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During 206 = 2937, | followed the
Distance Learning Course One in
Baemash Movernent Naratian and the
Efermentary Labanotation, | started
with the Banesh course in March
2086, It took me some time at the
baginning ta get used ta the symbols
and espacially to the writing. It felt
as if | was learning a craft, a very
accurate one. Whare to place the
limes andd symbals?

| found myself rubbing out
a kot until | could handle well tha
movarment of my pancil. Then the
limizs grarted to reean whal was
proposed, movemants started to
be reprasented by symbols that |
could slewly understand. | had mixed
fealings aboul this situation: | liked i1,
bacause it damanded patienca and
concentration from me, it reguired
tirme and dedicaton ke dance does,
bt at the same tirme | theught | had
to focus too much on somathing that
did not invohee my understanding of
dance, my ability to draw.

After | passed the drawing
stage | realized how easily my
mind was adjusting to this now
way of looking at movernent. | was
mentally Tollowing a dancer, lboking
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at her from behind realizing all the
directions, trangitions and little
datails zhe would do. When | started
the Laban coursa thasa difficultias
wizre not there,

Bosth courses, Benesh and
Laban, have a similer educational
path, starting fram the way symbols
arg placed (in the stave in Benash
and in the statf in Laban), A gradual
devalopment |s present in the course
structura. The Laban course started
with simple movamants like walking,
whila Benesh entered tha ballet
workd of 1st, 2nd, 3rd etc. positions.
Alter thess basic positions, mora
complex arm and leg gestures like
turns and jumps are explained, Space
patterns, Hoor plans, repatition
gagncs and other syrmbols that help
understand the continuation and
fiorwe of the movement, or details
like the fingers or hiead tilte guided
o through the grammar of each
System,

When | arrived at the point
where | could read the notation
I was surprised with the ameunt of
information one could taks out
of it. But | was also surprised by tha
amount of price knowledge neesded
to understand it. Mot just a prior
knowiedge of dance in general
i neadad to maka your trip through
the notation world but sometimes
knowbedge af the specific style

conmermed = essantial, | imagined
soumetimes how difficult it woukd

ba for a non=-dancar to notate what
| was doing because of the lack

of senzorial inforrmation of that
rgverment available to him. This
thaught reminded ma of tha ward
skills and craft alweys needed in
dance. Il the recorded movemeant

is of & specific style, in this cass
classical ballet, the notator hos o
slightly essier job because he can
make cartain assumptions about the
mdement that he is recording. All
thesa assumptions can be notated
in BMM, but as they are an integral
part of the ballat technbyus we can
amit tham from our recordings, The
omission of information inside a
score s an interesting Isswe of danca
rotation.

Threugh my talks in Paris with
Eliane Mirzabgkiantz and arion
EBastien, Banesh and Laban notators
Irvralved inm the interdisciplinary
research project, | understood that
donce notations are deciphered and
that & fair amount of mystery is left
for the reader of the natation when
recOnStructing the scorg.

As Ann Hutchinson Guest
writes in her book Dance Motation,
tha prochss of Writing Mawemisnt
on paper (1984) “In many notation
processes it is the reader and the
reconstrucicsr who matter. Thair
rneeds must be anticipated. Laban
always advised: =Write mare than
s@ems nacessary; batter have too
much datall than not enocugh.® If tha
inforfmation is nat thers on paper
the reader cannot know it. Benash
praached redgundancy avwoidance;
‘Eliminate everything you poseibly
can. But there is a limit™." Not
o0 much, not too litthe: the right
measure must be found.

While daing both cowrses |
lookad for directions and commants
on movement intentisnality. The
word Sintention’ was sometimes usad
in the Benesh course description.
Most of the tirme, it was inked 1o
cxplanations on ways of notating the
sama movemant, Tha chosan way of
notating & movement will dapand on
the intenten given by the eacher
or the choreographer, FHowseeer
a position might not be clear in
context and £0 ancther group of
signs has been developed which can
b addad to the basic signs 1o clarify
the Intention of the choreographer.

Through the movement s
shape, plasement, direction, rythm
and chymamics much information
about its intention can be depicted,
Sill, this intformation would always
be dependent on the reader s
interpretation and of course on her’
hig dance baghkground, If the
intention of the movemeant s really
impartant for the whderstanding of
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aach actien and it = really dafined
wihan transmitting the movamant,
then words are written in the scorg
o make this knowmn.

| dizscovered that there ane no
spocial symbols for intentions
bacaesa it is & vary broad mattar
that cannot be universalized inone
st of symbaols and that words are
normally added to the score to
address this kind of information.

Anyhow, the interpretation of
the notation will depend not only
o o Thiz Movement iS notated
bt also on the skills of the reader,
Interpretation ks a constant isase
whan transmitting Infarrmatisn and
in the process of notatian it is
vital for both writer and reader, As
Banesh axplains in Reading dance
(1947), "_you are not reading the
natation as such [...] you are reading
a languags. In the case of Movemant
natation you will ke reading a
movermnent language [..]. And it iz
this kanguage with its anahsis and
grammar which is difficult.’

Thraugh this learning process |
undaerstond that skills of movement
anahysis, writing and reading are
npeded when notating movement,
The next atep of my research
focutad on the trangmisgan of the
meverment and, mare importanthy, on
whara information on intentionality is
placed inside this transmission.
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