
  
  
 

 

 

 
 

 
  

Dance Notation Bureau Library 
Monday - Friday  10 am – 5 pm 
Advance Notification by Phone/Email 
Recommended 

111 John Street, Suite 704 
New York, NY 10038 
Phone: 212/571-7011 
Fax: 212/571-7012 
Email: library@dancenotation.org 
Website: www.dancenotation.org 
Facebook: 
www.facebook.com/dancenotationbureau 

Library News is published four times a year 
in New York 

Editor: 
Joyce Greenberg 

Layout: 
Mei-Chen Lu 

Advisors:     
Jill Cirasella, Associate Librarian for Public 

Services and Scholarly Communication,  
Graduate Center, The City University of 
New York 

Nena Couch, Curator 
Lawrence and Lee Theatre Research 
Institute at The Ohio State University 

Libby Smigel, Dance Curator 
Library of Congress 

INSIDE THIS ISSUE 

• Happy Birthday, Ann Hutchinson
Guest

• The Grinnell Experience
• An Austrian Experience
•

Happy Birthday 

Ann Hutchinson Guest 

Congratulations, Ann, as you move forward into another year 
We are all so grateful to you for being a co-founder of the 

Dance Notation Bureau 
And for your continuing work making giant leaps forward in the 

dance field  
especially in Labanotation 
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Page 2 

For those of you who are new to Labanotation, here is a bit of background information: 

Ann Hutchinson Guest, researcher of dance and movement, is
considered to be the preeminent world authority on dance notation, especially 
Labanotation.  Ann wrote a history on the subject of dance notation, and her works 
have been translated into multiple languages.  In 1940, Ann was a co-founder of 
the Dance Notation Bureau in New York City along with Els Grelinger, Helen 
Priest Rogers and Janey Price.  The Bureau celebrated its 75th Anniversary in 2015. 

Ann also was the founder of the Language of Dance Centre (LODC) in London, 
England, in 1967, and co-founded the Language of Dance Center USA in 1997. 
Ann has received two honorary doctorates, and in 1997 received the “Outstanding 
Contribution to Dance Research” award from the Congress on Research in Dance 
(CORD).  In 1998 she was awarded a Guggenheim Fellowship for Dance Studies. 
Ann’s work made possible the reconstruction of several ballets including “Pas de 
Six” from La Vivandiere, and L’Apres-midi d’un Faun by Vaslav Nijinsky. 

On November 21, 2016, Ann will be presented with her latest accolade, the Martha 
Hill Dance Fund Lifetime Achievement Award—in the month that Ann celebrates 
her 98th birthday! 

Congratulations and many thanks, Ann, for your extensive, valuable work and for 
being such a positive example and inspiration for us all. 
 

THE GRINNELL EXPERIENCE 
by Ann Hutchinson Guest 

A letter arrived out of the blue, dated March 19,1997.   Grinnell College?  Where is that?  Iowa?  A look at the Rand 
McNally USA Road Atlas revealed a dot on the map east of Des Moines, more or less in the middle of Iowa.  Next to the 
dot in small red print were the words “Grinnell College.”  The letter, signed by Teresa Heiland, started, “On behalf of the 
Dance Troupe of Grinnell College, I am requesting permission to restage L’Après-midi d’un Faune using the notation score 
which you edited.”  The letter went on to describe the interest in this ballet was aroused in the students through their studies 
of Nijinsky and Diaghilev in their dance history classes.  She continued, “These dance students are extremely excited about 
working with your score to gain a deeper knowledge of Faune by recreating the dance.”  The plan was to be able to perform 
the work at their April, 1998, concert.  The writer then outlined various aspects which needed consideration: i.e. fees, 
royalties, construction of the set and costumes.  Was this a practical dream?   No one at Grinnell knew Labanotation.  How 
logically could it be achieved?  My cautious reply of April 2nd pointed out the problems to be faced and the fact that  
 permission to perform the work had never been given without either myself or my 
colleague Claudia Jeschke being on hand to oversee the final coaching and stage 
rehearsals. 

In response, an enthusiastic letter was received requesting the teaching aids which I 
had mentioned casually.  Then came the part that I came to treasure--particularly in 
view of the eventual outcome. Teresa wrote, “I had not imagined that you might travel 
such a distance to work with smaller schools, and to Iowa, of all places.  If we could 
organize a visit, how long would you or Claudia like to stay and how much could we 
offer for an honorarium?” In my reply I mentioned video as a possible means of 
checking the correct production of the piece, stressing how the distorted memory-
based versions had dishonored Nijinsky.  The poetry, musicality and the detailed story 
line, all evident in his authentic version, being noticeably absent from the memory-
based versions. 
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At the Motus Humanus Seminar in Minnesota early in June, 1997, I was approached by an enthusiastic young woman with 
long, neatly braided sandy-red hair.  “My name is Teresa Heiland.  I am the dance instructor at Grinnell College in Iowa. 
Can we find time to discuss the Nijinsky Faune project?“ It was soon clear that the college could not afford to bring 
someone in to produce the work and that performance was the aim.  If no one at Grinnell knew Labanotation, how could the 
Faune ballet be taught?  It all seemed a bit vague and I was not sure that anything could materialize.  In late August an 
invitation came from Yasuko Takunaga, director of the Boston Conservatory Dance Division, to mount Nijinsky’s Faune 
for their Spring concert.  This provided the possibility that, being already in the United States, I might continue on to Des 
Moines after the opening performance in Boston.  Could dates be worked out for a one-week visit? 

Letters started arriving from Teresa describing how their plans were progressing.  My traveling on to Iowa seemed feasible, 
the dates workable.  Gradually the whole plan began shaping up.  In October Teresa and the dancers began studying 
Labanotation.  A long letter from Teresa centered on questions of casting.  One of the two girls she had in mind for the 
leading nymph, Alison Hart, is very tall.  Would it work for her to be one of the corps nymphs when the other leading 
dancer was performing?  “Absolutely not,” I replied.  “It would look very strange.”  As luck would have it, Alison came to 
London in October for the Grinnell “term abroad” and we arranged to meet.  She was just starting to learn Labanotation 
through the Study Guide, the usual carefully graded progression.  The thought occurred to me that she might as well learn it 
through studying her part in Nijinsky’s Faune.  The more advanced symbols she would meet could be explained in the 
context of the movement.  When such symbols have immediate relevance, their meaning is easily absorbed.  Alison and I 
were able to arrange a few sessions, clearing the living room furniture so that she had space to make her entrance.  Once the 
notation phrase was understood, I put on the music tape and it became a rehearsal. “How many steps?  Where is your right 
arm?  Check the score!”  I would say, rather than telling her myself.  We rehearsed each phrase until she was comfortable 
and the movement flowed.  Alison found this a fascinating way to work and responded eagerly. 

Teresa wrote that she and the dancers were making progress in learning Labanotation and so, by January, I had arranged to 
send various rehearsal aids--the cue sheets, enlarged floor plans, the veils, grapes, flute and, of course, the cassette tape with 
the voice-over counting the measures.  This last is much needed as the Debussy music is exceptionally hard to count 
because of its changes in meter and the many instances of rubato.  In time a color reproduction of the Bakst backcloth was 
sent for the production department and color slides of the nymphs’ dresses for the costumer to study.  Each of the dancers 
purchased a copy of the book “Nijinsky’s Faune Restored.”  There was much practical preparation, but – what of the 
learning of the choreography?  How far had they progressed in mastering the score?  No specific reports on that were 
received. 

Early in March, 1998, I traveled from Boston to Des Moines and then on to Grinnell.  On my arrival I was whisked away by 
Teresa to meet with Marcella Beckwith who had already made good initial progress in tackling the materials for the dresses 
and the wigs.  But what about the choreography?  What would I find?  How much would the dancers have learned and how 
good would they be?  I prepared myself to be ready to react in a positive and encouraging way no matter what I found.  On 
March 7th the long awaited moment arrived.  Teresa took me into the Robert’s Theatre where the “mountain” (what we 
usually call the “rock,” they called the “mountain” in flat Iowa) had already been built though not yet camouflaged.  Teresa 
said the dancers were very nervous.  I have to say they did not show it.  As they danced I kept waiting for Teresa to say, 
“That is as far as we have gone.”  But no! To my amazement words of praise and appreciation from me flowed out.  What 
relief on their part!  They knew that much polishing of detail would be needed, and we embarked on being more accurate in 
the timing; on greater clarity in the gestures; the arms and head; and in the differences in the walking steps.  Above all, the 
quality, the expression, the motivation must emerge.  During my week there I had on average four hours of rehearsal each 
day for six days. How much could we accomplish in that time? Focus initially was very much on the intent of the 
movement, on what dramatically was taking place, and how that would affect the expression of the arm gesture, the turn of 
the head, etc.  Who were these nymphs?  What was their relationship to the faun?  To each other?  These are questions I 
always ask the dancers.  For me it was interesting to see the degree to which these particular dancers asked additional 
penetrating questions.  At times there was no answer.  Nijinsky did not give any motivational instructions; therefore, we can 
only surmise a possible answer from the context of the movements.  Over the days that followed, the results of such 
thoughtfulness, such awareness were to produce a remarkable level of performance.  By the last rehearsal, I was down to 
pointing out quite subtle details in specific movements-- a rewarding fact for them as well as for me. 

The Grinnell Experience has been unique.  It will inevitably be compared with what was achieved in 1989 by the Juilliard 
Dance Ensemble.  There the director of the Dance Division, Muriel Topaz, herself a dance notator of experience, had made 
the decision to embark on the work during the centenary year of Nijinsky’s birth.  The students involved had already studied 
Labanotation for three years, and each dancer learned his/her part from the score.  It must be said that on first showing, the 
Julliard cast presented a high level of accuracy in the movements, but the choreography had not yet started to “live,” to be
meaningful. This bringing the work to life is an essential part of the process. As the dancers undertake “making the 
movements their own” a slippage in accuracy, particularly in timing, is often experienced.
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Julliard cast presented a high level of accuracy in the movements, but the choreography had not yet started to “live,” to be 
meaningful.  This bringing the work to life is an essential part of the process.  As the dancers undertake “making the 
movements their own” a slippage in accuracy, particularly in timing, is often experienced.   

The revival of a group work from dance notation requires the input of a dance director, comparable to the conductor of an 
orchestra who brings the work to life through his/her understanding of the piece and of the composer’s intentions.  

I had come to Grinnell from having just spent three weeks teaching Nijinsky’s Faune in Boston where I had demonstrated 
each movement myself.  Yet this process also requires a comparable amount of time spent on clarifying timing, spacing 
and the mastering of accuracy in the gestures and walks.  The Grinnell Dance Troupe, headed by Teresa Heiland, entered 
another world, one might say, by mastering Labanotation enough to discover through intimate involvement in what 
Nijinsky had recorded and by experiencing the process of bring this knowledge to life in movement.  Their unique 
Nijinsky experience will remain with them, as will their knowledge of Labanotation as a tool for recording and exploring 
movement.  What was so admirable and exciting at Grinnell was how an idea seized by one student sparked others, and 
how they worked to overcome what might have been an impossible situation--to embark on the project of working from a 
dance score when at the start they were not able to read the notation system.  Theirs was an incredible achievement. 

AN AUSTRIAN EXPERIENCE* 
A report by Ann Hutchinson Guest 

What connection/relation does European modern dance technique as taught in the 1930s at Dartington Hall in England 
have today to the Institute of Dance Arts at the Anton Bruckner University in Linz, Austria?  The answer is preservation 
and the experience of exploring unfamiliar dance forms. 

As a young student I started training at the Jooss-Leeder1 Dance School at Dartington Hall.  As a Laban-based school, his 
system of dance notation was included in the three-year course.  Finding it easy and enjoyable, I copied out neatly the 
classroom studies that we wrote down in ‘script’ class, as it was called.  Years later I came across these dance scores and 
began teaching them to contemporary dance students.  To my delight even sophisticated advanced students of today loved 
them, the style was so different and they relished the range of dynamics. 

As a guest instructor at Anton Bruckner University from February 25th to 26th, 2016, I was invited to teach two workshops 
focused on the Jooss-Leeder style of dance technique.   I learned that The Institute of Dance Arts (IDA) provides a very 
contemporary program in approaching the art of dance.  Links with the present-day dance scene are intensified through 
resident teachers and a flow of guest instructors who provide comprehensive dance techniques, improvisation, individual 
creativity, artistic flexibility and performance experience.   Anatomy, body awareness and related current scientific 
findings are included.  The student body is amazingly international.  Professor Rose Breuss, Director of the IDA, and Dr. 
Claudia Jeschke were also on hand.  It was through them that I had been invited to teach the workshops.   

Rose Breuss explores elbow leading actions with students 

1 Kurt Jooss, a student of Rudolf Laban, is well known from his 
very successful ballet The Green Table.  In 1934 he moved with his 
company, The Ballets Jooss, and the leading teacher, Sigurd Leeder, 
from the Hochschule in Essen, Germany to Dartington Hall in 
Devon, England.  Leeder, an artist as well as a dancer and renowned 
teacher, achieved results through his imagery and imagination. 

* This article has been published in ICKL Newsletter #2,
September 2016 and at Anton Bruckner University in Austria 



Significantly, Professor Rose Breuss had learned Labanotation, reaching advanced level, through the University of Surrey at 
Guildford.  In her teaching at the Anton Bruckner University, she had the chance to include notation and develop a diversity 
of aspects around notation issues in her classes.   

These included the study of repertory through notation; notation as a tool for improvisation leading to composition and 
choreography; and notation as a performance tool.  From my point of view, it was splendid that she believed that the 
knowledge of notation enhances the performance of movements and allows a differentiated understanding about dancing, as 
well as contributing to clarification of body coordinations, of space and time and the sequence of movements.  In her artistic 
work as a choreographer she has used experimental notation as a tool to work on movement ideas. 

Dr. Claudia Jeschke encountered notation as a student studying Kinetography Laban with Albrecht Knust2 and Maria 
Szentpál3.  Her academic teaching as a professor for dance studies is based on the significance of notation for the practical as 
well as theoretical and historical production of dance knowledge. She considers notations as special and unique texts 
providing highly relevant insights into concepts and materials for “doing dancing” – texts that have not yet been sufficiently 
used in dance studies.  Dr. Jeschke is especially well known for her use of the system in connection with transcribing Vaslav 
Nijinsky’s own notation system and thus making available to the world Nijinsky’s first ballet, L’Après-midi d’un Faune as he 
himself had written it down.  I had the great pleasure to have worked on this important task with her during the 1980s. 
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Claudia Jeschke conducting a workshop 

At the two workshops that I taught, I found the students were interestingly 
international, being from Poland, Slovenia, Germany, Venezuela, Austria, 
and by chance a Syrian refugee who adapted well to the modern dance 
style we worked on.  Whatever the students’ background, they responded 
enthusiastically in learning the three contrasting classroom studies that I 
presented: the light, bouncy Laufen study with its re-bound springs and 
then, in sharp contrast the forceful impulse movements in the Somersault 
Impulse study, which they attacked with vehemence.  The third study was 
the more lyrical Elementar I, which features flowing movements 
punctuated by brief pauses. 

What was so different for me in this teaching situation, was the fact that
the students were dance literate. They were learning Labanotation, thus we 
 could take advantage of a rest period to look at the dance score of the study just learned.  It was so rewarding to be able to 

check details on timing, coordination in movements of parts of the body, the arms in relation to the steps, the inclusion of 
the upper-body or the torso and so on.  The study was then danced again with increased confidence and understanding. 

Dance students who are literate in Labanotation have the advantage of having access to the many publications incorporating 
Labanotation ranging from classroom exercises; classical ballet in the Cecchetti Method or the Danish Bournonville 
curriculum; modern dance techniques; folk and historical dances; national dances; ballroom; tap; jazz and many more 
which are available to be read and studied.  In addition, there are more than 

Ann Hutchinson Guest observes students 
checking the scores of Somersault Impulse

832 important choreographic scores by 276 world famous choreographers that 
have been published or are available for rental from the Dance Notation 
Bureau in New York City.  This organization, for which I was one of the 
founders in 1940, has made a tremendous contribution to the preservation of 
dance.  Their belief is that to understand the present, one needs to be familiar 
with the past.  The lives of dance students, performers, teachers and 
researchers are enriched through having access to the wealth of material 
available. 

With this development of a written dance literature, the Art of Dance need no 
longer be the stepchild of the Arts. 

2 Albrecht Knust was the first of Laban’s students to make Laban’s notation 
system his life’s work, publishing textbooks and study materials on 
Kinetography Laban.  He was the senior notator and President of the 
International Council for Kinetography Laban (ICKL). 
 
 
3 Maria Szentpál, whose mother Olga Szentpál had been a Laban student, became the leading teacher of notation in Hungary.  
She notated many of the Hungarian folk dances, published textbooks on the system as well as books of dances. 




