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Editorial

This edition contains a report of the very successful
Laban Practitioners online Forum, held on December
15", 2022. Do take a look at the YouTube recording

if you were unable to attend; the applications today

of Laban’s work to so many diverse fields are truly
inspiring. As a contrast, we are republishing Anna
Carlisle’s Laban Lecture from 2014 which charts the
History of the Movement Choir, a key aspect of Laban’s
early work.

Do please get in touch if you would like to share your
thinking, practice or experience of Laban’s work. |

am particularly keen to hear from you if there is a
specific person whose Laban-related work you think
needs highlighting. This could be a teacher or lecturer
whose Laban work inspired you, a director, dancer or
choreographer. As Darren Royston reminded us at the
on-line forum, part of the charitable aims of Laban Guild
International is to keep connection with Laban’s work
and those who have developed it.

Trustees Report January 2023

The Trustees continue to meet regularly by Zoom.
Much of recent discussions has been to do with the
‘Laban Practitioners on-line Forum’ December 15%,
2022, which the Trustees are pleased to conclude was
a very successful event. All the Trustees were involved:
Darren Royston in recruiting and organising presenters;
Clare Lidbury and Sarah Houston in chairing the
presentations and discussions; and Pam Anderton

in recording, editing and uploading the finished
product. The Trustees would welcome feedback from
participants and observers (email address below).
Plans are afoot to hold a similar event this year on the
same date (Laban’s birthday).

The Trustees are planning a zoom meeting for
subscribers on Saturday March 25", 2023, at 11am
UK time. Subscribers are encouraged to get in touch
with suggestions for any points to discuss or offers
of help - use the Trustees email to do this trustees@

labanguildinternational.org.uk

Laban Practitioners Online Forum
December 152022

What an event this was! Seventeen practitioners from
across the world (Australia, Brazil, Germany, Greece,
the UK and the USA for example) gave individual
presentations on their application of Laban’s ideas

and theories to their practice, followed by a discussion
of the themes which had arisen. It was a shame that
an audience of fewer than ten witnessed these varied
presentations, but for anyone interested they can all be
accessed on the website at https://www.youtube.
watch?v=b-pAbQAej10 The presentations, of over two
hours, have been edited to include visuals (eg films and
photographs) that for technical reasons may not have
worked on the day or were otherwise unavailable.

Darren Royston introduced the event reminding us

all that this was the first event which truly reflected

the evolution of the Laban Guild into Laban Guild
International and that part of the charitable aims of

LGl is to keep connection with Laban’s work and those
who have developed it. He then spoke about applying
Laban’s ideas to his work as a director, choreographer
and performer citing a current production in Bangkok of
The Sound of Music as an example.

Kelly Spencer Wilson, currently working in Australia,
spoke about her application of Laban’s effort actions
to her teaching and directing of Shakespeare

aiming to make these classical texts accessible in a
theatrical environment. Olu Taiwu (UK) told about
his understanding of Laban’s perception of rhythm

organising culture and cultural perception and Maggie
Killingbeck talked about teaching Laban’s education
concepts on-line and the pros and cons of teaching in a
virtual learning environment.

Cora Gasaparotti (ltaly) spoke about her use of
Laban’s movement analysis to translate human
movement into data to create computer generated
lighting and sound in dance performance. In contrast
to this application of Laban’s work in new technologies
Jonathan Parr (Germany) spoke about the importance
of Laban’s work in choreutics and eukinetics to the
actor in using the body to create character. This related
directly to Dafni Zactorolopolou (Greece) talking
about the application of Laban’s work applied to actors
interpreting roles not in their mother tongue, that is
when the nuance of the spoken language may not be
understood by the actor but can be conveyed through
the body. Olga Blogodatskikh, a former ballroom
dancer, taked of how Laban’s work is seldom heard of
in Russia. She encountered his work at RADA and has
incorporated his theories in her work as an actor and
educator ever since.

Five practitioners from Brazil followed: Denise Telles
spoke of her chorological training at Laban with Valerie
Preston Dunlop and her subsequent exploration of this
in her work; Pedro Avlis told of his interest in Laban’s
work over a video of his performance art work; Regina
Miranda spoke of being inspired by Laban’s philosophy
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while training in the US and her desire to share the
interweaving of thinking and moving; Fabiano Nunes,

a dancer with Regina, talked about Laban’s work as a
way of viewing the world, connecting with people and
producing freedom; and Luigia Tourinho, also spoke of
the freedom that Laban’s work gives to the practitioner
especially those training in Higher Education.

Kiki Selioni (Greece) shared with us her development
of a methodology for actors developed from her PhD
research on connections between Laban and Aristotle
and told of her desire to create an international
platform to discuss actor training. Bala Sarasvati
(USA) spoke of her integration of her LMA/BF training
with her practice in contemporary and aerial dance
and Frederick Curry (also USA) told of how, in a
university setting, he is exploring how Laban’s and
Bartenieff’s practice facilitates equity and diversity while
encouraging critique of the claims made about the
universality of Laban’s work

Ali Curtis-Jones spoke of her exploration of
choreological principles in her creative practice and in
her teaching of biomechanics so ensuring embodied
practice and understanding. In total contrast JoAnna
Mendl Shaw shared her film Dancing with Foals, using
her understanding of Laban’s work to improvise and
move with young horses. Finally, Vicky Spanovangelis
(Greece) had to leave the forum early but posted about

The Synthesis of Character
Kiki Selioni

| returned to the Lithuanian Academy of Music and
Theatre in November 2022 to lead a series of creative
workshops. This continued an exploration of Laban’s
ideas of movement and physical performance which |
have been developing over previous years as a guest
tutor. This semester, the acting students were students
from different levels, including ERASMUS students.

My workshops develop training in movement and apply
this to specific dramatic projects that the students are
currently working on as part of their vocational training
to be actors and physical performance artists. My
intention is to communicate, within the context of the
piece provided, and to provide terminology and artistic
direction. We talk in depth following these sessions as
discussion after practice and physical instruction is a
vitally important part of my approach, and the students
appreciate a new way to examine their craft, develop
their analytical skills and find new impetus for creative
work.

Feedback from Erasmus students confirms the value of
this multi-layered approach to acting with movement: “It
is very important for us to discover and see as many
theatre possibilities and techniques as possible. During
Kiki’s creative workshop we learned a number of acting
tools that will be useful for our further practice. Thank
you to her for this.” It is always a pleasure for me to
come back to Lithuania. | admire Lithuanian actors,
where | see high-level student performance. In a

her research on the ‘chat’ which ran alongside the
zoom. Her interest in Laban’s work is connected to
embodied approaches for design and she researches
interdisciplinary practices/hybrid approaches to dance
and architecture.

It is clear that the presentations referred to many
aspects of Laban’s work from which some key

themes were identified for further discussion. These
included Laban and innovation (eg. e-learning, new
technologies), Laban and dance education, Laban

and cultural inclusion, Laban and wellness, and
applying Laban to classical theatre (eg. voice and text).
These discussions lasted for 90 minutes or so and

we are grateful that so many presenters stayed on-
line to contribute despite the time of day/night in their
respective time zones. These discussions can be seen
at https://youtu.be/8yumTYbuAsk Thanks are also due
to Pam Anderton for her work in editing and uploading
the forum.

All in all, this was a truly interesting event bringing
together current Laban-based/Laban inspired
practitioners from across the world. From a British
perspective where so much of Laban’s work in dance
has disappeared it was heartening to see how much
interest there is worldwide in applying Laban’s work to
so many different spheres of interest.

relatively short time, students understood a lot of things,
they can thank their teachers for doing a really good
job.

My methodology is explained in my 2014 publication
LABAN-ARISTOTLE: Towards a methodology for
movement training for the actor and acting (publisher,
place) in which | frequently cite Laban’s writing. In his
textbook for actors, Mastery of Movement on the Stage,
Laban analyses movement, provides exercises for
kinaesthetic awareness and addresses the efficiency
of the actor’s and the dancer’s body. He also proposes
some principles for characterization and provides

the actor with fundamental principles for character
development.

Dr Kiki Selioni completed an MA in European Dance
Theatre Practice at Laban from which her research
concerning the Laban connection with Aristotle’s
Poetics, as well as her experience in teaching
movement for actors and her professional practice,

led to a PhD at The Royal Central School of Speech
and Drama. She has worked as Head of Movement
(Drama School Contemporary Theatre of Athens,
Drama School Proti Praxi) and as a Dance, Movement,
and Acting teacher in various Greek and British Drama
and Dance Schools. She has given papers at several
symposia and continues to work as a director, actress,
choreographer, movement instructor, and producer.

In the third of our occasional series on recent writings
on all things Laban, we bring to readers’ attention some
noteworthy publications that have been published
recently. Of particular interest might be “More Than
One Story, More Than One Man: Laban Movement
Analysis Re-examined” by Susan D. Imus, Alisha

Bell Robinson, Valerie Blanc and Jessica Young in

the American Journal of Dance Therapy, vol. 34,

(July 2022) pp168-185, written in response to a

petition from students and recent graduates of dance/
movement therapy (DMT) programs sent to the Board
of Directors of the American Dance Therapy Association
(ADTA) requesting a “true” and “comprehensive”
history of Rudolf Laban. The abstract states “Laban’s
controversial period in Germany (1919-1937) is
highlighted first with a comparison of the historical
narratives constructed by different scholars. The
second part briefly describes the last two decades of
Laban’s life (1938—1958) when he expanded his work
outside of dance. It follows that no single story ... can
claim to be ‘true’ and ‘comprehensive’ histories”. The
authors conclude that “This [ADTA] history working
group recommends integrating a full history of Laban

in the teaching of dance therapy courses, engaging in
intentional discussions about the cultural limitations of
the system due to how it was developed, integrating
and encouraging research by non-European dance
therapists, and purposefully encouraging and sustaining
diverse student bodies to continue the diversification of
the DMT field”. View the full abstract and how to access
the article here: https://link.springer.com/article/10.1007/
$10465-022-09370-5

In Philosophy, Art, Therapy, Vol. 1, in the section on
‘Music & Arts Therapies in Healthcare Settings’ we find
an article by Rosina-Eleni Filippidou entitled “Drama
and Movement Therapy; the Sesame approach”
(pp.153-160) which may be of interest. The full pdf

is to be found here https://www.researchgate.net/

profile/Anna-Lazou/publication/358079100_PATH_1
PECIAL_EDITION/links/61ef29f65779d35951d15a10/

PATH-1-SPECIAL-EDITION.pdf#page=153

Melina Scialom’s article “Performer’s dramaturgy:
Developing dramaturgical thinking through
choreological practice” Theatre, Dance and
Performance (published on-line September 2022)
draws on Rudolf Laban’s Choreology and Preston-
Dunlop and Sanchez-Colberg’s (2010) choreological
perspective as scaffolding for somatic awareness and
movement training, aiming “to unravel how movement-
thinking can be a path for establishing the performer’s
dramaturgical agency within a somatic performance-
making context”. The full abstract is available here:
https://www.tandfonline.com/doi/full/10.1080/19443927.
2022.2083668?scroll=top&needAccess=true

Jean Kirsten has published Visual Works with Laban
Background (Wilhelmshaven: Florian Noetzel Verlag,
2022). It is a book of colour photographs of his artworks
(three-dimensional objects, collages, abstract images

Occasional Series 3
Clare Lidbury

and so on, in a range of media) with quotations from
Laban’s writings (including The Mastery of Movement,
Gymnastic und Tanz, and Modern Educational
Dance) alongside them. “Taking Labanotation as his
basis, Kirsten has created innumerable constructivist
forms, arrangements of forms, and objects, and

in their experimental, intermedial adaptation and
transformation, has laid bare their huge, overarching,
creative potential” (Teresa Ende, https://en.j-kirsten.
de/#jean-kirsten). It is not always clear what the link is
between the quotations and the photographs but it is
interesting to see the two side by side.

Finally, in A Time to Speak (Blackstaff Press, 1997)
Helen Lewis wrote about the first thirty years of her

life, including her training in Czechoslovakia with Mil¢a
Mayerova (a student of Laban’s in Hamburg 1923-25)
and her devastating account of Nazi persecution; it is

a remarkable book. Now, Maddy Tongue, a long term
friend of Helen and a dancer in many of her works,

has written Helen Lewis: Shadows behind the Dance
(Belfast: Irish Pages Press, 2022) which completes
Helen’s story, documenting Helen’s “creative approach,
her struggle to overcome an Irish indifference to modern
dance, her pursuit of perfection and her unshakeable
belief in humanity” (https://irishpages.org/product/helen-
lewis-shadows-behind-the-dance-by-maddy-tongue/). A
review will appear in the next edition of the magazine.
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Laban Lecture

Choric Art: Charting the History of the Movement Choir

Anna Catrlisle

When | began the research for this presentation,

| was interested to try to discover experiences in
Laban’s early life which may have pointed towards
his innovative idea of the movement choir. | was in
search of the seed that spawned the idea of what
we call today community dance - which we will
experience here this afternoon, almost a century
later, in the form of the movement choir.

If we turn to Laban’s biography, A Life for Dance,
there is a significant account of an early teenage
experience which offers a clue to his later work with
large numbers of lay dancers. Laban’s father, a
high-ranking officer in the Austro-Hungarian military
was appointed governor of a remote garrison in
Bosnia. On a summer holiday with his parents,
Laban describes his experiences:

My father taught me the life of a soldier
[...] Soon | imagined myself a better judge
than any staff officer of tactics and strategy, 18
from company and battalion exercises to

the manoeuvres of huge corps. It was splendid

to see our soldiers spreading out over the hills

[...] to bar the enemy’s way [...] and then how
wonderful it was when my father immediately
ordered the artillery into position on the hillside.
Horses panted,  soldiers surged forward and
gun carriages bumped over the field. It was as if
everyone was flying and tearing about in wonderful
designs [...] And the pleasure | got from my own
physical exertions became associated with my
admiration for the splendid display of movement.

(1)

We have here a dynamic picture of what could be called
a military movement choir. But it was to be more than

a decade later that Laban began to devote his life to
dance and begin to earn a living - somewhat like his
father - master-minding the movement and formations
of large numbers of people not, in his case, at war

in Bosnia but on the streets of Munich in the exotic
festivities of carnival (1910-12).

We take a 10 year leap now over the long years of
Laban’s work in Ascona to create the new Central
European modern dance. We arrive in 1920 and
witness the hugely successful reception of his first
book, Die Welt des Tanzers. At this point Laban began
to rise to prominence as the founding father of the
new modern dance form; he was able to form his first
small flagship dance company in Stuttgart and the
phenomenon of the idea of the movement choir began
to emerge in the German dance culture.

In 1922, Laban opened his first official dance school in
Hamburg. In addition to a programme for the training
of professional dancers, a parallel curriculum was
created for the training of lay dancers designed for the

development of his idea of the movement choir. Some
of those first dancers in the company will be known

to you: Sylvia Bodmer, who formed the Manchester
Dance Circle in 1942 and taught on the Laban
International courses; Kurt Jooss, internationally-known
choreographer and creator of the famous work The
Green Table; Albrecht Knust, legendary figure in the
world of Labanotation; Martin Gleisner, movement choir
choreographer and author of the book, Tanz fur Alle;
and Dussia Bereska, Laban’s collaborator for many
years who set up schools in Rome and Paris. It was a
group of these dancers who became the prime movers
in the promotion and development of the movement
choir. The year, 1922, could be starred as the birth of
the idea of what we call today ‘community dance’.

There has been, and there is still, much discussion
about the nature and purpose of a movement choir. Can
we offer a definitive description? As a beginning, | quote
from Laban’s own account.

When [...] a number of young people from all walks
of life had come to our courses [...] to refresh
themselves through physical exercise]...] nobody
had ever heard of a movement choir [...] Gradually,
out of our exercises, grew at first modest, and
later more extensive [movement] plays which not
only appealed greatly to the participants but also
to the occasional visitor. [...] they were really quite
different from what had so far been called dance.
The movements were simpler

and the basic ideas of the plays were not show

or stage based. We conquered space in common
swinging and leaping, in measured, slow stepping
or sprightly walking

and running. [...] The sensitivity and spontaneity

of expression of the participants was greatly
heightened and clarified through moving together
in common rhythm.

I quote this following statement because - though
written in 1922, it is relevant today:

It was a time when the world was filled with vague
unrest on the one hand and a forced desire for
unlimited amusement on the other. In both these
mental attitudes,there g -
was a lack of dignity and |
innocent enjoyment,

of healthy delight in
physical ability and of
natural poise, which is
implicit in the human
form [...] The discovery
and practice of this
ideal bearing in states
of collectedness, and in
vital dynamic movement
became the basis of our
first movement choir

plays.

He goes on to say: “We
were solely concerned with .
experiencing in ourselves and &
in togetherness the increased
vigour of the spiritual-
emotional-physical forces
which are united in dance.
Why? Because we were drawn to it, we benefitted from
it, and we were inspired by it.” (2)

However, within the year, Laban had modified this
position. After the first official performance of a
movement choir work, The Dawning of the Lightin
Hamburg,1923, he witnessed the growing popularity of
the idea of choric art and saw the gradual emergence of
a presentation style which he believed to be worthy of
an audience.

The classes for the training of lay dancers at the
Hamburg school continued to flourish and Laban
began to incorporate small movement choirs into his
more ambitious choreographic works. At the same
time, members of his original company began to set
up their own schools and classes across Germany.
Their work as movement choir leaders resonated
closely with Laban principles but, as we shall see in
later illustrations, the choral work inevitably differed
according to the personalities of each leader.

A given feature was an over-arching choreographic
form, as was simplicity of movement content, repetition
and unison work, but gradually, variations began to
occur in: the size of the group - some movement choirs
were small, with up to a dozen group members; the
facilitation of increased creative contributions from the
participants; the age range - Lisa Ullmann records of
her first movement choir experience: “When | got there,
| found a hall full of people of all ages and shapes” (3);
and to Laban’s dismay - some movement choirs were
used for the purpose of left-wing political propaganda.
This prompted him to announce publically that the
movement choir was: “not [to be] in the service of some

particular mythology or biased form of ideology.” (4)

The photographs belong to the history of the movement
choir giving powerful illustrations of the strength of

its impact and the commitment and enthusiasm of
engagement in choric dancing. 1
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Photo 1: The Swinging Temple Here we have a
glimpse of The Swinging Temple created in 1922 -
given the constraints of dance photography of the
time, the photograph gives only a flavour of style

and historical period. Though it was composed for
Laban’s theatre company in Hamburg, it can be seen
as a choreographic prototype for movement choir
works. It was described as an abstract work - a dance
symphony which presented: “the gradual transformation
of disharmony into harmony, of chaos into cosmos”.
(5) The dancers wore different coloured costumes of
black, red, yellow blue, white and green and, true to
Laban’s belief that modern dance should not follow the
constraints of a given musical score, these early works
were accompanied by percussion, piano and in some
instances the incorporation of a speech choir.

We turn to a press description to reveal an indication of
the flow and dynamics of the work. | quote from a report
in a German newspaper:

From a wild dark maelstrom, spots of colour
disengage, coalesce in groups. Groups woo each
other, repel each other, bond to each other in
loitering play, and once again tenderly disengage
from each other. A bright strident rhythm forces all
the colours under its spell into a frolicking game.
The struggle that erupts between red and black is
subdued and calmed. Nonetheless there is not the
harmony to enthrall all. Joined in two circles, the
colours stand against each other. A deep conflict
remains [...] But the deep inner feeling of harmony
surges up in all. The circles disengage and are
engulfed anew. Abruptly - a sound that is all
compelling puts them in the spell of its symmetry,
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its harmony. Thus the wild maelstrom ends in
reconciliation. (6)

At the same time that the school was underway in

Stuttgart, Laban was appointed choreographer at the
Mannheim Theatre. We see from this next photograph

that he was also working with community projects.

Mannheimar Bewegungschdre Laban

Photo 2: Mannheimer Bewegungschore Laban. Here
we see a movement choir of around 40 young dancers
- the chorus of boys orientated towards forwards-deep,
the chorus of girls, reaching in the counter-direction,
backwards high. It can be seen from the photographs
that follow that the attraction of the new modern dance
appealed predominantly to the young. Embodied in
German culture at the time was a call to health, fitness,
the outdoor life and a concern for the pursuit of the
spiritual. Classes with Laban fitted the bill perfectly - |
quote from Sylvia Bodmer: “I will never forget my first
class with Laban. Up into the air, down onto the floor,
leaping, spinning and turning, around one’s body, under
ones’s body over one’s body! A whirlwind in the room.”

(7)
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Photos 3 and 4: Herta Feist’s groups, Berlin, leaping
and whirling. | spoke earlier of the ways in which each
individual movement choir leader came to express
their own style and movement preferences. There is

a lightness, quirky elegance and upbeat quality in the
illustrations of Herta Feist’s work - a real contrast to the
more weighty look of Laban’s compositions:-
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Photo 5: The Death of Agamemnon. This is a fragment
from The Death of Agamemnon, created in 1924 for
the Hamburg movement choir. Here we see the group
rehearsing outdoors - a year later - presumably for a
further performance. This is a very clear illustration

of what Laban saw as an essential movement choir
principle - the arrangement of participants into specific
groups of deep, medium or high dancers. This was,

of course, a device to create visual interest but for
Laban, it also mirrored the structure of the traditional
singing choir with its divisions into bass, baritone and
tenor, alto, mezzo soprano and soprano. Additionally,
it had a more significant purpose. | quote again from
Sylvia Bodmer: “Each dancer has, according to type, a
different part of the trunk from which the movement is

initiated and from which it grows and radiates outwards.

The high dancer leads his movement from the so-
called centre of levity. The medium dancer leads his
movements from the so-called centre of the torso. The
deep dancer [...] from the so-called centre of gravity.”

(8)

In his movement choirs, Laban divided the groups
according to types and through this he achieved a
response of personal involvement and individual
freedom. It was an unforgettable experience for me to
be made aware of my potentials as a deep dancer. |
have found the possibility of unfolding and deepening
my personality and through this, of developing my own
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ideas. The experience, not only in dance but also in
other fields, of being fully ‘involved’ has given a new
dimension to my outlook on life.’

We can clearly see a balance of men and women in the
works for both the theatre company and the movement
choirs. But Laban was also committed to popularising
dance for men. We see from these following illustrations
that Albrecht Knust and Martin Gleisner had no
difficulties in attracting young men into their movement
groups.

6-8

Photos 6 - 11 showed Knust’s choir group in Hamburg;
Knust was Laban’s assistant and rehearsal director.




12 Photo 12 showed Gleisner’s book cover - Martin

Gleisner, talented dancer, choreographer and inspiring
teacher, dedicated to the idea of the social/communal

import of choric dance, published a widely acclaimed
book on the movement choir, Tanz fur Alle, in 1928.

Photo 13 — showed the Hamburg Men’s group
1928 (9)

10

Photos 14 and 15: rehearsals for Titan. By 1928,
Laban’s career as the figurehead of the new modern
dance was ascendant. For the Magdeburg Dance
Congress, scheduled to run for four months in the
summer of 1927, he planned an ambitious movement
choir performance involving 25 dancers from his
company and 40 dancers from choirs across Germany.
Accompaniment for Titan was sparse - a woodwind
melody, a kettle drum and silence.

About Titan, Laban wrote: “A genuine belief in the
power of unity, in an unspoiled core within the human
being gave me the inspiration for a dance play, telling
of the strength in the common hope which lies in a
common will to achieve something better [...] The
purpose of life as | understand it is a care for the human
as opposed to the robot. [He envisaged] an image of a
mass of life in which all the celebrants in communion

of thought, feeling and action, seek the way to a clear
goal, namely to enhance their own inner light”. (10)

It was perhaps this very philosophy, embodied in his
most ambitious movement choir Vom Tauwind und

der Neuen Freude (The Spring Wind and the New

Joy), that brought about his downfall at the 1936

Berlin Olympic Games. The mass of 1,000 dancers,
formed from choirs across Germany, came together

to perform four ‘reigens’ of Tauwind which ended in a
grand harmonious finale. Present at the dress rehearsal
were Hitler and Goebbels; the work did not meet with
approval. Goebbel’s diary records the response: “Freely
based on Nietzsche, a bad, contrived and affected

piece. [...] | do not like it. That is because it is dressed up in our clothes and has nothing whatever to do with us”. (11)

Laban’s career in Germany ended there - his work was banned, his schools were closed. Mary Wigman, former pupil
and renowned teacher, dance soloist and choreographer stayed on.

Photos 16, Entrance; 17, groups; 18,
finale circles; 19, German Eagle from
Wigman’s work for the Olympics

Two years later Laban’s arrived in
England, emaciated and depressed.
Yet, by 1942, we see evidence of his
influence at work in three areas: the
industrial war effort; the State Education
system; and in the enthusiastic
reception of his idea of the movement
choir.



20-23

the Laban movement choir - the groups working with
their individual preferences as deep, medium or high
dancers, while Photo: 23 shows the same concept,
illustrated in Joan Russell’s notes for a movement choir
at Worcester College - circa 1970

Throughout the 1950’s Laban’s work took hold in
England and the popularity of the movement choir was
celebrated by several large-scale public performances.

Photo 24: The Wembley movement choir, 1956,
was choreographed by Laban and Lisa Ulimann and
performed to an audience of 8.000 on the occasion of
a Festival of Movement and Dance organised by the
Central Council of Physical Recreation. 80 women
dancers took part in what they called a ‘saltata’; music
was by Bizet. Ullmann records that it was highly
acclaimed. (12)

In 1970 a Laban Guild event took place at the Royal
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Photos 20 and 21 show a sequence
of photographs from the first Laban
Summer School in England in

1942 based at Moreton Hall in
Shropshire with Laban on the lawns
in movement choir mode. In Photo
22 we see again a hallmark of

12

Albert Hall to celebrate the Guild’s 25th anniversary.
The day was produced by Geraldine Stephenson and

in true Laban style, her choir, involving around 400
dancers working in 14 centres across Great Britain,
came together to rehearse before the performance. (13)

Photo 25 (previous page): An illustration from
Kaleidoscopia Viva of the final Purcell chorus. A slow
camera setting has produced a wonderful example here
of ‘cosmic’ harmony. For Laban, the symbol of the circle
formation was another important feature of movement
choir work: the ‘round dance’, the circle - symbol of
unity, wholeness and eternity.

I want to finish this presentation by paying tribute to
Sam and Susi Thornton. It was through their direction
of the Laban International Summer School courses that
the tradition of the movement choir has been sustained
and can look forwards towards the future. The summer
courses began in 1979 and many of you here will
remember them vividly. They were truly international

- with participants arriving from Scandinavia, Europe,
the Antipodes and Asia. The courses ran for eight

days and culminated on the last day with all dancers
working together to participate in a movement choir.
This last day was anticipated with great enthusiasm
and excitement. We knew that this would be a special
dance experience and we knew that the traditional
ending of the choir would culminate in a huge group
circle - in a silence which connected all and was filled
with communal significance and strong emotion. Thus,
from 1980 to 2009, Sam Thornton composed, directed
and established the Laban International Courses (Linc)
tradition of the movement choir. A selection of some

of the titles of the choirs will call up memories of those
experiences: Pictures at an Exhibition: Carmina Burana:
Eine Kleine Nachtmusik: Missa Criola; African Sanctus:
and Stillness and Stir - performed at the Royal Albert
Hall in1985. The movement choir was performed in
silence - with the accompaniment of a single voice
reading a long metaphysical poem by Laban of the
same title. (14)

[a filmed excerpt from the opening chorus of Carmina
Burana (15) was shown] 26

Photo 26: The finale of the Linc millennium movement
choir

It has been interesting to research for this lecture,
because as a member of many of those movement
choirs, | would wonder in what ways they might be
different from Laban’s original ideas. | discover that
they differ predominantly in one aspect - that the Linc
movement choir was produced as a day of dance rather
than a work which was brought to fullness over a period
of time.

I summarise by recalling aspects and features of the

movement choir envisioned by Laban:

1. that it was a celebration of communal thought,
feeling, action and joy in the harmony of movement;

2. that it had sensitivity and spontaneity of expression
heightened and clarified through moving together in
common rhythm;

3. there was simplicity of movement in unison
swinging, leaping, stepping, gesturing and running;

4. there was a concern with experiencing alone and
together the increased vigour of the physical,
emotional and spiritual forces which are united in
dance;

5. that it had a means of touching and enhancing one’s
inner light;

6. there was a care for the human being as opposed to
the robot;

7. that it was not necessarily designed for performance
to an audience.

These hallmarks of the movement choir were written
by Laban in 1920. This year, Sam and Susi Thornton
have produced an account of the guiding principles that
inform their own movement choir work. It will become
clear that their position is ‘Laban-authentic’ and closely
reflective of the original movement choir principles. |
quote:

1. The whole group dancing together is an experience
of heartbeat, common rhythm, a great belonging.
Everyone experiences the build up of energy which
this dancing engenders; faces light up, people
give themselves to this moment of wholeness and
harmony.

2. Movement choirs bring dancers to the familiar|...]
travelling through space by walking, running
jumping. The work needs to be simple, uncluttered,
repetitive. It will offer unison movement to reinforce
the wholeness and oneness.

3. They require sensitivity, offering the opportunity
to give and receive, showing generosity and
withdrawing from competition.

4. The movement choir touches, in some way, on
the best of human attributes and helps to bring a
meaning to life.

And finally a comment from Susi Thornton “movement
choirs are very much needed in these days of speed,
electronic devices, adulation of left-brain thinking, self-
centredness and individualism.” This resonates with
Laban’s prophetic statement: “A care for the human
being as opposed to the robot”.



This brings me to the final part of the lecture - a tribute
to Susi Thornton. She has worked tirelessly, alongside
Sam, as co-director of the Laban International courses
to sustain the Laban legacy and currently, to point

the movement choir towards the future. In 2011, Susi
created the Movement Choir Project, designed for

the training of movement choir leaders. Its aim is to
promote the idea of the movement choir to a larger
general public across the country. To date, under the
title of ‘Dance in a Day’, the project has produced
choirs in Surrey, Devon, Gloucestershire and Northern
Ireland. Future projects are planned for Bedfordshire
and London - and a development of the choir today is
planned for another performance next month in Surrey.
A very successful beginning!
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Photo 27: The 2011 Missa Criolla movement choir at
Egham in Surrey

It seems to be the case that Laban’s role - as originator
of community dance as we know it today, creator of

the movement choir and founding father of dance in
the State Education System - has been forgotten. But,
as we see, the history of the movement choir runs

from 1922 to this afternoon and we hope with the new
cohort of movement choir leaders, that the tradition

will continue into the future. We look forward to being
part of that history when we dance together in the
movement choir at 2.00 p.m.
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Subscribers’ Classes

Adult Movement and Dance in Belfast
Contact: Brenda McKee
Email: brendamckee@btinternet.com

Weekly Drop in Classes

Led by Viv Bridson

Every Sunday at The Place (16 Flaxman Terrace WC1)
from 12.00 — 13.30.

The class is for those who are trained or would like to
be dancers, actors or performance artists. Viv does not
teach Laban theory, rather, in the tradition of Jooss and
Sigurd Leeder who developed their professional training
from Laban principles, she uses her knowledge to
structure the class and the material.

£9.00, concs £7.00, unwaged £5.00 — pay in Studio
Contact: danceprojects @btinternet.com

Weekly Workshops

Led by Jenny Frankel

Taking place on Tuesdays from 12 noon to 1pm at the
Primrose Hill Community Centre, 29 Hopkinsons Place,
Fitzroy Road, London NW1 8TN

Fee: £10 per workshop

Contact: 07970 536643

Email: jennyfrankel.laban@gmail.com

Movement workshops for musicians
Facilitated by Alexandra Baybutt

One to one bespoke movement coaching (https://
alexandrabaybutt.us17.list-manage.com/track/click?u=
7af725bbcc79827225a22e6a9&id=5959043b6e&e=028
3ccaf58) and research continues: clients see me online
and in person for a range of questions and interests.

Dramaturgy

'DJ Whimsy or what will the climate be like?'

Alexandra working with choreographer Tania Soubry
(https://alexandrabaybutt.us17.list-manage.com/track/cl
ick?u=7af725bbcc79827225a22e6a9&id=24bba01b87
&e=0283ccaf58) on her latest creation, premiering later
this year and with a London date: 24 April 2023

Advertising Space

Back cover - £250;

A4 page - £150; half page - £80; quarter page - £45
Classified adverts - up to 50 words at 20p per word
A5 flyer - £40; A4 flyer - £50

Please contact:
magazine @labanguildinternational.org.uk
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United Nations
Educational, Scientific and

Cultural Organization

Zoom sessions with Anneliese Monika Koch

Expressive Dance and Improvisation with Elements
of Modern Laban Practice

Online - Mondays 6pm to 7:15pm (GMT)

“Behind the visible, behind outer events, lives a hidden
force, almost lost, hidden deep within ourselves a
forgotten landscape reveals itself and within it we find a
dance poem” — Laban

You are warmly invited to join us for a virtual celebration
of Life through the Art of Movement. We will dance,
improvise and create, guided by the poetical expression
of our internal truth, our hopes, visions and dreams.
Suitable for beginners and advanced students.

First session free. Then £5 per week on Zoom.

Contact: movementatelier@gmail.com
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