri e nc e . 

The n, as abruptly as she had arrived , Dance r M disappea r e d 

from the stage . Immedi a t e ly the lights b egan r et urnin g 

to their former setting while Danc e r J's movement s 

followed a gradual decresce ndo patte rn a s she sea rch e d for 

M. Failing to find Dancer M, she returned to h e r origina l 

starting position as section two ended . 

The third section was a refl ect i on by both danc e r s 

upon the events that had taken place . At thi s point in 

the piece, the characters began to exchange movement 

patterns and qualities. Dancer J exa in ed her own 

move~t~nt preferences, expande d her movemen t vocabulary , 
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and became more daring in he r actions. In r espon se , 

Dance r M, who moved in and out of the space , was fascinated 

b y J's stability and began to explore some o f Dancer J's 

s tronger and s teadier qualities. The moveme nts of both 

d ancers now reflected a fre e r flow that see me d th e r esult 

o f the exchange r~ther than from i mpul se or habit . 

Respond ing to the encounter and e xcha nge of i d e a s , e ach 

d a ncer seemed to uncon s cious ly r e ac t to the othe r ' s e n e r gy 

in the s pace. 

The fourth section, or t he f inal r esol u tion , f o u nd 

Dancer J abl e to p e rform both movement pattern s in ter-

changeabl y whil e Dancer M was somewhat con f u sed . Rea cti nq 

t o Dance r M's high spirits, Dancer J' s movement s became 

fr eer, l ess r estricte d , and lighter i n qua l ity a s she l ef t 

the stage . Dancer M's movements r ef l ected ind e ci s ion a s 

she chould not synthesiz e and ass i mil a t e both movement 

patterns into one. Only able to r e fl ec t one s e t of 

qualities at a time, she switched from one to anothe r unti l 

she gradual ly came to a complete stop with only one arm 

swinging. Her closing movements r eflected a r eturn t o 

Dancer J's opening statement evolved f r o m h e r own initi a l 

materia l. The lights fad ed ; M's movemen t s l owl y stoppe d . 

She turne d to face the audience with a quizzical look on 

her face thus refl e cting her unc e rtainty . 



CHAPTER V 

TH E SCORE EXCERPTS 

4 S 
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THE INTERCHANGE (Exc e rpt s : open ing themes 
Dance r J ana Dancer M) 

Choreog r aphy : Kimbe r l y T . Sta l e y (1 97 9 ) 

Music: The In t_~rch _ _9 nqe , Da l e E . Ramsey 

Notator: Kimbe rly T . Stal e y (19 80 ) 
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Ma ster of Ar ts Thes i s Concert 

Texas Woman's Unive r s ity 

Redbud Theat r e 

Janua ry 1 8, 1 980 

Running time : 11 minute s 

Score checked by Hi ll ary Gal 

Au tog r aphy by Ki mberly T . Sta l ey 
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.Qg _;3c ription of tl1e Work: 

" The Inte rchange " is a modern due t d es i gned 
by the v arying uses of e n e r g y; q u ick and 
s harp versus slow a nd s u sta i n e d . The work 
is a s tudy of how the manipulat i on of bodily 
actions can affect the f low o f motion a nd 
thus desig n space with line , s h ape, and 
v a rying rhythms . 

The work i nvolve s two dance r s , each portraying a diffe r nt 

compos ition of move ment q ualities : 

Dance r J is se l f-contai ned , control l ed . and 
possesses a full a war e ness o f t h e space l n 
which s h e e xi sts . At first s h e seems 
sat i sf i ed to r ema in in that space , but 
gradually s h e b eg ins to modify her point of 
vi ew by exploring her surr oundinqs and the 
space that lies beyond . Her mov ement 
qualities are s trong , have a sh:-~ ady pulse, 
and are concerned with controlling her 
c e nter o f gravity . Her exploration of 
space u ses a n even flow a nd suspended 
move ments . 

Dancer M i s forwa rd, e xperimenta l , and de sires 
contacts as we ll as r ecognit i on from Dancer J . 
Her movement qualit i es are light, e n erget ic, 
and h ave a v i gor o u s pul se that mak es u se of 
c ounterpoint . Sh e likes to utiliz e her center 
o f gravity to p r opel her body off-balance . 
Grad u a lly she develops the ability to control 
h er u s e o f e n e r gy and thus can perform 
sustained movements as well . 
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Josephine Mitchell - Dancer J J 
Melinda Maxwell - Dance r M ~ 

Casting based on technical ability and p e rforman ce 
of the desired qualities specif ic to each characte r. 

Musi c 

Cos tumes 

Dancer J 

Dancer M 

Available upon writt en r e ques t, 
Dale E . Ramsey, M. M., Associate 
Minister, National Avenue Christian 
Church, Springfield, Mi ssouri . 
Copyright @Da l e E . Ramsey 1 979 

Dark green jumpsuit, light gree n leg 
warmers, long sl eev e scoop neck t op 
r eaching just be low the bust line , wi de 
dark green headband . 

Maroon jumpsuit , pink l eg warmers and 
long s l eeve scoop neck top r each i ng 
just below the bustline , wide ma roon 
headband. 

Information about the l ighting can be 
found in the Description of the 
Performance and in the Procedures 
chapters. 



Stage setting 

Video tape_ 
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Concert grand piano positione d 
upstage right 

Available upon request, Texas 
Woman's Unive r si ty Library . 
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Ad Lib 

~ Ad lib timing 

1 Measure numbe r 

z) Da nc er' s cou nts 

In these exce rpts , the ann gestur e col unm has 
b een moved out on e c o lumn 

~ Focal Point in t urning 

a Turn to face f oca l point 

[.J Turn , focal point beh ind 
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comf ortabl e turnout 

s trong a ccent 

s haking , vibrat ing 

we iqhty, h ea vy 
(reaction to pull of gravity) 

vibration with t ension 

pres s 

head turns to addr e ss J 

fac e J 

A momentary l o ss of ba l ance 
before weigh is taken over 
by a n ew s uppor t 

The center o f gravity i s set 
in a backwa rd mo tion prior 
to the step 
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arms slightly rou nd e d, 
forwar d midd l e , and on 
the center l ine of the 
body 

Shape- writing - -a description of the form carved in 
space 

Mu s ic notes : 

Not included 

The r i ght hand trac e s the 

shape , ( ~ ) as if the form 

is to the righ t side of the 
body . The s h ape e nds place 
high . Th e arrow e nd c 
i ndicate start a nd concul s ion . 

a ll counting is a pproxima t e as 
movements were ba sed on phr asi nq r a t h e r 
than rhythmic counts 

open ing t emp s l o\,r 1 = 60; 
meas . 47-53 , optiona l s coring 

in the choreographed score ; 
meas . 54-105, fast J = 132 

Measure 4 6 is st ill in 3/4 time , but 
divide d i nto a f i ve run ser i es in t he 
notated score (see musical score) . 
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CHAPTER VI 

CRITICAL ANALYSIS AND EVALUATION 

The choreographer and the thesis commi ttee 

d etermined that the thesis problem had been so lved and 

tha t the piece was entertaining and arti s tically wor thy . 

The production was evaluated by the _commit tee, dance 

f acul ty, and a selected group of g ra d u a t e danc e s tudents 

at Texas Woman's Unive rsity, after the J an u a ry 1 9 

p er formance according to crit e ri a deve loped by Jacqueline 

Smith. 1 

The choreographer distributed a total of twelve 

evaluators to consider : (1) the whol e danc e a s a wor k of 

art, (2) the dance idea, (3) the con struction e l eir\ents of 

form, (4) the performanc e, (5) the s timulu s , (6 ) the 

accompaniment, and (7) the staging fac e t s , in eva luati ng 

the choreographic work. From the t en evaluations 

r eturned , the choreographer r e c e i~ed hig h scores of fours 

and fiv es and two threes . The threes were g ive n by two 

different individuals , one for conununication o f the ba s ic 

1.::racqueJj_;1c 01 . Smith, DCD1 C:.~ Curn.pos i tion - A 
E~r.9.S,: .~:j_~:_.9.:L __ c.;_~t):!J_c __ 1.--._()r __ Ts~.~'-~_b£~~3. (London : Lepus Books, 19 7 6 ) . 
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idea, another for the use of transitions. The 

c ho reographer felt that perhaps the ba s ic ide a could h a v e 

been more clearly stated with mor e technical work on 

ef fort quality interpre tation. The chore og raphe r was 

unable to interpret the three g ive n to the u se o f 

t r a nsitions as there wer e no comme nts li s t e d with th is 

r at ing. 

After discus s ion with the commit tee membe r s 

c oncern ing the evaluation and fin a l pe r fo r mances , se v e ra l 

areas were determined as the stronge s t e l eme nts of the 

work. Th e first area wa s t h e cho r eogr a phic process and 

the u se of improvisati on a s a chore ographi c t ool . In 

addition , it was generaly a gr eed tha t th e many minor 

s howings gave the committe e an oppor t uni ty t o mak e 

s uggest ion s for the choreographer's con s i de r a ti on d ur ing 

the choreographic process . Th i s a llowe d for e va lua ti on 

during the process rather than after the f ac t . The 

choreographer was able to f ini sh t h e work with a mp l e time 

r emaining before the perfor manc e dates . Th i s al s o gave 

the dancers additional r e hear s al time which enha nc ed the 

technical performance of the piece. 

The u s e of an ori g inal s core and li ve music a dded 

anothe r s trong e l ement to the study . The live p e rforman c e 

provided an exce ll ent sound qua lity and a llowed fo r more 
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spontaneous actions and reactions by the dancers . The 

collaboration between the compos e r and the chore o g raphe r 

a lso proved to be advantageous to the d e v e l opme nt o f the 

s tudy b y producing a strong bond be tween the mu sica l 

compos ition and the choreographic work. 

The l i ghting and the staging aspects of t he 

per forma nce were found to be e ff ective too l s in h e l ping 

t o create the general mood of the piece . Not only di d 

they e nhance the total performance , but the y a l s o 

r ei n force d the energy qualiti es of the danc e rs . Ov e ra ll, 

the e ntire production process wa s deemed v e ry s uccessfu l . 

The choreographe r consider e d the costumes to be a 

wea k e l ement of the production. Althou gh the co s tumes 

were adequate , suggestions for improvement included : 

(1) displaying a smoother line by e liminating exc ess bulk ; 

(2) changing the textured materia l for t he tops which 

refl e cted the stage lights in a distracting ma nn er ; and 

(3) using a greater color variance between the two dan c ers 

and within each individual costume i n orde r to make a 

more personal statement about each dancer . 

The chore ographer r e cogn iz ed t hat the int e rpretation 

of the slow, sustained movement qualiti es f e ll somewhat 

short of expectations . The character needed to exhibit 

greater control in h e r movements . Th1 s mi ght have b e e n 
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perfected with more technical work; however , the 

choreographer may also have needed to be more explicit in 

h e r explanation of the des ired quality. 

The criteria forms did not prove to be e ntire ly 

satisfactory. Several quest ion s needed r e phra s ing beca u s e 

they did not lend themse lves to a numerica l r esponse . 

Some of the questions we r e phra sed in a negat ive way 

making it difficult to determine corre ct number usage--

high or low for a good or poor response . The heet al so 

fai l ed to provide a question a llowing fo r genera l comments 

or ove rall reactions to the work and pe r fo r mance . Ov e r a ll , 

however , it was clear from the eva lua tion s cores and 

committee discussions that the ma jor choreographic i dea 

had b een communicated clearly. 
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CHAPTER VII 

SUMMARY, FINDINGS, CONCLUSI ON , AND 

RECOMMENDATIONS FOR FURTHER STU DY 

Summa ry 

The purpose of this choreog raphic thes i s was to 

cho reograph a dance work ba sed on th~ quali t ies of the 

four Laban effort factors and prov i de a Labanotate d core 

o f excerpts from the choreog r aph i c work. The probl em 

wa s to utilize th e four Laba n effort factors o f f l ow , 

weight, time, and space in a choreographic work by 

des igning movements with varying u ses of t hose effort 

factors and to privide a s core o f Laban nota t ed exce rpts 

on an intermediate reading l e v e l. 

Find ings 

The choreographer found that the January 1 8 and 19, 

1980, productions were successful. However, seve r a l areas 

that needed improvement were dete~mined as fol l ows : (1) 

the costume design as well as the sele ction of c o lor s and 

material; (2) the interpretation of the slow , sustained 

qualities ; and (3) the de s i gn of the eva luation form . The 

choreographer found the strongest el ements of the study to 

80 



81 

be : (1) the development of the chor e ograph i c process 

a nd idea; (2) the use of an origina l score an d live mu s ic; 

( 3 ) the lighting and staging effect ; and (4 ) the overal l 

handl ing of the final production. 

Although the chore og r aphe r only not a t ed e xce rpt s 

f rom the score rather than the entire score , the 

choreographer gained invaluabl e experience f rom the 

p ro ject . The excerpts were presented to t he Da n ce 

Notat ion Bureau for a mechanical check only . The chore­

ographer in tends to submit a more e xtensively notated 

score of the ma jor mov ement the mes t o the Dance No t ation 

Burea u at a later date. The choreographe r f u rthe r 

determined that the preparation of a nota ted s c ore r equ i r es 

l arge a mounts of time , ext e n s i ve pre parations, and a grea t 

dea l of commitment on the part of the choreographer , 

dancers, and notator. It may therefore be advantageou s to 

c ons ider the preparation of a notated score s e p a r a t e from 

the choreographic thesis. 

Conclu s ion 

The choreographer concluded that the probl em was 

solved and the purpose achieve d bas e d on the evaluations , 

com.Il1 i·ttee discussions, and t he me chanical check of t he 

notated exce rpts by the Dance Notation Bureau . 
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Recommendations for Furthe r Study 

The choreographer appre ciated the opportunity of 

creat ing a new work from an original score and the 

practica l experience gained through the notation pro c ess . 

Throughout the procedure , the choreographe r be came a wa r e 

of these areas that might warrant further s tudy : 

1. Notation of a full l e ngth work 

2. Notation of anothe r chor e o graph e r' s wor k 

3 . A study involving only Effort Ana lysis scori ng 

4 . Reconstruction of a certi f i e d scor e 

5. A comparat ive study using s e v e r a l notated scor es 
of a single choreogra phe r 

6. The use of Labanotation a s a r esear c h t oo l i n a n 
historical, anthropologica l, or e thno l ogica l 
dance study . 
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A special thank s t o the Te xas Woman ' s Ln ivers ity 
Music Depart men t, Dr . Joh n McParland , T~U rl ous inr 
Department , Cha rl es Ha rrell, and t he me mbe r s o f 
Ms . Staley ' s and f1s . We i ss ' s The s i s Co:-:.1tte e s 
for t he ir assistance i n th i s pr oducti on . 

PRODUCTI ON PERSONNEL 

Techni cal Director: Charles Ha rre l l 
Stage Manager: Christy B. Pa r sons 
Assistant St age Manage r: Patrice Jackson 
Stage Cre w: Rosella Olivar, Rob i n SD1th , Robin ~i l k e5 
Light s: La ura Mundy 
Sound: Annie Garcia 
House Ma~ager: Sandy Salazar 
Box Office Manager : Camil l e Carter 
House Crew : Members of the TWU Dance Depa rt me nt 
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Ti 'fr, :: 1-.'u t~lllr • :: uuJ VJ·. w; Jn 

D/,liC!:: ul::I' ARTI·1 Er :'l' 

present :; 

lt. A::TER OF ART:.> TH!:: S l :.i COIICLRT 

P R 0 G H A r: 

1 . JAZZ OVJ::P.TURE . 

undc·r the dlrec tl on o f Curt b r adsha·, 

Il. TrlE. I ;iTi:.R CH AIIGi': 

c horeogr aphy by Ki mberly Staley 
o ri o::;1na l score by Dale E . Ramsey , Assoc i ate ;.:JnJ ::; ter liatl on;.,J 

f,venu e Cnr1st l ar. Church , Sr. rln r field , r:! :::: c,ur ~ 
dance r s : f·~el i nda 1•1a xwell , Jo W t~hell 
oianist : Mrs . Sa r ah Da vi s 

a mode rn duet based on the use of enercy 
t o s haoe the body and space : quJ c Y., ::uddcn v :: . 
slow, sus taine d 

Ti l . jAZZ TfJTFRLuDE . 

under the direc t i on of Cu r t Bradsha~ 

IV . RE P ARATA 

choreography by Lily Cabatu Weis 
ori g inal sc ore by Curt Br adsha w 
dance r s: Lisa Coleman , Fred En[l ish , Jerome G~lbe rt, Ja::-.1e ilc nr:v , 

Brid gette Ma nuel , Patric i a Pric e , Pob l r Poler , 
Jud y Schne ider*, Lo retta Schwager , 3eve rly S~u rle; * , 
Cynthia Stemsle y *, Milton Tatum 

musici ans: 
Trumoets : 

Tromcones : 
Reeds : 

Rhythr~ : 

Joe d ' Etienne , Mi ke Tyler , Juan ~cG rude r , 
Larry Schnit ze r , Roy Endly 
Aaron Camp , 111 cha el d ' Elena , Rl c ;.; y Tyler , David J oil n so r. 
Kelly Dean - a l to , s op r ano saxophone , clarire t ; 
Ga r y Talbert - alto saxophone ; Byron J ones , a;-lt o ne 
saxoohone , ba ssoon 
Ty ro~e Smit h - piano ; ~ike Wats on - ele c tri c ba~s; 
Da vid Dean- s trin~ bass; Hay wood Ge e;- - dru~:: ; 

Kerry Bouchard - gu itar ; Mark Turner - suitar 

Al l dancers and musicians are students at the Arts ~agnet Hi~h Schoo: 
at Booker T. Washington , Dallas , Texas . 

* Ar ts Ma[net Hi fh School Dance Faculty 
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COMI tJ G EVEtJT.S 

Repe r tory Da nce Thea t e r of Ut a h 

T~ U Da nce Repe r to ry Th eat r e 
in Concert 

~hs t e r of Arts Theses Conce r t 

Onc e Upon A Mattress 

Jnn ua ry 3CJ - Ft!lJr·u ar:; ;:> 

r1 a 1 n Au d 1 t u r 1 UJ~ 
t·1 a r ch 7 , 8 , 9 

Ma in 1\udlt o rlum 
Arri l 2 

Redbud 1\udit o rlu m 
Apr il 18 , 19 , 25 , 26 

THE TAK I~G OF PH OTOGR APHS DURING THIS PERFOR~A~CE 

I S STRICTLY PR OHIB ITED . 

• * * • f 

A speci a l thanks to Dr. Ma ri lyn Hins on , Dean o f the 
Coll ege of Health , Phys i cal Educat i on , Recreati on , 
and Dance; Dr . Alleene Lockha r t, Dance Depa rt ment 
Chairperson: th e •Dall a s Independent School Dist ri ct ; 
and the admin i st rati on of the Ar t s Mabnet Hifh School 
f o r their a ss is tance i n ma king thi s pr od uction 
possible . 

* f f f f 

PROGRMl Ch AN GES 

Stage Man age r and Assistant Llhhting Desi~n: L, J. Rh odes 
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The Texas Woman ' s University 
Dnnce Deoartnent 
P . O. Box.237 17 , TjU S t a tion 
Denton , Texas 76204 

Ms . Kimberly Staley 
817/383 -1 573 

January 7 , 1980 

FOR IMMEDIATE RELEA SE 

Texas ·,yo:na.'1 ' s Univer s ity Dan ce Depar t men t presen t s 

its anr.ual !·laste r of .~ rts Thes i s Concert in Rcdbuc 

i,uditorium on Thur sday an d :'ridny January 18th and 19 th 

at 8 : 00 p . m. The concert will feature modern and j azz 

dance work s by Diane E. Glessner , Ki mbe rly T . S t a ley , 

and Lily Cab a tu \'lei ss . 

The concert will open . ..,.i th " i!o·..,. Can You Have The Blue:; " 

by Ms . Glessner . The work u ses a medley of contemporary 

jazz blues songs and e :;;ph<lsize:; throu c h mo ve men t the 

emotion a l <lnd dyn aT.ic quali tjes four.d in th e music . The 

piece is performed by four 'Ao:ne n and one ma:1 . 

"The Intercha !1 g e ", a mocern duet by Kimberly S t a ley , 

i s based on va riou s uses of ener~y to shap e bo th line a nd 

space . It will feature an or ic; in a l pi an o score by Da le 

E. Ramsey , pa3t president of the Assoc i a tion of Dis ciple 

~usicians and curr e:1t ly As s oc ia te Minister of the Na ti on2l 

AvenC~e Christian Chu rch in ::;pringfield , !·Io . , and will he 

performed live by :Sa r a h Ua vi.'l , p i anis t. 

The c oncert will conclud'" d ...,.i th " Hapa r a t a" c hore o-

~raphed by Lily jei u~ , a member of the dance f a culty a t 

the /,rt:J 11av,ne t Hip;h :; ch ool a.t I~ ooker T . 'li;tshing t on , 

( ;·iui· . : ) 
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the choreog r aphe r by Curt Bradshaw, head of the j a zz 

prog r am a t AMHS and a graduate of North Texas St a te 

Univers ity . Bo th musically and choreog r ap hic a lly , 

"Raparata" is a contem;:JOrary piece with j az:; i n fluence s . 

The dancers include f aculty and stud e~t s f rom the Dance 

Department a t Arts Magnet Hi g h Sc~ool . A uniq u e a ddi t ion 

to the piece will be it s live orche s t~ation pe rformed by 

twenty j azz musi c s tud ents from hMH S under the direc ti on 

of Curt Bradshaw. The band wi ll also perform other jazz 

works throug hou t course of t he concert . 

Ticket s for t he c oncert wi ll be on sale a t the door 

for S2 . 00 ; stud en ts and senior ci t izens Sl. OO. For mo re 

informat i on, contact t he Dance Depart~ent a t 8 17/383 -1 573 . 
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Master students 
pres·ent th~sis 
dance ·concert 

The · annual Master of Arts 
Thesis Concert will be presented 
by the Dance Department at 8 p.m. 
Friday and Saturday in Redbud 
Auditorium . 

The concert will feature modern 
dance and jazz works by dance 
students to emphasize a variety of 
dance techniques and styles. This 
concert fulfills requirements for 
the Master ¢ Arts Degree in 
dance. ' ./{ : 

The show·.opens with "How Can 
You Have fhe Blues," a work by 
Diane Glessner that displays 
movements found in jazz blues 
songs. :sl 

Kimberlf.". Staley, dance 
instructor, contributes a modern 
duet that iS based on various uses 
of energy to shape line and space. 
The finale of the program will be 
"Raparata" . choreographed by 
Lily Weiss, faculty member of the 
Arts Magne,t High School of Dallas. 

Twenty jazz/ music students 
from the AMHS under the direction 
of Curt Bradshaw, the composer of 
" Raparata" and a NTSU 
graduate, will contribute music 
throughout the concert. 

Tickets for the concert can be 
purchased at the door for $2 
general admission. Student and 
senior. citizen tickets are $1. For 
·further information, contact the 
Dance Department at 383-1573. · 
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!P'" "\-,. I.._ ..... ..,. •. --- -'\ 

Friday, Janaury 18, 1980 
. ( 

DENTON RECORD-CHRONICLE , Page 

---.,.--'The Interchange'----

' · Jo1\fitchell, left, and Melinda Maxwell, right, rehearse a dance work, 
"The Interchange," choreographed by Texas Woman's University 
master ofarts candidate Kimberly Staley. Tbe dance Is part of the TWU 
dance department Master of Arts Thesis Concert to be presented tonight 
and tomorrow at Redbud Auditorium~ Tickets may be .purchased at •2 

-for the public and •1 for students and senior citizens. 
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IIH ,.HfiHI 41 7 ·1•t -tl 71 1~1!1 ~ O Ul H HA IIONAL AVI,Uf 

TEX:HNICAL NCYI'ES: 

I. Thi s tape i s a composite of two performa nces . At t ime :o: 
t he volu me l evel s whi ch r esulted fr om t he combini ng of 
~he_ t wo pe r fo rmances do not agree with dynamic markings 
lndicated on the score . ln a l l cases , t he markings a re 
correct . Th e tape should not be foll owed in t his case . 

Il. There 
score 
score 

a . 
b . 

c . 

are a fe w mi nor changes that are i ndicated on t he 
that wer e not in this composi t e performance . The 
is correc t in all ins tances : 

Measure 61: t he ' 8va ' on l ow 'd' s ' i s correc t. 
1:45, 1~: the score i s correc t - the me t ers were 
c ha nged f rom t he perforJTBnce ( same no . of beats) . 
111: additiona l l eft hand cl us t e r s were added . 
The score i s correct . 

III . 1JJ - t he 5/4 measure . On t he second tape , the one Ki~ 
used most to choreograph f r om , J i nadvertantly added a 
beat in t he performance . Hopeful l y she caught this . But 
the score i s correct . 

IV. In each case , whe n t he t wo- no t e accompanimen tal fi gure 
appears in i sol a tion f rom me l odic material (ala measure 1) , 
the first beat should be sl i gh tly stronger than t he second: 
e.g. the quarter no t e stressed , t he dot t ed half - note less . 
I didn 't do thi s every time i n my performances . 

V. Measures 142 - 147. J s l owed t oo much , t oo early in t hese 
measure s . The bulk of t he r i tar d s hould occur in measures 
147 - 151 . 

VI . Various and a ssorted wrong notes and errors are because I 
am not a piani s t ! Once upon a t ime , I was , ho wever . 

VII. Voicing in the material beginning i n mid- measure 4 shoul d 
attempt to keep cl ear t he i ndividuali t y of t he two l ines . 
Voicing in the materia l beginning i n mid- measure 7 should 
maintain equal strength between t he notes , permi tting t he 
preponderance of fourth and f if ths to sou nd. 

VIII . The "free " material should be quite free , a lmost cadenza- like 
in character . In most case s , t he performance i s qu i t e cl ose 
to how I wish them to sound , excepting t he very l as t fl ourish 
of J2nd notes, which needs to be qui e ter, more ethereal . 

IX . The final l ow chord needs t o sound un t i l t he final r elease , 
and t he l a s t high- pitched stuff cannot s l ow, except as note 
values i ncrease . I t rust this is possibl e on a l arger pia~o 
that has l onger s us tain qualities in t he low r egi ster . The 
tape does not de mo ns trate this . 

X. I did no t i ndicate peda l markings , f eeli ng t ha t t ypical , 
careful us e of thE: pedal is call ed f or and i s mos tl y 
logic~l. Over use , of course , mus t b8 wa t che d . The r e 
may be a spot or two where t he GOs te nu to pedal cou ld be 
employed , but not necessarily . 

XI . The piece wa s first i mpr ovi zed, whi c h mea ns f i nge ri ng 
shou ld also be usual fare . There are many occa s io ns 
in which t he l eft hand plays not e s in t he treble staff , 
and the right hand i n t he bass s taff . The re should be 
no unusual solutions to fi ngeri ng problems . 



Ms . Kimber ly St a l ey 
9938 Cold1;ater 
Dallas, Texas 75228 

Dear Ms . St a l ey: 

1 22 

----

January 8 , 19 80 

As author and current copyri ght ho l der of th e composi tion 
"Interchange ," I her eby grant permi ss i on for sa id mu s i ca l 
work to be performed and reproduced in the fol l owing in s t ances: 

I. Permission is granted for t he work to be choreographed 
by Ms . Kimberl y Sta l ey, and th e mus i c t o be pe rformed 
a l ong with s uch choreography a t any ti me wh en under the 
directorship of Ms . Kimberly Staley. 

I I. Th e mus ica l sco re ma y be r ep roduced in whol e by wh a tever 
means to fa c ilita t e above performances. 

III .Th e mus ical score nay be r ep r oduced in whateve r 
quantities are neces sary for the incl us ion in thes i s 
copies as r equi r ed and as is usual. 

IV . The musical score may be included in the sis copies fo r 
the purpose of placing in a library as r equi r ed . 

V. Individua l performa nc es of the mus i c without choreo­
graphy, and performance~ of th e music ~o· i th choreogr aphy 
when not under the directorship of Ki mberly Sta l ey , mus t 
be reques t ed of the compose r, with consent given in writing . 

VI. Reproductions of t he musica l score, in who le or in par t , 
is r eserved to the wi shes of t he composer, and mus t be 
requested of th e composer and agreed to in writin g by the 
composer, excepting the abo ve mentioned ins t ances. 

VI I. Should copyr i ght ownership pass from th e compos er t o 
another individual or corpo ration, the above l i mitations 
will be s ubject t o the wi shes of the new owner . 

DER: wfn 
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