Ways of notating floor touching gestures with thedot
by

Janos Fugedi & Gabor Misi

1. At the 2007 conference of ICKL Janos Fugedi raibedissue that the notation of touching
gestures was complicated, contradictory, in certaises its rhythm indication ambiguous,
and suggested a simpler solutfoHere, as a continuation of the subject, a shaitotital
survey is followed by the comparison of three notatapproaches. It is examined, how
their solutions represent viewpoints for helpingation understandings classified here. The
main section of the study presents, where the cpuesg application of an early solution
leads if it is applied to all types of touching ttheor. At the end the results are compared
with support indications which need foot hooks aslwEvaluation of the results and a
shaping of courses close the study.

Ways of notating floor touching gestures — a shottistorical survey

2.When introducing kinetography in 1928 Rudolf Labaserted foot hooks around the mid-
dle section of a direction sign for indicating ac¢hbing leg gesture — see the encircled signs
in Fig.1> The method was followed by textbooks, such.asanotationby Ann Hutchinson
published in 1954(Fig.2), orTancjelirasby Maria Szentpal released in 19%5ee Fig.3).
Naturally the practice of notation used the metasdvell, as it can be found in manuscripts
by Albrecht Knust (Fig.2and 5). Double foot hooks were placed in the middle afirec-
tion sign for indicating sliding contacts, examptes be seen in Fig.6 by Hutchind@md
Fig.7 by Szentpél
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2 Schrifttanz1928, 13
% Hutchinson 1954, 117. (Support followed by a gagant holding support that time.)

4 Szentpal 1955, 61. (Reference points to the tedause notation section of he publication missegk mum-
bering.)

® Knust Collection, Knust_P_04a_01, page 1.. (THeremced document can be reached in an internabaise,
address is given in References.) The source p@dlisbtation under the title of ,Charakterexercigerfissische,
polnische und ungarische Biihnentanze und fir Mdtéd!). Exact date of notation could not be detimed, it
might be made around mid 1950'’s.

® Knust Collection, Knust_P_04a_02, page 3. Titldngarische Schrittkombination (Biihnen Ungarisch) ar
rangiert von Gisela Reber”. For date of notatios the footnote above.

" Hutchinson 1954, 121

8 Szentpal 1955, 56
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3.From the point of the present investigation it isasic question: what the above notations
meanrhythmicallycompared to the metrical structure of music? Whdrttee indicated part
of the foot reach the floor exactly? In the vemgtfipublication where a touching gesture is
indicated (Fig.1), explanation does not make iaclédutchinson avoided the straight an-
swer: ,The direction symbol and the hook are regdras a unit, and so the length of the di-
rection symbol indicates the time taken to perfone touch.® The question, which is im-
portant from the point of understanding and intetipg correctly notations of e.g. tradi-
tional dances was not responded by Szentpal eitterever, the performance of move-
ments in Fig.& is well known for those, who were trained in ttnde genre: touches must
be performed simultaneously with arriving from @@ing, that is at the beginning of the
beat. From the abundant possibilities notation ofgarian material by Knust was selected
intentionally, this way — knowing the performaneguirements — the rhythmical intentions
can be decided with great probability. NotatiorFig.4 by Knust presents a very character-
istic crossing—closing motive, where touch defilyitmust arrive on the starting moment of
the beat. Touches in Fig.5 can't be regarded diffiy either. A conclusion can be drawn
that in the early notations foot hooks on a dictsymbol did not carry rhythmical mean-
ing. Their appearance in the middle or around thgeuthird of the direction sign was a no-
tation convention only. Hutchinson Guest in hedgtan the history of the development of
Laban-kinetography stated: ,Originally a hook dfiad to a gesture or a support symbol
modified the whole sign, thus placement did notehvbe exact*!

4.The understanding of notation of touches was cenalily changed by Knust’s rule, which
gavetiming significanceto the place of a hook on a direction sfgccording to Ex.487a
from Knust's Abriss published in 1956 (see Figl& hooks placed differently on a forward
direction sign mean different timing, different memnts of the touch: 487a indicates a touch
at the beginning of the gesture, 487b midway, anldoith cases after the touch the leg con-
tinues its progression towards forward low, whi8¥d represents a touch at the end of the
gesture, a terminating touch. Later movements edtas in Ex.487a-b were indentified as
transient touchesyhile notation of Ex. 487c astarminating touct?
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® Hutchinson 1954, 118

0 village: Alsénémedi, name of dance: tustold. Czilel by Emma Lugossy.

" Hutchinson Guest 1995, 56

12 Knust 1956, 60

13 The expression of ,terminating touch” can not bgarded exclusive for the movement of Ex.487c, beea
sliding gesture would touch the floor at the enthef movement as well.



5.Knust introduced his theory at the 1963 ICKL coafare, and the experts tended to accept
the solution:* As a consequence two basic approaches emergetiating touching ges-
tures, thespecificor exact timing,and thegeneralor unit timing. Their meaning is repre-
sented by a simple movement pair in Fig.9 and h@ flgures indicate gestures which ar-
rive on (at the beginning of) the second beat in a forviaumthing position. Fig.9 introduces
the physically realistic movement phenomenon. Sysbw both gestures start before the
beat, when the movements really start. The endlseo$ymbols (representing the end of the
movements) are shifted a bit above the start ofbéts to serve room for attaching the
hook. (The solution helps understanding. If thekh@og. the horizontal line of 1/8 ball was
drawn right at the beat, in case it matches a medse, it would ,disappear”). In case of
unit timing of Fig.10 the direction signs match teagth of the beats, we might say, they
are ,adjusted” to the beats to help recognizingrthghm of the movement. As a conven-
tion, the hook of the second, touching gesturdasqa around thendof the direction sign.
Maria Szentpal followed a ,mixed” way of notatios & can be seen in Fig.11. She notated
non-touching gestures in unit timing, while usedaiming for touching gesturé3At the
2007 conference of ICKL Fiigedi suggested anothkrtisn, corresponding to Fig.12.
Here direction signs follow the principle of unitning, while the hooks are placed on the
direction signs according to exact timing.
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Aspects of indicating floor touches

5. Several graphical aspects can be formulated facatidg floor touches. The ,visual ex-
pectations” introduced below describe, what carrdapiired from the positions of signs
compared to the musical order or to each other:

6. A) The direction symbol should describe the rhydinthe movement in a well recogniz-
able way The rhythm can be recognized easily if the dioecsign adjusts to the beat, in
other words, the beginning of the direction sigriahes the start of a beXt.

1CKL 1963, 24

15 Szentpal 1976, 21

'8 Figedi 2008, 40-41

Y This criterion of rhythm recognition is followed the system in case of support notation and irushl indi-
cation of gestures without contacts. Even if thgitn@ing of the direction sign represents the ensitjpm of the
gesture, the usability of this criterion is suppdrby our 20 years of education practice. Anyhoitheut doubts
it can be proved only by an experiment analyzetistizally.



7. B) The hook representing the floor contact shonttidate the moment of touch in the met-
ric system of notation (in length of the staffhe criterion can be satisfied if the hook is
placed at the beginning of the beat.

8. C) The placement of hook should show the innecttra of the movemerithe contact is
realized at the end of a gesture, which can beesspd by a hook placement at the end of
the direction sign.

9. Szentpal's method (Fig.11) does not represent némciple, therefore Fig.13—15 show
only indications following exact timing, unit timgnand Fugedi’s proposal. Below the no-
tations it can be discovered, that in each casg twd are fulfilled from the above three
criterions. The third, and no tfulfilled criteriaran lead to problems of understanding. Ex-
act timing in Fig.13 makes timing recognition diffit, because the direction signs are
shifted compared to the bedfdUnit timing in Fig.14 indicates the moment of cacttdif-
ferently as performed in the reality. Figedi's posgl in Fig.15 fulfills criterion a) and b)
but not c), in this case the placement of hook dbveshow the inner structure of the
movement. This notation imposes as if the leg wauizhress into the indicated direction
after the contact.

10.All the three expectations are fulfilled in Fig.26but this notation does not reflect the
same rhythm of the movement compared to the pesviigures. Instead of an evep,
rhythm, calm performance the notation indicatesddsn gesture wit) rhythm. There-
fore our notation system can correspond to alltkimee visual expectatiorst the same
time only in a rhythmically limited situation. Conseauiy indication of touching gestures
must include a certain convention of understanding.

\ o o a
a.) yes a.) yes a.) yes
= b.)no b.) yes b.) yes
a.)no c.) yes c.)no c.) yes
b.) yes
c.) yes 14 15 16

13

18 Understanding gets especially difficult in caseof-touching gestures. A hook shows the mometuuath so
it is comparatively easy to state the rhythm of ¢baetacting movement. But the constant shifts far-touching
gestures overcomplicate the recognition of rhythms.



Indicating rhythm of touches

12.Movement analysis in kinetograptfiydistinguishes nine types of floor contacts. Types
identified assimple(terminating) transient transient slidingsliding, rolling, sliding roll-
ing, transient sliding rolling touches, touchesn understood directignand resultant
touches

13.Below, as a continuation of Janos Fugedi’s initiatia notation method is investigated,
whose main intention is the exact indication ofthimy, while rhythm recognition is kept
easy. The approach will be referencedghm expressivamethod.

Simple touch

14.For indicating simple, terminating touches, Labaorginal solution is applied, where a
foot hook on a direction sign does not indicateirign The notation of gesture direction
follows the principle of unit timing. Apparentlyf & hook doesn’t indicate timing, then it
can be placednywhereon the direction sign. In this respect the sanyghrn of contact is
notated, if in Fig.17a the hook is placed at tlaetstn Fig.17b at the middle, or in Fig.17c
at the end of a direction sign. All three notatioggresent a touch right at the beginning of
the second beat. (The moment of touch is showntuyrizaontal arrow.) A simple rule can
be formulateda single hook on a direction sign represents a teatng touch

g (@) Ol

1l7a 17b 17c

15.A comparison of notation methods can be seen intGha

Type exact timing mixed unit timing rhythm expressive
of (Knust) (Szentpdl) (Hutchinson) (Fugedi — Misi)
touch

') ERBIREE

1.1.2 1.13 l14a 114b 1.1.4¢

simple

v-‘-

Chart 1

19 We do not make distinction between notation disl&own as KIN and LN here. The term ,kinetograpisy
used as a short term for ,Laban-kinetography”, nmegboth approaches in general.



16.While discovering the possibilities of the rhythxpeessive method, the principle would
not be changed hook attached to a direction sign does not in@idhe timing of contact
In the following it will be discovered, what consemces emerge, if this simple and ap-
pealing principle is applied to all known typestofiches. In the course of the analysis the
charts include the former ways of notation as well.

Transient touch

17.The second row of Chart 2 presents the ways oftingta transient touch, the rhythm ex-
pressive solution is missing for the moment. Thepde touch indications are repeated in
the first row to call attention, that two optiomsthe rhythm expressive method (2.1.4a-b)
are the same as the ways of notating transienh&sum exact an unit timing (2.2.1a-b,
2.2.3a-b). The coincidence can raise a strongteesie against the new, rhythm expressive

method.
Type exact timing mixed unit timing rhythm expressive
of (Knust) (Szentpdl) (Hutchinson) (Fugedi — Misi)
touch
simple 1 l ) d ) )
’ 2.1.2 /M/V 2.14a 2.1.4b 2.1.44
211
// /
transient Lh=T 1 missing from | 1
| Szentpdl's )
u' \’ movement o
analysis 2.2.3a 223b
221a 2.21b

Chart 2

18.Nevertheless, we have to express a definite res@nvaoncerning the movement phe-
nomenon of transient touch. Maria Szentpal hadaogyt known about this type, though
she did not include it in her analytical system.nffer why not? Szentpal notated — in her
meticulously detailed manner — not only originatl atage traditional dances, but histori-
cal, ballroom and jazz dances just as well as bhallgparently her system misses the tran-
sient touch because in her diverse practice shenbaer needed its indication. Flgedi in
his study mentioned above questioned the posyitsfitperforming transient touchés.
Since the movement analytical idea of transienttiaa known internationally, the experts

20 Fiigedi 2008, 38



at the Dance Notation Bureau at their 2008 April dnly meetings discussed Fiigedi’s
argument. Minutes of the 2008 April meeting statd$iey physically demonstrated ex-
amples that they felt could be considered trandimmthes (without sliding).” Minutes of
the 2008 July meeting in this subject words monesaterately: ,Transient touch indica-
tions, [...] conventions which allow this interpagbn to be notated ,The notators in the
group have found the intent, general timing, arghiion conveyed in the [...] convention
is very useful for notating ballet and modern dahce

19.In 2008 Fugedi recorded a professional ballet dapegorming transient touches as no-
tated by Knust in his Abbriss 1956 (here Fig.8)e Thancer could perform the movements
only with passing slidingespecially if the tempo was slow. A performaneamthe ex-
pected transient touch could be achieved onlyefdancer made a sudden ankle folding
(extension) and unfolding (flexion) batkin movement context notated in Chart 1 (the
gesture started from side low and arrived forwand)Ithe dancer managed to perform a
movement phenomenon near to transient touch (withrdly recognizable sliding) with-
out ankle folding® Therefore we accept the transient touch gerforming intention It
must be noted though, that such a movement hawer leen met during our notion prac-
tice, its trace could not be found in the worksAmpston Lany?*

20.The question must be raised, whether it worth x@sgra plain notation indication — which
originally was introduced by Laban (and his fellé%is creating the system) for a simple
touch — used now by both the exact timing (2.22.B,1b) and the unit timing (2.2.3b,
2.2.3b) methods for indicating a definitely unconmend almost unperformable move-
ment phenomenon. It seems much more reasonablsetéhe simple indication for the
most common type of simple touch and search anatbletion for the rarely (and even
then only intentionally) used type of transientdiou

21.The specific solution for indicating a transientich is already in the system. The obvious
possibility was proposed by Charlotte Wile at thevae mentioned 2008 April meeting of
DNB as in Fig.18. The transient touch can be exg@@s- and distinguished from a termi-
nating touch — with a release sign (broken bodghabove the hook.

2 The material can be found: http://www.dancenotatiog/DNB/index.html; menu Theory Bulletin Board,
chapter ,Issues Pertaining to Both Motif Descriptiand Structured Description/Minutes for Theory hitegs
Thread” ,Minutes for the Open Theory Meeting, Aptjl2008” and ,Minutes for the Open Theory Meetidgly
14, 2008".

22 Fiigedi presented the video recordings at theuhdarian Movement Analysis and Notation Sympositito-(
vember 30, 2008).

% To achieve this result a place low must not apjpedween the starting and ending directions, asgegial
angle was needed. If the angle between the staatidgending leg positions was increased, the gahsbuch
became sliding, if it was decreased, the movemeualdcnot be regarded as one unit, but two differepposi-
tional movements.

24 Lanyi 1980. Lanyi notated hundreds of originabiti@nal dances from Central Europe. His notatitorsnu-
late the bulk of the Dance Notation Archive of thstitute for Musicology of the Hungarian AcadenmfySzi-
ences.

%5 Dussia Bereska, Kurt Jooss, Albrecht Knust, Siduerelder
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22.In the following analysis Wile’s solution is apgdi@s a tool for expanding the understand-
ing of indications in the system to find solutidos other types of touches. Chart 3-5 serve
help finding synonymous notations for the same mum@ meaning.

23.A release sign appears above the hook in thedoktmn of Chart 3, which cancels the
validity of contact by its meaning. Adversativetybody hold can be seen above the hook
in the third column, which — according to the preésenderstanding — superabundantly de-
clares the keeping of contact. Notations in thstfand the third column have different
meanings, while the one in the center column caregarded conditionally synonymous
with either the first or the third notation.

a release holding
following touch touch
single hook ()j } }I i Oﬁ
3.1.1 3.1.2 3.1.3
Chart 3

24.Depending on understanding, the center column eamdde equal or not equal with the
side columns. In unit timing the center column ima@ 4 (4.1.2) indicates transient touch,
therefore column one (4.1.1) is only a redundasyilgonymous indication of the center
column. Then the ,keeping contact” notation of eotu3 (4.1.3) has a definitely different
meaning compared to the center column. Understgnatation in unit timing, the center
column gets the meaning of the first column. Ndlyratriving to use the possible less
signs, followers of unit timing apply the solutionthe center column.

a release holding

following touch touch

single hook T )) - T ) + O:
41.1 4.1.2 4.1.3

Chart 4



25.Let’s investigate the same structure as above filmenpoint of the rhythm expressive
method in Chart 5. Since it was stated that theguteent of a hook doesn't indicate rhythm
in the rhythm expressive method, the center colom@hart 5 (5.1.2) means a single, ter-
minating touch. Its detailed synonymous notatiothes third column (5.1.3), where keep-
ing contact is expressed by a body hold. Notatiothe first column (5.1.1) — as proposed
by Wile (Fig.18) — in this context means a transtench.

a release holding
following touch touch
single hook T 7) F 7) - 7)
51.1 5.1.2 5.1.3
Chart 5

26.The empty cell of the rhythm expressive method Imai€ 2 is filled in Chart 6 following
the understanding of the first column of Chart I5.nfust be noted though, that while
6.2.1a—6.2.3a compared to 6.2.1b—6.2.3b indicatéacts with different timing, 6.2.4a—b
represent touches only on the start of the bedferi@nt timing solutions for the rhythm
expressive method need further investigation, wigaot discussed here.)

Type exact timing mixed unit timing rhythm expressive
of (Knust) (Szentpal) (Hutchinson) (Fugedi — Misi)
touch

simple | 1 1 1 1 | 11 1 i 1 i
‘ ) )
’ > /7 < <
211 21.2 2.1/ 214a 2.14b 2.1.4¢
/-/ /
transient =71 missing from | ]
| Szentpal's 4 1 1 (ll il
\ movement ) ) ) )
) analysis - d
2.2.3a  2.23b 2242  2.2.4b

221a 2.2.1b

Chart 6



Sliding touches

27.A sliding touch is indicated in the system with d®ihooks. The momentary feature of a
transient touch is expressed by inserting the amlibboks near to each other and at the
beginning or in the middle of the direction symbadsit is shown in Chart 7. Depending of
contact rhythm, exact timing and unit timing sesaveral solutions, which only two are
shown in the chart of. In 7.1.1a and 7.1.3a thecéiaslides the foot at the beginning of
movement, in 7.1.1b and 7.1.3b around the middigesture timing.

28.As the second row of Chart 7 for (simple) slidirestyires shows, all former methods in-
serts hooks at the beginning and at the end o€tthres symbols, which underlines, that
the contact is kept from the beginning to the ehthe gesture. Former methods differ
only in placement of the direction signs comparedhe musical structure (staff). Note,

that in this case Szentpdl used unit timing fohkazses, for the transient and the terminat-
ing sliding.

Type exact timing mixed unit timing rhythm expressive
of (Knust) (Szentpal) (Hutchinson) (Flgedi — Misi)
touch
transient I N 1 I 1 T i
sliding i’ 7! ) J ) J )
7.1.2 7.13a 7.1.3b 7.1.4a 7.1.4b

7.11a 7.1.1b

sliding ] T T
! } [ERERNE
’ 7.2.3 7.24a 7.2.4b 7.2.4c
7.2.1 7.2.2
Chart 7

29.Anticipating the next analysis, Chart 7 introdudlke possible solutions for the rhythm
expressive method. This result was achieved throlglapproach included in Chart 8 and
9, applying the method of comparing synonymoustimia.



30.If the center column of Chart 8 (8.1.2) is undavgt@ccording to unit timing, its meaning
(as a synonymous notation) equals with that offitlsé column (8.1.1). The third column
has a different meaning (8.1.3). Therefore in @iniing the center column (8.1.2) indi-
cates a transient sliding.

a release holding
following touch touch
Ik — 4 I
double hook ) - ) * )
8.1.1 8.1.2 8.1.3
Chart 8

31.1f the center column in Chart 9 is considered ahiryexpressive notation, meanings are
understood according to the equal and not equaksidere the center column indicates a
simple sliding contact.

a release holding
following touch touch
Ik IR - Ik
double hook ) 7 )~ )
9.2.1 9.2.2 9.2.3
Chart 9

Rolling touches

32.In Chart 10 the simple, transient sliding and slgiolling touches are discussed together,
without any detailed steps of analysis, becausddiraulation of the rhythm expressive
method is the same as above.



33.In the first row of Chart 10 the simple rolling ttee palm of the foot is started from an 1/8
ball contact. The leg keeps its direction, andtifmeng of rolling is indicated by an action
stroke. In case of exact timing (10.1.1) and uiniirtg (10.1.3) the placement of the ac-
tions stroke corresponds to the convention of thegment of a direction sign indicating a
single touch, which Szentpél departed again frotn1(2). The rhythm expressive method
was created to the analogy of simple touches (A&-b), keeping its principle of no tim-
ing of hooks on a symbol, therefore hooks can apaiethe beginning, in the middle or at
the end of the action stroke with the same metrizadning.

34.Perhaps the most characteristic occurrence ofnaimat sliding rolling is battement tendu
jeté in ballet, which is notated in the second @wChart 10, started from a palm of the
foot contact. During the well-known and -trainedfpemance the foot rolls from its palm
to toe while slides forward, then the leg leaves gnound. Former notation methods
(10.2.1-10.2.3) indicate leaving the ground witd flacement of hooks on the direction
sign, while the rhythm expressive method usesemsel sign as before (10.2.4a-b).

35.Rolling sliding is also a characteristic movemehtoallet (battement tendu), where the
foot continuously rolls from palm to toe, while ¢aat with the floor is kept. Former
methods (10.3.1-10.3.3) place the first hook atléginning, and the second one at the
end of the direction sign. In the rhythm expressinathod the two different hooks can be
attached anywhere to the direction sign (10.3.4aNoje that a body hold sign can be
written above the hooks without changing the megwifnotation in examples 10.3.4a-b,
analogously to 9.2.3 of Chart 9.

Type exact timing mixed unit timing rhythm expressive
of (Knust) (Szentpdl) (Hutchinson) (Fugedi — Misi)
touch
rolling 1 4 1 1 1 1]
= 10.1.3 10.1.4a10.1.4b 10.1.4c
10.1.1 10.1.2
transient T % T i T 1
sliding d d
rolling : = 10.2.3 10.2.4210.2.4b
10.2.1 10.2.2
b
rolling o d
: E— 10.3.3 10.3.4a10.3.4b 10.3.4c

10.3.1 10.3.2

Chart 10



Touches in understood directiandresultant touches

36.Indicating both types of touches only hooks aredusg no direction signs. In the system
of kinetography the placement of a hook in its dwat attached to any signs) expresses
the moment of the touch. This rule is followed hg thythm expressive method as well —
the convention of hooks not indicating timing ohtact is reserved only for the attached
contexts. Hence there is no difference in timingjgation of touches in understood direc-
tion and resultant touches in notation methods een be seen in Chart 11.

Type exact timing mixed unit timing rhythm expressive
of (Knust) (Szentpdl) (Hutchinson) (Fugedi — Misi)
touch
in B r r r
understood . J
direction I
11.1.2 11.1.3 1114
11.11
resultant W
11.2.1 11.2.2 11.2.3 11.2.4
Chart 11

Comparing types of touches

37.Chart 12 presents all types of touches in all nethaf notations for comparison. It’s re-
markable, that while exact timing, Szentpal's metland unit timing serve a single solu-
tion for a type, in the column of the rhythm exige method alternative indications can
be found. To decide, which one worth selecting,ttfehod should be reviewed in differ-
ent context from the point of the easiest recognitiThe next chapter poses some possible
situations for decision.



Type exact timing mixed unit timing rhythm expressive
of (Knust) (Szentpal) (Hutchinson) (Fugedi — Misi)

touch
! ) il R
12.1.1 ’ 12.1.2 12.1.3 12.1.4a12.1.4b 12.1.4c
. T T T (2 (ll
transient excluded 7} ) }
12.21] ] 12.2.3 12.24a 12.2.4b
i - 1 : E :
aiding ‘ ) ) b )
12.3.1 ’ 12.3.2 12.3.3 12.3.4a 12.3.4b
slidin ] /] { E N

12.4.1 12.4.2 12.4.3 12.4.4a 12.4.4b 12.4.4(

rolling a q d J
12.5.1 I 12.5.2 I 12.5.3 12.5.4a 12.5.4b 12.5.4c
transient 1 1 1 1 $ 1
sliding
rolling c <
12.6.1 12.6.2 12.6.3 12.6.4a 12.6.4b
sliding T + + + +
rolling | .
12.7.1 12.7.2 12.7.3 12.7.4a 12.7.4b 12.7.4c
in understood 1- 1~ 1- 1-
direction . i
12.8.1 I 12.8.2 12.8.3 12.8.4
resultant W W 1 W
12.9.1 12.9.2 12.9.3 1294

Chart 12

Chart 12



Comparing indication of touching gestures with suport

38.A sliding spring arriving on 1/8 ball is notated fing.19a. After the release of weight the
dancer takes support on the second beat (at tharieg of the beat), consequently the
sliding progress is performdzeforethe second beat. Reflecting this timing differertbe
double hooks are placéd the gap of the spring.The level of arrival, the sign of 1/8 ball
is written again on the support of the second Beatowing either the exact timing or unit
timing methods, the sliding spring is conventiopalbtated as it is shown in Fig.19b. In
other words, exact timing uses the method of umitng. Note, that in Fig.19b the second
hook does not carry timing meaning, because theeatamas already arrived at the begin-
ning of the beat — so the second hook indicateg theltype of movement.

39.1f the dancer does not slide during locomotionivarg on an 1/8 ball is indicated accord-
ing to Fig.20. As Hutchinson formulates it: , Theakas usually placed at the beginning of
the symbol where the contact with the floor occifs”

19a 19b 20

40.A row in Chart 13 describes the same movement gwgite the subsequent rows repre-
sent different movements. The present analysissiExwn the second beat. It is expected
that taking support (arriving from the air) and tentacting moment of the touching ges-
ture are performed with the same timing, exactlthatbeginning of the second beat. Due
to the initial convention of the rhythm expressimethod there are several possibilities for
indicating touches — in the chart only three iesi&d. The method’s support indications
still follow the same convention as it was statedtbuches: a hook on a direction symbol
does not indicate timing, so it can appear anywbarthe sign.

41.The first row describes a spring to side, arrivamg1/8 ball, and a touch with 1/8 ball si-
multaneous with taking weight. In case of exactirign(13.1.1) the hook appears at the
same place in the direction signs of support arstiuge compared to the metrical structure
(staff). This way the metrical coincidence is exyser by the placement of hooks, though
support and gesture direction signs ,slide aparl ;habit” of exact timing — therefore
visually do not reflect rhythmical unity. The ditem signs in unit timing (13.1.2) reflect
the same support—gesture rhythm, but in this methedhooks on the direction signs ,slide

%6 This indication emerged at the 1963 ICKL confeeelCKL 1963, 14-16). Fiigedi (1997, 72) analyzeid th
way of indication is his study on types of springs.

" The convention was introduced by Hutchinson inQtB&n, in the second, revised edition of Labanmtati
(Hutchinson 1970, 215), and kept until the lastyrfio edition (Hutchinson Guest 2005, 189). Notet $he used
the context of steps, not springs. A similar situatt the discussion of springs could not be found



apart”. The rhythm expressive method (13.1.3a—njesepossibility placing the hook at
the start, at the end or in the middle of the dioecsigns. The three solutions presented
here reflect the rhythmical simultaneity in theeca$ hooks just as well as direction signs.

exact timing unit timing rhythm expressive

smmon | [ e
an 1
simple touch ( l ( K H (
13.1.1 13.1.2 13.1.3a 13.1.3b 13.1.3c

sliding suppor

and ki o {
simple touch \[J ( k (
13.2.1 13.2.2 13.2.3a 13.2.3b 13.2.3c
supdert | ] @ | : @ #> *
an T T il T T
sliding touch ( \f/ \E/ \F/ (
13.3.1 13.3.2 13.3.3a 13.3.3b 13.3.3c
sliding suppor @ : ] j> ] % ﬁ
and - 1 -
sliding touch i: H x
13.4.1 13.4.2 134.3a 13.43b 13.4.3c
Chart 13

42.The notations in the second row show sliding spriily simple touch. In exact timing
(13.2.1) the second hook on the support directign mdicates only the movement type,
the same hook on the gesture direction sign ingéctining of the arriving part of the foot
— they are ,sliding apart” of course, because tingpsrt indication follows unit timing,
while the attached hooks reflect the inner striectifrmovement. Unit timing (13.2.2) from
this respect is acceptable, the hooks indicatingarare placed visually at the same level.
The rhythm expressive method can achieve a sinsitddwtion to that of unit timing
(13.2.3a), but it is open to other possibilitie3.213b—c).

43.The second beat of notations in the third row regmés a spring arriving on 1/8 ball, si-
multaneous with a sliding gesture. Applying the moelt of exact timing (13.3.1) the hooks
appear at the same place metrically. In case dftuming (13.3.2) the hook representing
the end of the contacting gesture is places jusivels differently as in the first row
(13.1.2). For the rhythm expressive method a smiusimilar to unit timing can be used
again (13.3.3a), but reflecting contact simultantiere is a possibility when hooks appear
visually at the same level (13.3.3c).



44.Both support and gesture are sliding in the fouoth of the chart. Here only exact timing
carries on the burden of its mixed way of notatem pecause of the ,slid apart” direction
signs the hooks ,slide apart” of course (13.4.1)e Tinit timing (13.4.2), and two varia-
tions of the rhythm expressive method (13.4.3a4.88) can indicate hooks on support and
gesture direction signs matching each other.

45.The problematic indications in Chart 13 are enetcllt can be realized that only the
rhythm expressive method includes solutions froenghint of visual congruence of plac-
ing the hooks. It is easy to notice now, that exasg. in the column of the rhythm ex-
pressive method tend to satisfy all requirementseres hooks appear in the middle of di-
rection signs.

Closing remarks

46.The study compared ways of notating gestures tagcthe floor with the foot and raised
the possibility of a new, identified here as rhytBrpressive method. It includes the solu-
tions of early notation approaches, so it servesssibility for retuning to the ,spirit” of
the beginning, while at the same time it takes icdosideration the ways of notating
movement types discovered since that. Forms ofliilhm expressive method were se-
lected using the tool of comparing synonymous mnmtat

47.The eliminating the role of a hook on a directiegnsindicating timing of contact results,

that formally a hook can be placed anywhere orrection sign (or action stroke), there-
fore according to the present understanding ofsilstem it seems as if a movement type
can be notated differently in the rhythm expressnethod. It is advisable selecting only
one, but before decision, the followings have t@balyzed:

a) cases of touching the floor with the foot, wigeming the gesture it is needed to in-

dicate the timing of contact;

b) notation situations when hooks are written tmisgls eligible expressing rhythm

but different from direction signs (e.g. rotatiagrs);

c) gestures when contacts are indicated with daeaigns simultaneously and inde-

pendently (e.g. claps);

d) notation of slow touching movements, which lasger than a beat.

48.For an established proposal the history of changése system of kinetography must be

investigated deeper from the point of theory anactice, the reasons for changes intro-
duced, and all types of movements concerned irstlgect has to be analyzed. A special
research is also needed to discover the differbeteeen the execution and mental per-
ception of movements, because results can signific@nhance the success to find the
proper notation solutions. However, the presennhtdaes not feel possessing the compe-
tence to solve the above tasks in all genres ofeland limits the subject of its exploration

to the field of traditional dances in Europe. Coetphess in genre can be achieved only in
cooperation with representatives of other genretaote.



References

Fugedi, Janos (1997): An Analysis and Classificatmf Springs. Proceedings of the Twentieth Biennal
Conference of the International Council of Kinetgny Laban, August 9 - 14, 1997, held at the Hong
Kong Academy for Performing Arts, Hong Kong, 41-76

Figedi, Janos (2008): Unit timing of touching gessu Proceedings of the Twenty-Fifth Biennal Coarfee of
the International Council of Kinetography Laban,Iche@t Escuela Nacional de Danza Clasica y
Contemporanea, Mexico City D.F., Mexico, July 29gAst 5, 2009, 33-48

Hutchinson, Ann (1954): Labanotation. A New Direa Book, New York

Hutchinson, Ann (1970): Labanotation or Kinetognagtaban — The System of Analyzing and Recording
Movement. Revised and expanded edition. A Theatte Book

Hutchinson Guest, Ann (1977): Labanotation or Kageaphy Laban — The System of Analyzing and Reogrdi
Movement. Third, Revised Edition. A Theatre ArtsaRo

Hutchinson Guest, Ann (1995): A History of the Dieyenent of the Laban Notation System. Languagearide
Centre

Hutchinson Guest, Ann (2005): Labanotation. Fo&dition. Routledge, New York and London

ICKL 1963: International Council of Kinetography h@&n Conference 1963. In International Council of
Kinetography Laban Conference Proceedings 19597%.18n International Council of Kinetography
Laban Publication, 1996

Knust, Albrecht (1956): Abbriss der Kinetographigblan. Verlag Das Tanzarchiv, Hamburg

Knust, Albrecht (1979): A Dictionary of Kinetographaban. MacDonalds and Evans, Plymouth

Knust Collection: Centre national de la danse, Mt#wdique, Archives professionnelles d'Albrecht Knust
www: http://mediatheque.cnd.fr/partitions/_app_ptmysgl/calques_Med/recherche_alpha_cles.php.

Lanyi Agoston (1980): Néptancolvasékényv. Zefikiado, Budapest

Schrifttanz 1. Methodik — Orthographie — Erlauteyen. Universal Edition, Wien, Leipzig, 1928

Szentpal Maria, Szildgyiné (1955): Tanc-jelirasékz. Néprtivészeti Intézet

Szentpal Maria, Szilagyiné (1976): Tancjeliras. draliiinetografia. I. kotet. Kinetografiai Melléklédépmivelé-
si Propaganda Iroda



