




























beautiful space-flow study in icosahedric formation, contrasted with two
rhythmic closed groups. Lotte took the third part as a lively group sequence
in which near and far were amusingly applied to comic-grotesque partner
relations.

Sylvia took us all for the finale, in a group dance which we finished on
Sunday morning. She took near and far as an inward and outward pro
jection of the individual and the group, with opening and closing �ovements
and formation. Not only was this whole symphony extremely en1oyable to
do and to watch, but it was so well and so simply conceived that I think
we all went away stimulated to attempt greater things ourselves.

Valerie Preston. 

LABAN LECTURE, 1954 

( Reported by Mr. Laban's Secretary, Miss D. Bond) 

Upwards of fifty members gathered on Saturday morning for the
customary annual Laban Lecture. . . . . Mr. Laban said he was pleased to see agam the kmd, fam1har faces_ of
so many friends-members of the Guild. He wanted to speak that mornmg
on that " curious thing" of which they had probably heard, namely, " THE
AR T OF MOVEMEN T".

Mr. Laban went on to say that he would touch, for a moment, on �e
general lines of his research during a fairly long life. As. was known, his
early youth was spent in the Balkans, but he had _had occasion to �ave! i:iot
only through Europe but to most of the count�ies 11:1 the worl�, durm� w�1ch
time the cult of the Dance had appealed to him with a growmg fascmanon.
In passing through Northern Greece he had noted the remaii:s of the ?Id
culture and when he visited Asia Minor he found a totally different kmd
of exp;ession in movement (the o_utcome of a dif!er�nt civiliz�t�?n) pres�nted
notably in the dance of the Dervishes. . The mam idea of this dance_ was
the evolution of the stars around their centre- Allah. The exercises of
these Dervishes could be traced back to much older civilizations, probably
those of Egypt and Babylonia.

In course of time, Mr. Laban has seen the theatre and dances of the
Far East and, finally, he visited the territories of the Red Indian and made
a study of their ritualistic dances.

The interesting thing which both impressed and puzzled him was the
fact that in all these civilizations, traces could be found of a two-f�ld
approach to Movement. The Greek v�rbs " chorein " and " orchesoma1 "
both mean dancing, but refer to two different aspects of the art of m?ve
ment. In passing, it might be noted that the word or�hestra was den".ed
from the Greek word " orcbesomai ". The orchestra 1s a place at which
people were brought together for the purpose of harmony. . .. One type of dancing was social and later denoted an exh1b1t1on for �he
entertainment of an audience. The second was a form of personal expression
which carried no thought of an audience. Lucretius, who was born in Greece
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and who wrote a great deal about the ev,olution of dance, uses the word "ex
orchesomai " as descriptive of the "dancing out" of the Mysteries of Eleusis.
There were no words which could express what the initiated had experienced

and movement only was found to be the medium of the highest approach
to the Complete Life and its most profound secrets.

Mr. Laban said when he first saw the Chinese Theatre he realised that
there, possibly, was the highest cultivated stage dancing in the world-a
true representation of the inner life of man. In the Chinese form, again
he noted the two kinds of movement. First, in the ordinary Dramatic Street
Dancing (a very refined presentation by the way, far from the usual gyrations

of this kind) an entertainment for the onlooker, and secondly, the rhythmic,
remote response to an inaudible call, the expression of what is normally
invisible and intangible.

It would appear, therefore, that this duo-fold order of movement which
might be called the fact of positive and negative, light and dark, outer
and inner, attraction and repulsion were inherent in all races.

Mr. Laban went on to sa,y that his attention and interest had recently
been gripped by an article in the " Dance Observer" written by Sophia
Delza upon Chinese Exercise Techniques. The article was most revealing

in recording that the art of movement had been practised by the Chinese
many thousands of years ago and approximated almost precisely to his own
realisation of this art. This was in a way a chastening thought, but a happy
confirmation.

The article described how the writer was intrigued by a remark in a
Guide Book that a display of the " ancient type of gymnastics " which she
was told were exercises of " groups of elderly gentlemen " could be seen
in an adjacent park. What she saw, she says, was so startling and so interest
ing from every point of view that the impression could never leave her
mind. Not only "elderly gentlemen" took part, however ; there were
many young people of both sexes, too, who were " exercising in a very
unaffected way, not in the least disconcerted by a stranger on-looker. The
forms being done (patterns) seemed never to be repeated ; the dominating
quality was that of movement flowing endlessly-(the famous " flow ")-like
the perpetual motion of a river.

A translation of the name of these exercises, "T' AI CHI CH'U AN" is
"The Art of Gymnastic Movement''. Mr. Laban said that this expression had
been well-known to him, but he confessed that he had not fully realised the
exact translation. He was not aware that the expression "Art of Movement"
dates back to 1,000 A.D. and was, as Sophia Delza confirms, the culmina
tion of centuries of experiment and thought on the subject of exercise for
physical, emotional and intellectual health. " Even from the earliest times
in China," she says, " a distinction was made between the various forms and
uses of body design and body expression: (1) Those designed for com
memorative and ritual purposes ; (2) Those that were intended to stimulate
and direct the minds .of the audience ; (3) Those used to stimulate and
direct the feelings and the mind of the doer himself ... It is related that
in prehistoric China there had been a great flood which left stagnating
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waters which infected the atmosphere. Thereupon the ruler, Yu (2,205 B.C.)
ordered an organised series of ' Great Dances ' to be instituted, for, he said,
since stagnant waters cause contamination, the same would be true of an
inactivated body". 

As a systematically studied vehicle of healing, dance had been employed
as far back as 3,000 B.C. This aspect of movement was known as KUNG
FU, meaning "work done", implying that the patient himself does the
remedial work in his leisure time for himself. "KUNG-FU ... restores
harmony in the body". An important point to be noted is that T'AI CHI
CH'UAN is for the doer only; there need be no audience. Mr. Laban
pointed out that pleasant as it was to watch the exercises of a modern
educational dance group, the primary thing was the " doing". He felt
that everyone present that morning at the dances of the Guild members
would subscribe to this.

Mr. Laban then went on to say that there was a tendency to gravitate
towards the " mysterious " in reaching out for truth. In his view, the clue
lay in the wonderful revelation lying dormant in the rightful approach rn
movement. Undoubtedly there was the visible and the invisible, but he
would prefer to call this the tangible and the intangible. Movement needs
neither to be heard nor seen to be realised: it must be felt. He was coming
to the realisation that the ancient peoples knew more about life by the bodily
realisation of the truth of it than many of us who live in this atomic age.

One could describe life as a circle. The usual direction was to proceed
in a clockwise direction, but he postulated that if one could but master the
anti-clockwise direction and be in command, as it were, of all the directions
possible to us, that would give us the sense of fulness of life mentally,
physically, and even spiritually. If one rapped the table, one could hear
that particular sound, but were there not other sounds in the air only
awaiting the right reception, say by wireless, to be enjoyed? Objects invisible
to the naked eye were made apparent through a microscope. In the same
way the study of movement was beneficial to penetrate the border of infinity.
It was necessary to learn to move "the other way round", as it were, in
order to tap the possibilities of life. A study of nearly all the religions of
the world showed that movement in ritual made the ideas of worship tangible.
In manual work it could be noted that not only did the workman go through
the necessary movements of his trade, but that upon cessation he held within
himself a certain tautness as though "living" in the space recently explored
by him.

Mr. Laban said the knowledge of movement exploration enabled the
personality to rise. One is born with a certain personality, but a great deal
had been said about " temperament " in the past ; it was possible to master
the temperament by means of movement exercise. The two aspects of
movement he believed were meditation and extraneous flow-relaxation and
action were the keys of life. Mr. Laban mentioned the power achieved by
the Yogi, who had realised the importance of the meditative movement side
of life. Movement, Action and Relaxation was in old time for many people
the upward path to real civilization.
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The meeting was then thrown open and Miss Ullman suggested as a
point of discussion that it puzzled her to think that we were no farther on,
as it were, after thousands of years of effort. Why did we always have to
"start again". A member said in response to this that she did not think
man progressed in groups and that it was necessary for the individual to
make his or her contribution of experience. 

A discussion then took place as to whether social conscience was more
alert to-day and it was suggested in this connection that easier communi
cations and transport made it easier to render help to a larger number of
people, but it was doubted whether the basic i:istincts of man had changed
to any extent.

Miss Ullmann finally said that she thought, in coatemplating the circle
of which Mr. Laban had spoken, that one must not only think of this as a
linear thing, but that such circle contained a great deal which had not yet
been touched. It was necessary to imagir.e a sphere in order to find in it
the expression of the fulness of life as it could be lived in the happy
moments of dancing.

A member then said on behalf of the meeting that it was a delightful
thing to see Mr. Laban back again to talk to them and that he had been
greatly missed the previous year. Another member said Mr. Laban always
profoundly disturbed him in making him think of things which were normally
beyond his scope of thought ; this provoctaive spur was of great benefit
to him. 

Mr. Laban responded by thanking the members for their appreciation
and said he was pleased to be the disturbing element in so good a cause.

A VISIT TO LUTON HOO 

While at Ashridge, several of us went over to see the collection of works
at Luton Hoo, a beautifully situated house built by one of the Adam brothers,
and owned by the Wemher family. The house is built with a wing at each
end and it is in one of these wings, with its superb oval spiral staircase and
high roofed hall which was once the chapel, th�t the collecti?n i� housed.
The collection includes, amongst other treasures, pictures, ceramics, Jewellery,
furniture, superb examples of Gobelin and Beauvais tapestry, and some fine
ivories and mediaeval religious reliquaries. All are so well arranged that
one can really see and study each piece, and it is, of course, impossible to
describe more than a few. The fine delicate work in the jewelled sprays of
" snowdrops ", for example, each flower being a pearl suspended in. a tiny
gold cup, and the rich colours of the enamel ornaments were � deh&J1t to
the eye and interesting historically, because they were in the mam designed
by a French craftsman of renown, Faberge, who worked for the Russian
Tzar's court.

The placing of three Rembrandt portraits close to each other was
interesting, because it enabled us to see how the artist portrayed with such
vivid clarity the character and mood of his subjects in the poise of the head
and expression of the features. One showed in lively colouring, a genial,



rosy-faced, beard�d co�tryman, with friendly humour shining from his blue 
eY_es and the curv11:g Imes of the cheeks. The next was a complete contrast. 
Dun and sombre, It showed a philosopher with eyes sunk inward, smooth 
�at cheeks an� long nose. and c�in-the latter very strong and brought up
mto a protrudmg lower hp which gave a dominance and hardness to the 
whole expression. The third portrait was of a young girl. The face painted at 
an angle seemed to come out of its frame toward the observer in its anxiety 
an� horror. The small round head, painted cheeks and lips and tousled 
hair seemed to belong only to a young street girl whose lover had left her 
'.111d the picture was painted with a fine delicacy of colouring widely differen; 
m texture from the other two. 

Another treasure that was interesting for the " movement observer " was 
a mediaeval reliquary in copper and silver of three standing figures. The 
centre one was carved with under-curving lines, and the whole attitude oi

the face and figure was that of " gathering". It seemed that concern or 
other compassion was radiating from every line carved in the metal. The 
figure on the left was utterly different. The face came out in one sharp 
angle, ending at the nose! Staring eyes, full of anxiety, thrust out "into 
the future", and this attitude was reflected in the upright carriage and the 
angular lines of the drapery. The third figure was clearly that of a philoso
pher. The face was chiselled away on cheek-bones and jaw in triangular 
fashion, like an ascetic. The eyes were distant and sunk in contemplation 
of a vision. The attitude was serene and still. 

Coming away, we wondered whether we really saw what the artist and 
craftsman had in mind or whether our interest in movement had given us 
too lively an imagination in our vision. Nevertheless, we had a lively 
experience and look forward to another visit some other time. 

SPACE HARMONY-IV 

If you wind a ball of wool, you go round and round the centre core 
which you have prepared. In order to make the ball nice and round, you 
keep winding this way and that way, filling all the spaces around the centre 
equally well. This is not very much unlike the movement of our aims and 
legs, which have the ability to gesticulate around our body freely, swinging 
from one side to the other or forward and backward or ·anywhere else. In

our daily actions we are often compelled to circle or loop with our arms 
around our body, as, for instance, when washing up. The plate in front of 
us in the sink is wiped by moving the mop over its surface, then it is carried 
over to one side and placed on the draining-board, and perhaps we might 
pick up a towel from the rack above and, after drying it, put the plate on 
the table behind us. In all these motions we swing our body hither and 
thither, turning this way and that way in a peripheral manner, describing 
loops and curves around our body similar to the threads in the ball of wool. 

So we come to distinguish between " peripheral " and " central " move
ments. Of the latter, I have previously spoken a great deal when explaining 
dimensional and diagonal directions intersecting one another in the centre 
of the body. The former I mentioned too, for instance, in connection with 
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dimensional movement sequences such as the circle of admiration and resig
nation when moving the arms over sideways to high and leading them down 
again the same way. 

Now I should like to consider further such movements which avoid a 
central pathway and which circle around the core of the body. Immediately 
three circles spring up in our mind which are clearly distinct from one another 
in their bodily function as well as in their expressive-impressive quality. 

Try the following: 
(1) a movement leading from downward over forward, over upward,

over backward to downward again,
(2) a movement from downward over left side, over upward, over right

side, back to downward,
(3) a movement from the right side over forward, over left side, over

backward, returning to the right side.
With movement (1) you have circled over the up-downward and the 

backward-forward dimension and you have used the left-right dimension as 
an axis for your circle. 

Now emphasise the four points in this circle where the dimensions cut 
through it. Your movement begins to pronounce a certain rhythm which is 
marked by the consciousness of definite points in the space surrounding us. 
These are the points, deep (d), forward (f), high (h), backward (b). 

When you perform the other two circles, you will be able to experience 
similar stresses. In No. (2) your movement includes again the high-deep 
dimension by reaching up at one time and at another low down, but this 
time combined with the right-left dimension, and the points which are now 
to be stressed are: deep ( d), left (1), high (h), right (r), etc. In moving 
from one point to the other in succession, you circle around your body centre 
in such a way that the forward-backward dimension serves you as an axis. 
Movement No. (3) is a circle which is interesected by the right-left and the 
forward-backward dimensions. In performing it and marking well the places 
where the circle is cut, the following points become distinct: right (r), 
forward (f), left (1), backward (b ). 

In this way you have become acquainted with six points surrounding 
you and which in future may serve you as points of orientation in the spheric 
maze of the space in which we move. They are: h, d, I, r, b, f. 

If you move now freely in the three circles just outlined, you will find 
that your body functions differently with each one. You can, of course, 
perform any of the circles in two ways, this is, travelling in one direction 
as well as in the counter direction. Try the following: start in "h ", move 
over" f ", "d ", "b" to "h ", your body will execute a kind of wave, first 
curling downward and then uncurling over backward to upward. You can 
stress this curling action by letting go into a roll and somersault. 

You will have a different bodily experience with a sequence of the 
following points: r, h, 1, d, r. In allowing your whole body to be circled 
around thus, you will find yourself cartwheeling along without changing 
much the flat sheet-like outstretched carriage which we assume in the natural 
upright position. You will feel a further difference of bodily function when 
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you follow a line of movement from r over f, 1, b to r. You will notice
how you begin to twist from one �ide to the other and how you can
spin in this circle, using the spring power which is contained in the twist.

With regard to the mental-emotional content of these three circles or
parts of them, I should like to refer you back to my first article in News
Sheet No. 9, page 18, lower part, when I mentioned submission and pride
in command and expression of admiration and resignation. I might add
here the circular gesture leading over forward to the open side as that of a
priest when blessing. The reverse movement wHere the arms are first opened
to the sides and then moved forward so that the hands meet, signifies a
concentration as in praying.

Peripheral movements need not always circle around the body centre.
Remember the four diagonals with which we became acquainted when we
investigated mobile and fluent movements leading into flying off and falling
on the ground. Each oce of these diagonals may become an axis to rings
of peripheral movements. Take, for instance, the diagonal right-high
forward and left-deep-backward. You will find that your arms can easily
circle around its top end and your legs around the bottom end. Try the
following: right arm h - r - f - h and repeat several times. Then left leg
d - 1 - b - d, also several times repeated in order to get the " feel " of the
movement circling around a centre other than your body centre. Perform

r. arm f h - r - f - h
both arm and leg movement simultaneously :1. leg l d - 1 - b - d and you
will find even more how your limbs are concerned with centres outside
your own.

Perhaps you will even notice the body middle is wedged between the
two rings which run, as it were, in two planes parallel to one another. The
centre of one circle is connected with that of the other one by a line which
is the diagonal rhf/ldb and which, as you will remember, passes through
your body centre. The two rings surrounding the diagonal, one at the
higher and one at the lower end, have a constricting effect on the mobility and
" flying" quality of it. You will feel this when you do the following: Start
from body centre, toss body r h f and then 1 d b, after that collecting your
limbs again in body centre. Now lift right arm to h and execute se"."eral
times circle r-f-h, returning with arm to body centre, put left leg d and arcle
with it 1-b-d, pull leg finally again to body centre, and once more toss your
body out into the diagonal, this time starting first tow�rds the low�r end
l d b and finish with a flying movement out r h f. You will have expenenced
the freedom and fluent mobility of your movements in the diagonal on th::
one hand and on the other the constricting influence of the two rings sur
rounding' it. This experience will �come p�rticularly e"."ident when �e
body and the free limbs are brought mto the hne of the axis around which
the movement is circling. For instance, right arm h-r-f-h, while left arm
and leg are extended towards diagonal l d b, or le� leg circling d-1-b-d, etc.,
both arms reaching towards r h f. When both arcles are �xecuted at �e
same time there is a clear feeling of the body centre bemg wedged m
between the two and holding the balance of the diagonal axis.
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Since every diagonal can become the axis to ·two parallel rings, there
are three more sets of such rings to be found in the sphere surrounding our
body. They are:

Axis: I h f - r d b. Rings: h,l,f and d,r,b.
,, 1 h b - r d f. ,, h,l,b and d,r,f.

r h b - 1 d f. ,, h,r,b and d,l,f.
You �n perform these rings with either arm or leg, stressing with t�e

free limbs the opposite end of the axis. Some cf these movements, you will
discover, are on the open side of the body and others cros� over to .the other
side. Some are high above and some down below, some m front, and some
behind. These circle rings, with their centres outside our body, together
with those which circle around our body centre, give a basis to a harmonious
order in the maze of our peripheral gesticulations in every-day actions:
winding looping and circling about like the threads of a wool ball.' 

Lisa Ullmann.

RHYTHM AND DANCE 

To-day, man may choose to ,feel that his primitive ancestry is far behind
him, yet there are few who do not respond in some way t� the deep resonant
beat of a drum, and in doing so realise that within themselves are unexpect�d
depths, primitive forces not beyond recall. �a�'s re_sponse_ to a rhythmic
stimulus has been measured in terms of resp1ranon, c1rculat1on and muscle
tone, but little evidence has been gathered to s?ow why particular rhythms
should affect him in different ways, what principles of structure govern the
form of these rhythms and how the mind receives, �reaks down_, groups, ?r
in any way consciously or unconsciously relates -itself .to this rhythmic
structure.

A rhythm may evoke a mood, and the response be ai:i �D?otional one, ?r
it may be felt and appreciated more in the ab�tra<:t. Pnminve _rhythm will
appeal directly to the body, usually encouragmg 1t to move w1� strength,
whereas later and more sophisticated forms of rhythm are appreaated more
consciously aurally and appeal to the intellect by means of their shape �nd
the intricacies of their construction. In the appeal of form and of changmg
shape, there is a close relationship betwe� musical �nd visual rhythm, �ue
in part to the similar way in which the mmd rel�tes _itself . to any success10n
of shapes extending into space, or sounds extendmg mto nme. 

In the songs of birds, or the calls of animals, are sounds that are fo�d
musically satisfying and yet which it is imp?5sible . to set between the lm�s
of music notation. There are already evident m these sounds certarn
principles of rhythmic organisation, also to be found in the first chants and
songs of man. Where dance is complete it encompasses the whole body,
and movement naturally extends to the voice into sound and song. The
voice is capable not only of flow and sustainment, but may also �e used
percussively. Its mechanism, in contrast to �at of the body� bemg less
limited by gravity, is more adaptable, and m consequence _Ifs rhythms
possess greater freedom. Vocal rhythms precede any form of mstrumental
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rhythm, and at first phrases of different length and of irregular rhythm are 
blended together to form mysteriously a satisfying whole. With the intel
lectual develol?m��t of ma!l, language has become a highly efficient tool, 
and yet for PI;m�nv� man its form was even more expressive of feeling. It 
was not only. m Its �m�ge� and pic�es, a poetry, but having both rhythm
�nd melody, It was m m ttself music. A characteristic of primitive music 
1s the close relationsh_ip of rhythm and melody, and this has been highly 
developed by the �fncan and the Balinese peoples in instruments like the 
xylophon:. In �frtca, even flut� and horns are played in groups to make 
a yer-cuss1ve music, and many stringed instruments exist which are played 
with T?ar_ked rhythm. The breadth of their technique is that, although the 
melodic mstruments _may be used percussively, percussion instrnments are
also capable of sustammen_t and �ow, and are used melodically ; thus the 
dynamics of drum rhythm 1s pr_ov1ded by the contrast of sounds high to low. 
In the languag�s �f peoples �1th a strong rhythmic tradition, the pitch of 
0e S}'.llables wtthm a word 1s ess�ntia) �o its meaning, for a change of 
m_flect1on would _make a word umntelhgtble, or, alternatively, provide it
with a new mean1�g. In sending messages upon the slit-drum, the African 
does n?t reduce his language to any kind of morse-code, but, simply using 
a rest�1cte� vocabulary, shapes the actual words upon the drum by means 
of their pttch. The drum is literally a "talking drum ". 

Use has been made in drumming of a special language built up from 
syll�bles,. e�ch of . which represents a different sound made upon the drum.
In 1_ts on�ns, this language shows how clearly drum rhythm is related to 
the mflecnon and rhythm of speech, and where, with the intellectual progress 
of man, language bec�mes �es� _rhyt�i�, more even in pitch, then rhythm 
too has lost much of tts pnm1t1ve vitality, and the phonetic syllables serve 
only as a means by which rhythms may be taught and remembered. 

An African example of drum language making use of marked accent 
and change of pitch: 

. k�-BI-ti-ku / ka-BI- ti- ku / pa-KA- bi- ti- ku /
A vanatton from classical Indian drumming without stress and with 

litt.le vocal inflection: 
' 

kita tutu kitataka gadigina / dha ta ghin na / dhi ta kita dha / 
tutu kitataka gadigina 

These phonetics are used also with stick drumming, and from 16th 
century !"ranc�, !hoinot Arbeau in his "Orchesography" gives many rhythms 
and their vanauons, e.g.: 

tere fre fre tere tan, fre tere fre fre tan. 
To-day, the iazz drummer makes use of a vocabulary derived in part 

from military drumming, as, for example: 
Flam-a-diddle, paradiddle, ruff ruff-a-ma-tap 

The unity of primitive life suffers when an intuitive way is replaced by 
one of reason, and thereafter thought is seen constantly in opposition to 
feeling. The essential difference between the first musical sounds and 
rhythms made by man and the ca11s of animals, is that the former possess 
a clear pulse or beat and yet still retain a freedom of .form. Such freedom 
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i's to be found in the earliest songs ofthe Esquimaux, of the Indians and of 
many primitive peoples, and evidence shows, as in the Veddic chant of India 
(�hi�h is �robably one of the oldest and most primitive musical expressions 
snll m existence to-day) that the first free creations of man were later 
adapte� to fit within a fixed musical structure. Free rhythm may be 
harmomous, and yet without any obvious pattern, defying conscious analysis. 
Where music making becomes a more conscious process, where sounds are 
co�red and calculated, the more primitive and intangible relationships are 
reiected, or adapted to conform to a more rigid framework. 

The simplicity of the more metric rhythms, the three and four of our 
�altz and march time, does not indicate that they are the first rhythms 
!1kely to have been used by man, but rather their appearance indicares the
impact of thought upon the previous tradition of a spontaneous free rhythm.
The contrast between the free rhythm often found in primitive music and
the symphony is not unlike that between the simple peasant dwelling and the
cathedral, for where in the one there is irregularity, shapes or sounds being
freely related, there is in the more conscious development a refinement of
detail and a strictness of metre, the regularity of supporting columns and
butt�esses an� the even distribution of windows being paralleled by the 
musical bar Imes. However much music has gained by new structural forms 
and new harmonic systems, it has lost something of its primitive breadth 
and vitality. The primitive ritual encompassed the whole of human person
�lit_y, for it unit�d belief and action in dance and drama, music and poetry 
m its song, and m costumes and masks the sculptor's and painter's art. The 
effect of the intellectual growth of man has been a narrowing down, an 
analysis leading to specialisation, and this has meant the independent rise of 
music, dance, poetry, art and religion. In the progress of each they have 
often become increasingly concerned with scientific, mathematical or tech
nical aspects and possibilities. As soon as man has sufficiently enlarged bis 
r.onceprioo and his language to include number, then the freedom of rhythm 
is liable to this numerical discipline. The actual counting of beats may be 
considered as the beginning of musical science, the rise of which is simul
taneous with the projection and progress of the enquiring mind of man 
scientifically into other spheres. 

As man's movement expression has changed from primitive to folk 
dance, and the latter replaced by staged dance, so has there been a corres
ponding change in the relation of music to dance. The first musical sounds 
are vocal ones, or those made by or on the body, as in stamping or clapping, 
and naturally arise within the dance: they are later supplemented by the 
use of dried seeds, small bells and other ornamentation motirnted by 
different parts of the body, such as the wrists or the ankles. These sounds, 
together with the use of simple instruments like tambourines and castanets, 
whose existence dates at least to the earliest known Egyptian culture, are 
still a part of the dance-an extension of, rather than an accompaniment 
to it. 

Later, as the instrumental range is extended, these percussion, wind and 
string instruments are placed outside dance to form a primitive orchestra, 
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and then finally, with composed music, they are completely detached from 
the dance. The greatest single influence on the change of the nature of 
music and musical form has been the introduction of notation. Prior to 
this, music was more spontaneous, the result of improvisation, and though 
out of improvisation patterns of rhythm and melody might be retained to 
form part of a musical tradition, such music was always passed on aurally, 
allowing the freedom of modification and personal interpretation by the 
performer. Group music like the xylophone orchestras of the African Chopi 
people, the Balinese Gamelan or even the jazz of to-day needs a pre-arranged 
musical framework, but allows for improvisation within this, and in con
sequence such music has a definite form or structure and yet is at the same 
time felt and developed from within. The musician capable of group 
improvisation may not possess any great technical facility, but in being able 
to react and respond to the changing stresses which arise in the music, 
possesses a wider, kinaesthetic sense. The music which exists before the 
use of notation has in it the rhythm and flow of dance, and may actually 
accompany or be part of dance, while the instruments themselves, uncluttered 
by technical devices and the need for any complexity of fingering, allow in 
improvisation for sounds to arise freely upon them. Thus the making of 
music is in itself a dance in which the fingers or hands move in a way 
determined by the particular nature of the instrument, from which different 
kinds of melody and rhythm will arise, characteristic of that instrument. 
The primitive pipe, for example, though it may possess only a simple 
pentatonic scale, naturally develops in improvisation an elaboration of 
ornament, the notation of which by Bartok in Hungary, or Schindler in 
Spain, is a feat of great musicianship. Music spontaneously and easily 
evolved may appear incredibly complex both rhythmically and melodically 
when transcribed to paper, due in pan to the limitations of notation, but 
also resulting from the different nature of the mental and bodily processes 
concerned in improvised as against composed music. The use of notation 
has led to the division between composer and performer, and has meant that 
individual musical ability has been directed to the technique of sight-reading 
and musical interpretation rather than personal creation. Many skilled 
musicians are incapable of the simplest improvisation, for they are in reality 
little more than a sensitive piece of mechanism which stands between the 
creative idea and the resultant musical sound. 

Among the first compositions in Europe are suites of music composed 
for 1ndividual dances current at that time, and it is characteristic of this 
period that the music is embellished with a variety of ornament-a pecul
iarity which like the dance form of the music remained from the previous 
tradition. Composed music, no longer having to support dance, was soon 
to find a form of its own-it is a stimulus to the ear rather than to the body 
-so that the element of rhythm becomes of less importance, and, instead,
the pattern is stressed: musical form is developed in the sonata or symphony, 
and melodic lines interwoven as in the fugue. Only a limited harmonic 
treatment is possible where there is improvisation, but in musical composi
tion the lines of melody may be predetermined and related one to another 
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to form harmonies, the use of which provides a new dimension in music
a vertical one in contrast to the horizontal line of melody. Until recent 
tim�s, composers were themselves accomplished musicians able to extem
ponse freely at the keyboard, as, for example, Scarlatti, Bach, Liszt, Chopin, 
Schumann, and the natural flow and vitality of their music owed much to 
�his .. The final disassociation of music from the dance or any bodily activity
1s with the contemporary composer, who is often unable to perform on any 
instrument and relies purely upon the intellect for stimulation. What are 
often the resultant disjointed creaks and groans are explained with scientific 
precision as new harmonic theory or rhythrni� experiment. The complete 
opposition of this to the rhythms and melodies of primitive and folk music 
only reflects the change of man from his instinctive animal self to the 
thinking, reasoning being-the change from a way of feeling to one of 
thought. 

Where man in the past lived organically and completely, he had an 
inner harmony, a vitality which flowed out into all his activities and into 
the things with which he surrounded himself-even utilitarian objects like 
pots and pans. In improvisation in music and dance, there was a direct 
flow outwards from his creative centre into bodily activity. Modern man 
lacks this outward flow and the ability for spontaneous expression, for the 
more primitive and creative part of his nature is withheld, as his life has 
become increasingly dominated by intellectual guidance. There is no longer 
the direct li�k of creative feeling and action in man's artistic activity, for 
thought has mtervened between them. 

Modern dance as an educational or a stage medium has the power to 
integrate what have become opposing elements of man's nature-thought 
and feeling-for accepting the greater elaboration of form that might be seen 
in folk dance, or the technique of production and presentation that belongs 
to ballet, it has revitalised them with a more expressive and fundamental 
movement, making use of the whole body in a more" primitive" way. 

Similarly there is a field for a new educational use of music and more 
vital forms of composed music which will parallel the approach and the 
progress made in modem dance. A study of folk, primitive and oriental 
music will result in a greater breadth of musical expression-especially 
through a more varied use of rhythm. 

Michael Leonard. 

(To be concluded') 

ERRATUM 

In No. 11 (October, 1953) of the News Sheet, page 26, last sentence: 
for " alteration ", please read " alternation ". 



FORTHCOMING COURSES 

MODERN DANCE HOLIDAY COURSE, 1954 

This year's summer holiday course will be held at the Bonar Law 
Memorial CoJlege, Asbridge, from August 16tb-27tb. Particulars may be 
obtained from the Secretary, Mrs. Logan, Kingshill, Leigh Sinton, near 
Malvern, Worcs. 

REFRESHER COURSE FOR CORPORATE MEMBERS 

This will again be held at LilleshaJI HaJI, Staffordshire, from October 
8tb-10th, 1954. Further particulars wiJI be circulated later . 

WEEK-END COURSE 

It is ·proposed to hold a Week-end Course for the study of movement in 
relation to the re-education of children and adults. This course will be of 
interest to occupational therapists, physiotherapists, psychologists, child 
guidance workers and all those who are interested in helping maladjusted 
people. 

Details of the course can be obtained after April 26th from the Secretary, 
Art of Movement Stu�io, Wobum Hill, Addlestone, Surrey. 

COPIES OF THE NEWS SHEET 

Extra copies of the News Sheet (price ls. 7½d. post free) may be obtained 
from the secretaries after members' demands have been satisfied. C-opies 
of some of the back numbers are av.ailable for ls. 
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